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6 IEVADS

IEVADS

..nav ne senas, ne jaunas Griekijas,
ir tikai viena — pasaule,
kas ieceréta un radita uz maziem.

Henrijs Millers

Mantojuma jédziena arvien logiski ietverts ar jautajums par adresatu — man-
tojums kam?

Hellénu raditais kultirmantojums Tpass talab, ka tas ir vairak vai mazak ko-
pigs visai Eiropai, jo hellenu kultiira svarigakajos cilveka aktivitates aspektos ir
tas vesturiskais pirmpamats.

Hellénpu raditais kultirmantojums veidojies tik plasa laiktelpa, ka citiem
Eiropas etnosiem $ai zina ar tiem velti sacensties. Laika plaSums tom&r nozimé
zinamu neaptveramibu, ari negativa nozimé: pieméram, klasiskas Helladas sa-
sniegumi virspusgja tradicionala vért€§juma arvien aizsegusi vélako — Bizantijas
laiku devumu, uzsvérta to izciliba salidzinajuma ar jaunlaiku grieku kultfirpana-
kumiem.

Sengrieku mitu par Hiperboreju zemi, kura ziemas ménesus pavada Apol-
lons, jau Juris Alunans savulaik centas sasaistit ar latvisko kultiiras pieredzi, bet
21. gadsimta Latvijas Universitate un tatad Riga ir poziciongjusi sevi ka hellenis-
ko studiju centru, jau vairakkart pulcgjot plasu Eiropas akadémiskas sabiedribas
parstavniecibu uz hellénistikas konferencem. Latvijas Universitates Hellenistikas
centra un Klasiskas filologijas katedras kopmérkis $aja joma ir atgadinat Latvijas
auditorijai par helléniskajam vértibam visos laikos, p&tot un akcentgjot to iespe-
jamo ietekmi un saiknes ar misu laiku, Ziemeleiropas un Latvijas humanitaro
lauku.

Rigas konferencu raksturiga iezime un, iesp&jams, ari 1pasa pievilciba ir cen-
tieni apvienot gan uzmanibu pret klasisko senatni, tas mantojumu, gan skatit $o
mantojumu dialoga ar citam kultliras paradigmam, jauno laiku mekl&jumiem, ta-
dgjadi gan ieraugot jaunas krasas pasu klasisko senatni, gan atrodot horizontala
paplasinajuma iespgjas jaunlaiku kultras noris€s. Ne visus helléniskas kulttirai-
nas segmentus pa spekam izvertet Latvijas specialistiem, tade] starptautisku tiksa-
nos un atzinu apmainas tradicija lauj iesaistities citu valstu hell€nistiem, ienesot
savu vardu un domu Latvijas humanitaras pétniecibas vide, taja pasa laika kon-
ferencu piedavatais apvarsnis rosina Latvijas humanitaro nozaru p&tniekus atrast
jaunas dimensijas saviem darbiem.

2009. gada Latvijas Universitate ieceréta jau tresa starptautiska hellénistikas
konference, bet otras Rigas konferences materiali zinatnisku rakstu noform&juma
lasami $aja krajuma’, kura parstavéts gan pétijumu lauka sinhronais un diahro-
nais aspekts, gan daudznozaru dialogs. Krajuma struktiiru veido divas sadalas.
I dala apkopoti raksti, kuru pétnieciska fokusa centra ir klasiskas senatnes avoti —
valoda, v@sture, literatiira. II dala lasams plass materialu klasts, kas atspogulo

* Pirmas konferences materiali apkopoti krajuma Hellépu dimensija Eiropai. Riga, Zinatne,
2003.
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kulttiras dialogu visplasakaja spektra, kura gan samanami noteikti laika, telpas un
tematikas loki — rétorikas mantojums T&rbatas Universitate, italu renesanses un
misdienu grieku dzejas sasaukSanas, sena un misdienu Hellada mita, vEstures,
zanra aspekta jauno laiku francu, Tru, latvieSu un krievu kulttira, literatiira, teatri.

Krajuma tematika met vairakus lokus, ietiecoties pagatng, lai izgaismotu ta-
gadni. Izsakoties Raipa vardiem, kur§ arT ir viens no krajuma varoniem, gribétu
paust ceribu, ka “ik loks uz augsSu aizved”.

Ojars Lams, llze Riimniece
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INTRODUCTION

The concept of heritage would include the logical question of the addressee:
whose heritage?

The cultural heritage of the Hellenes is special because it is, to a smaller or
greater degree, common for all of Europe since Hellenic culture is the historical
primary basis for all aspects of human activity.

The cultural heritage of the Hellenes was formed over such extensive pe-
riod of time that other European ethnoses cannot even touch it for this. The time
expanse, however, implies certain unfathomableness, also in a negative sense, for
example, the achievements of classical Hellas in general superficial evaluation
have outshone the later Byzantine contribution, highlighting their eminence in
comparison with the modern Greek cultural attainments.

Juris Alunans in his time had attempted to relate Latvian cultural experience
to the ancient Greek myth of the land of Hyperboreans where Apollo used to
spend the winter months. In the 21% century the University of Latvia, and Riga,
have positioned themselves as a centre for Hellenic studies by publishing the wide
representation of European academic society in conferences on Hellenic issues.
The joint objective of the Centre for Hellenic Studies of the University of Latvia
and the Department of Classical Philology is to keep Latvia’s public informed
about Hellenic values at all times by researching and accentuating their eventual
impact on and links to our time, influencing the sphere of humanities in Northern
Europe and Latvia.

The distinctive feature and special attraction of Riga’s conferences are the
attempts to combine the regard for classical antiquity and its heritage with a dia-
logical treatment of this heritage and other cultural paradigms as well as modern
searches, thus viewing the very classical antiquity in new colours and discove-
ring prospects of horizontal expansion for the manifestations of modern cultu-
re. Latvia’s specialists alone cannot embrace all segments of Hellenic cultural
landscape. The tradition of international meetings and exchange of ideas invites
Hellenists of other countries to make their contribution to Latvia’s humanitarian
research. At the same time the horizons of the conferences urge Latvia’s researc-
hers to seek new dimensions for their work.

In 2009, the University of Latvia plans to hold the 3™ International Confe-
rence of Hellenic studies, while the materials of Riga’s 2™ conference in the form
of articles are compiled in the present collection’, representing the synchronic
and diachronic aspects of research as well as the multi-branch dialogue. The col-
lection is arranged in two parts. Part I includes articles focusing on the sources
of classical antiquity — language, history and literature. Part II reflects a wide
spectrum of cultural dialogue with distinct temporal, spatial and topical areas —
rhetorical heritage at the University of Dorpat, links between Italian Renaissance
poetry and modern Greek lyrics, ancient and modern Hellas from the perspective
of myth, history and genre in modern French, Irish, Latvian and Russian culture,
literature and theatre.

The topics of the collection revisit the past to throw light on the present.

Ojars Lams, llze Raumniece

* Materials of the 1st conference in the collection Hellénu dimensija Eiropai. Riga, Zinatne,
2003.
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ILZE RUMNIECE (LATVIA)

Hellénu kultiirietekmes zimes grieku valodas leksika

Hellenic Cultural and Historical Signs in Greek Lexis

The Greek verb is a unique lexeme.

In any other language it can only be translated descriptively. At
the same time, the semantic spectrum of the verb is quite rich if we
follow up its use in the history of the Greek language during at least
26 centuries, from ancient times to modern times.

The most essential meanings of this lexeme in diachronic aspect
connote:

speaking Greek,
- speaking Greek correctly (for Greeks/non-Greeks),
- behaving as a Greek (in contract to non-Greeks/barbarians),

- adopting Greek lifestyle, customs, language (willingly/under
compulsion),

- emulating Greeks/all that is Greek.

The content of the concept of Sllhnjzein has been discussed in
the works by the ancient authors Plato, Aristotle, Proclus, Olimpio-
dorus, its meaning has evolved along with the shift of religioon (from
polytheism to Christianity), as an identity sign it has been used by the
world-famous Greek poet C. Cavafy.

At the basis of the complex concept of Hellenism (in its historical,
geographical and cultural aspects) lies the development of the seman-
tic broadening of this lexeme: from a narrow meaning pertaining to
the language (to speaking Greek) to the semantic field of cultural and
ethnic identity (possibility/necessity to identify oneself with the values
of Hellenic life).

Historical semantic changes of the lexeme were determined by the
fate of the Greek language and culture, as well as its place in the his-
tory and cultural development of many other countries and peoples.
Greeks claim a special place among European nations, and existence
of unique lexemes in Greek language testify to it.
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Valodas, kuru rakstiska tradicija aptver gadu tiikstoSus, atrodams
vertigs materials ne tikvien Sauri lingvistiska aspekta, bet arT plasak —
kultiirvesturiska. Saja zina bagats ir tie§i leksikas Iimenis, jo vardu
nozimju attistiba plasa diahroniska skata biezi vien iezZim& vertibu
un attieksmju mainu gadsimtos. Tadejadi kadas leksiski semantiskas
vienibas liktenis — pamata valodniecibas pétijumu objekts — ietver ari
kulttrvesturiska rakstura faktus no konkrétas valodas etnogeografiskas
un laika telpas.

Hellenu pasaule un grieku valoda citam Eiropas valodam pieski-
rusi bagatigu slani — grécismus; daudzi grieku valodas vardi iedzivo-
jas citas valodas, jo tie izsaka kadu butisku iezimi, nosauc objektu,
apraksta norisi tik precizi un, galvenais, vienreizigi, ka to tulkojums
attiecigajas valodas nav nepiecieSams vai drizak — nav pat adekvati ie-
sp&jams.

Ta latviesu valodas vide més lietojam jeédzienus “hellénis”, “helle-
nisms”, “hellenizacija”, ar attiecigu verbu “hellenizet”. Pedgjo gan tikai
viena nozimé: ‘paklaut hellénu ietekmei / pieverst hellénu kultiirai’.

Grieku valodas verbs éN\nvilew/ eNnvilw (hellenizein — infiniti-
va forma / hellénizé — pirmas personas forma), kur§ valoda dzivo jau
treSo gadu tikstoti, ir no tam grieku leks€mam, kuras citas valodas
ar vienu analogu parcelt nav iesp&jams. Verba semantiku atklaj tikai
aprakstoss tulkojums, turklat tas spektra diapazons ir iespaidigs — no
5. gadsimta p.m.&. tekstiem Iidz pat misdienu grieku valodas tizusam.

Kopsavelkot minéta grieku verba semantisko paradigmu (termins
§T raksta ietvaros), tas sakuma punkts saistams ar nozimi ‘runat grie-
kiski’, galgjais (mtsdienu valoda) — ar nozimi ‘atdarinat griekus / visu
griekisko’.

Saja leksémas éN\nvilw semantikas diahroniskas attistibas cela
verojami vairaki posmi, kuri veért§jami gan konkr&tu autoru lietojuma
konteksta, gan izriet arT no plasaka — vesturiska un kultiirkonteksta.

Galvenie ENAnvilelv semantiskas paradigmas elementi:
* runat griekiski,
* pareizi runat griekiski (pasiem griekiem / citiem, negriekiem),

* izturties / uzvesties ka griekim (atSkiriba no negriekiem —
barbariem),
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» parmemt grieku dzivesveidu, parazas, valodu (no brivas gribas /
piespiedu karta),
» atdarinat griekus, visu griekisko.
Turpmak tiks atseviski aplukots katrs no §1s unikalas leksémas no-
zimes komponentiem; ievadam te noderigs $ads konteksts.

Grieku rétorikas un jurisprudences specialists Prokopijs (6. gs.)
piemin kadu arménu karavadoni varda Hilakijs, kur§ “nepratis ne
griekiski runat, ne latiniski, ne gotu [méle], nedz kada cita, iznemot
arménu”. (No teksta starp citu uzzinam par faktu, ka Hilakijs nav va-
réjis sarunaties neviena no ta laika un attieciga kulttirareala “lielajam”
valodam, un tas izradijies vinam liktenigs: goti, nespédami iegiit no
gistekna vajadzigo informaciju, Hilakiju nogalinajusi.)

Prokopija teksts parada primaro verba éN\nvi{elry nozimi — ‘runat
grieku valoda, griekiski’.

Daudzi antiko autoru darbu konteksti, kuros lasams verbs
eNnvilewr, apliecina, ka grieki novértéja citvalodigo prasmi runat
griekiski, jo Tpasi — pareiza grieku valoda.

Ta leksikona Suda (pilnigakais griekvalodigais leksikografiskais
avots agrinajos viduslaikos) koment€ts Sis verbs, par piem&ru mi-
not vésturiskas personibas — Persijas kénina satrapa Data valodu. Sis
Datis, “véledamies izteikties griekiski” (EA\nvilewr Bouldpevos),
sacijis: 1jdopat kal xatpopar — “priecajos un sveicos”. Leksikona
turpmakaja komentara noradits, ka pareizi griekiski biitu bijis jasaka
Aoopat kal yatpw (priecdjos un sveicu). Proti, $aja gadijuma verba
formas lietojums izradijies nepareizs — mediala aktivas vieta.

Raugoties uz situaciju utilitari un vért&jot valodas komunikativo
funkciju (bija tacu saprotams, ko runatajs pateicis), Data kliida nav no
lielajam un musdienu “valodot” karaja pasaulé més vinam piedotu, pat
1pasi neieverotu izteiksmes kltimi. Tomer nepareiza verba kartas formas
izv€le leksikona Suda tiek visai bargi kvalificéta: kal €PBapPdpioe —
“un [Datis] izteicas ka barbars”, tatad negriekis, tads, kur$ griekiski
runa slikti, klidaini.

A1T Aristofana sholasti saistiba ar komédijas “Miers” tekstu (Schol.
In Pac. 289 e. 3) piemingjusi So satrapu Dati: vins$ biezi apmekl&jis
hellénu zemes un, visa griekiska parnemts, nolémis apmesties pie
griekiem uz dzivi. Tom&r Data negriekiska izcelsme un barbara butiba
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izpaudas gan manierés, gan valoda (éPapBdpile kal TpdTOUS KAl
\oyous — “vins bija barbars [negriekis] ka manier€s, ta valoda”).

Minéto komentaru kontekstsituacijas atklaj leksémas éXAnvilew
semantiskas paradigmas talako izveérsumu:

» prast gricku valodu / runat griekiski bez kliidam (kas barbaram —
citvalodigajam praktiski nav dots),

» prast grieku valodu un ari griekisku uzvedibu, manieres, dzives
veidu (TpoTog).
Jau minétaja Prokopija teksta autors norada tris aspektus, kuros
atklajas negriekis jeb barbars (BapBapilewv pretstata éEAnvilev):
* y\oTTa — valoda,
« oynua — argjais izskats,
+ didrota — domasanas / dzives veids.

Pirmais un treSais aspekts — valoda un domasanas / dzives veids
(yAoTTa un dtdvola) — seno grieku izpratné bija ciesi saistiti, jo valo-
da, tas prasme, lietojums “veido” cilvéku un liecina pargjiem par vina
vargjumu, galu gala nosaka vina karjeru un veiksmi. Daudzajos filozo-
fu, r&torikas praktiku un teor&tiku tekstos, kuros §1 doma dazadi apce-
réta un izversta, viens no izteiksmigakajiem piemé&riem tas ilustracijai
noteikti ir fragments no Aténu izcila oratormakslas praktika un teoréti-
ka Isokrata (4. gs. p.m.g.) svétku runas (Panegyrikos, 48., 49.).

Isokrats norada, ka cilvéka prasme runat ir tas Ipasais, ar ko no
dabas esam paraki par citam dzivam butném. Tadgjadi, attistot savu
parakumu Sai joma, mes biisim paraki arT visas citas; Aténas ir nover-
tets, ka “visas citas darbibas jomas veiksme ir tik nestabila, ka biezi
tajas neveicas sapratigajiem, bet panakumus giist nepratigie, un vienigi
skaistas un pareizas runas [prasme] nav dota tuk$prasiem, jo ta ir ri-
pigi domajosa gara darbs, un gudrie no nemacitajiem, skiet, tieSi Sai
[zina] atskiras visvairak, turklat [cilveki], kas jau no dzimsanas brivi
audzinati, nav vert§jami ne péc drosmes, ne bagatibas, ne citiem tam-
lidzigiem labumiem, bet gluzi skaidri sazimg&ami p&c vinu vardiem
[runam], tas ir visuzticamakais katra izglitotibas raditajs, un tie, kuri
veiksmigi izmanto varda [makslu], ir ietekmigi ne vien sava [zemg],
bet godajami art citur”.
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Analitisks leksémas éN\nvilelv un tas aptverto jédzienu iztirza-
jums atrodams sengrieku klasiska laikmeta slaveno filozofu un vinu
veélako komentétaju tekstos.

Pieméram, rakstot komentarus Platona darbam “Alkibiads”, Olim-
piodors (5. gs.) pieverS uzmanibu minéta verba nozimei un norada,
ka “runat griekiski spgj jebkurS griekis, bet prasmigi (zinosi, pareizi —
kaTa Téxvny) runat griekiski — tas pa spékam ir tikai gramatikas maks-
las [parzinatajam]” (EX\nvilew mdvTwy  ENrwv éoTwy, kata Téxvny

eMnvilew —pévns ypappaTtikns éoTwv. In Platonis Alcib. 131. 22).

So nozimes niansi savos komentaros jau minétajam Platona “Alki-
biadam” (In Alcib. 258. 20) izversis Prokls (5. gs.), pievienodams sava
skolotaja Olimpiodora é\\nvilewv izpratnei vél vienu elementu, proti,
saskana ar Prokla vertejumu pastav tris dazadi grieku valodas prasmes /
lieto$anas limeni:

» griekiski (no dabas / dzimSanas) runa jebkurs$ griekis,

» pareizi (atbilsto$i normai) griekiski runa / valodu lieto valodas
specialists (valodnieks) — ypappaTtikés,

* augstaka mera “kvalitativa” attieksme pret valodu un tas uz-
tvere raksturiga domatajam — filozofam (dLtAocodos), tikai vins
sp&jigs adekvati saprast un novertét atseviska varda nozimi un
visa izteikuma saturisko piepildijumu.

Jedzienu éN\nvilew izteiksmes stila sakara “Ré&torikas” III gra-
mata (Rhet. 1407 a—b) iztirza Aristotelis. Saja darba, Tpasi ta 3. sadala,
autors runa no filologa—valodnieka pozicijas, noradot, ka nevainojama
stila pamats ir pareiza [grieku] valoda (éoTwv 8™ dpxn Ths Aé€ews T
0 ENWIlew).

Zimigi, ka 8aja konteksta éEN\nvilewv ir substantivéta lekséma —
TO éNnvilew, tulkojuma te substantivéjums acimredzot vislabak iz-
sakams, izmantojot vardu “valoda”. Tatad par stila jautajumiem nevar
runat, vispirms nenovértjot valodu (grieku valodu — 70 é\\nvilew) —
pareizu (nevainojamu, labu, skaidru).

Un Aristotelis vél min un 1si koment€ piecus aspektus, kuri nodro-
Sina $adu valodas lietojumu:

 saistvardu adekvats lietojums,

» precizitate un konkrétiba vardu izvelg, vairoties no aprakstosas
izteiksmes,
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* vairiSanas no divdomigas (dazadi saprotamas / parprotamas)
izteiksmes,

» [gramatiskas] dzimtes kategorijas pareizs lietojums,
» [gramatiska] skaitla kategorijas atbilstoss lietojums.

Atkapes no $adiem skaidras valodiskas izteiksmes prieksnoteiku-
miem saskana ar Aristotela viedokli iespgjamas un pielaujamas dzejas
valoda (vai ari varétu biit piedodamas un attaisnojamas, piemé&ram,
orakulu — paregotaju valoda).

Tatad Aristotela “Re&torika” ka senakais mums pieejamais stilis-
tikas jautajumus sistematizgjosais teksts apgalvo, ka skaidra, pareiza
valoda (TO éN\nvilew) ir laba izteiksmes stila princips (dpxn).

Tiesi valodas / runas stils (\éEL¢) ir viens no faktoriem, kuri rakstu-
ro izglitotu (ne jau kuru katru) grieki. Ne velti par intelektualas izglito-
Sanas pamatu antikaja pasaul€ jau no grieku sofistu laikiem (6., 5. gs.
p.m.8.) tika uzskatita tiesi oratormaksla, rétorikas jomas parzinasana.

No véstures faktiem zinams, ka hellénu izglitotiba / helleéniska iz-
glitoSanas un izglitoSanas prasme padarijusi grieku kultliru, vinu pa-
saules skatfjumu un dzives veidu iekarojamu lielakajai dalai antika
laikmeta Vidusjiiras baseina zemju.

Atgadinot jau piemin€to Dati — visnota] velédamies biit hellenis,
vins tomer bija un palika negriekis (barbars) ka valoda, ta visparigaka,
bet arT griitak “apgiistama” joma — parazas un tikumos.

Hellenu parazas / tikumi (TpétoL) vai — plasaka nozimé — vinu
dzives veids kliist par atdarina$anas objektu negriekiem. Saja nozimé
atklajas vel viens éXAnvifelv semantiskas paradigmas elements.

Nevainojama grieku valodas prasme ir pamatnoteikums, lai varée-
tu runat ne jau par piederibu, bet par zinamu “pietuvinatibu” Eiropas
antiko laiku izcilakajam etnosam. Daudz stabilaka atziniba — hellénu /
helléniskais dzives veids ar laiku iezimé sevi verba éAAnvilelr seman-
tika: “uzvesties, dzivot griekiski” (arvien, protams, pretstatd negrie-
kiem, barbariem).

Bitiba Sis ped&jais éAnvilewv ietvéra izpratni par to, ko varétu
apzimét ka “helléniskas kulttrprasmes”, un $1 leks€mas nozime veéstu-
riski var€ja nostiprinaties romiesu un vélak Bizantijas laikos.
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Zimigs piemérs varétu biit Annas Komninas, Bizantijas imperatora
Aleksija meitas, sacerétais teksts par sava téva valdiSanas laiku. Darba
iesakuma ta autore min tadu ka ipasu “pasreklamas” faktu: To ‘EAAnvi-
{ew és dkpov éomovdakula — “esmu pilniba apguvusi grieku valodu /
grieku zinibas” (Anna Comnena. Alexias. 1. 2). Acimredzot tiesi pla-
saka nozimé (ne tikai valodas vien) — ka “grieku zinibas” — uztverams
Seit ENAnvi{ewv, jo pati autore piebilst, ka vina parzina rétorikas jomu
un labi orient&jas Platona un Aristote]a macibas.

Luk, trTs senas izglitotibas “vali”, kuri ir svarigi Bizantijas laikos,
kad slavena antika hellenisma vertibas nereti ir vienigais balsts mai-
nigajos vesturisko liktenu v&jos, Tpasi jau ka rekomendacija sievietei,
kura k&rusies pie izteikti “viriska” darba — annalu rakstiSanas.

Ir gana daudz liecibu, ka cittautu dizciltigie un varenie, 1pasi no
attalakiem Vidusjiiras areala novadiem, tiecas daudz ko parpemt no
hellenu dzivesveida. TiekSanas uz é\\npvilewr, no vienas puses, bija
brivas gribas izpausme un apzinati piekopta gara un materialas dzives
virziba (ka, teiksim, jau iepriek§ min&tajam persiesu satrapam Datim).
Ta bija tuvinasanas senai un atzitai kultirtradicijai, kadas pasiem to-
brid 1sti nebija.

Faktiski vestures liklo¢i un etnosu likteni tajos piespieda ar1 pasus
griekus, vinu iekarotaja plaSaja pasaul€ izkaisitus un no savam geogra-
fiskajam un kulttrsakném ilgstosi atrautus, EN\nvilewv — nostalgiski
atceréties un atdarinat sencu tradicijas, tiras (nebarbarizétas) valodas
lietojumu. Izteiksmigs materials Sai zipa ir, pieméram, 20. gadsim-
ta sakuma slavena grieku dzejnieka Konstantina Kavafja dzeja — tas
doma un valoda. Ta daudzu dzejolu satura ne tikai lauj aptvert diahro-
niski (teju 25 gadsimtu diapazona) jédziena éN\nvilewv piepildijumu.
Kavafja dzejas konteksti un valoda uzrada interesantu leksiski se-
mantisku opoziciju: dzejnieks (kur§ pieder pie grieku diasporas un
dzives lielako dalu dzivojis Egipte, Aleksandrija) apgalvo, ka vins ir
EMnuikég — “griekisks (grieku, griekiem piederigs)’. Vin$ neatzist
sevi ne par EX\nv (grieki), ne eNA\nvilwv, pedgja ir divdabja forma no
eMnvilewr — burt. ‘helleniz&joss’, tads, kas maksligi tiecas bt pie-
derigs griekiem, bet patiesiba — ievérojot Kavafja situaciju — formali
jau attalinajies no Tstajiem griekiem, jo ir diasporas kosmopolitisko un
citadi raibo tradiciju mantinieks, Kavafis par sevi teic, ka ir “griekisks,
grieku- — EN\nuikég” (izmantots E. Keeley. 1974, 75.).
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No otras puses, EA\nvilewv izteica arl piespiedu pieversanu / pa-
klausanu grieku valodas un dzives kartibas paradigmai ka hellénisma
gadsimtos (3.—1. gs. p.m.€.), kad Makedonijas Aleksandra vadiba un
ar pec vina naves tika iekarotas plaSas austrumu teritorijas, ta antikas
pasaules norieta (miisu éras sakuma gadsimtos), kad sengrieku daudz-
dievibas piekrit€jiem nacas ilgstosi pretstavet jaunas Kristus religijas
atbalstitajiem.

Zimigi, ka tie$i religijas sféra verbs éAnvilew iegtst vél kadu
papildu niansi. Pieméram, Bizantijas laiku hronografiskajos sacergju-
mos (Georgija Monaha, Sozomena teksti) minéta lekséma lietota ar
nozimi ‘pieverst hellénu, t. 1., politeiskajai paganu ticibai’. Ne velti ag-
rinajos kristietibas izplatibas laikos grieku etnonims “EX\nv (hellénis)
bija sinonimisks jédzienam éBvikog— “pagans” (seno grieku reli-
gisko uzskatu paudgjs). Grieku koiné (kopvalodas) vardnica verba
eENnpilw skaidrojums ir e(pat etdwlohdTpng — ‘esmu elkdievu piela-
dzgjs’ (pretstata kristieSiem).

Visbeidzot, kompleksa jédziena un termina ‘“hellénisms” (v&s-
turiska, geografiska un kultiras aspektd) pamata ari ir leksémas
ENnvifewv semantisks izvérsums: no Saurds nozimes ‘runat griekis-
ki’ Iidz kulttiretniska rakstura jédzieniskam laukam — iesp&ja / v€lme /
nepieciesamiba un nenoverSamiba orientet identitati uz hellenu dzives
vertibam.

Misdienu pilnigakaja jaungrieku valodas vardnica (G. Babinjotis —
Mmapmuadtng) verba eAnvilw nozimei lasams $ads skaidrojums:
pLpovpat Tovs EXAnras (kvplws Tous apxalovs) oTn yldooa,
Ta 1MON, TN oupmeptdopd, Tov Tpomo (wis — ‘atdarinu griekus (pa-
mata senos) valoda, parazas, uzvediba, dzives veida’.

Sakotngjas leks€mas nozimes ‘runat griekiski’ valoda vairs nav.
To misdienu grieku valoda izsaka apraksto$i: p\o) eNAnvikd (runa-
ju griekiski). Ir verts atzimé&t, ka §1 savienojuma verbalais elements
vesturiski veidojies no sengrieku verba opAéw — satikties, sarunaties,
baudit kada sabiedribu; komunicét (plasaka nozime)’.

Satikties un sarunaties, baudot griekisku sabiedribu...

Sai sakard uzmanibu saista pieminétaja jaungrieku valodas vard-
nicas skaidrojuma iekavas minctais teksts: atdarinat lieldkoties senos
griekus. Grieku atdarinasanas vilnis vesturiski atbilst laikposmam, kad
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sadas atdarinasanas objekts (helléni un vinu dzives vértibas) savu kul-
tirsasniegumu dg] bija izcils paraugs subjektam. Tas ir drosa hellenu
intelektuala parakuma laikmets par citiem, negriekiem, kura apogejs ir
5./4. gs. p.m.€. Valoda, valodas prasme un “maksla” (Téxvn) to lietot
radija varda makslas darbus un arT intelektualas vertibas, tas bija viens
no bitiskakajiem faktoriem, kas padarija hellénus negrieku acis par
apbrinas un atdarinaSanas vertiem.

Zinams, ka misdienu grieku valoda pieskaitama ta saucamajam
mazajam Eiropas valodam, bet pasi grieki — diemZz€l — ir miislaiku Ei-
ropas periféras zonas etnoss — ka geografiski, ta Eiropa un pasaulé pla-
§i pazistamu kultlirsasniegumu zina.

Leksémas é\\nvilewv semantiskas paradigmas izveérsums atspo-
gulo faktu, ka grieku valodas un grieku kulttras likteni bijusi nozimigi
daudzu citu etnosu kultiirvésturiskaja attistiba. Sai zina griekiem bijusi
ipasa loma ne vien Vidusjliras areala, bet arT plasak — Centralaja un
Ziemeleiropa, ciktal te savulaik ar romiesu iekarojumiem izplatijusies
griekiski romiska jeb antika kultiira, kuras fundamentvaloda ir un pa-
liek tiesi (un pirmkart) grieku.
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EMILIO CRESPO (SPAIN)

Language Policy in Classical Athens
Valodas politika klasiska laikmeta Aténas

Viens no miisu kopigajiem dzives pieredzes aspektiem ir saskarsme
ar stingru valodas politiku valodas, rakstibas vai iespieddarbu siste-
mu lietojumd. Piemeram, Spanijas Konstiticijas (1978) 3. punktd ir
teikts:

1. Kastiliesu valoda ir valsts oficiala spanu valoda. Visiem
spaniem ir pienakums to zindt un tiesibas to lietot.

2. Citas spanu valodas var but oficialas attiecigos autonomos
apgabalos saskanda ar to statiitiem.

3. Valodu daudzveidibas bagatiba Spanija ir kultiras mantojums,
kas ipasi jaciena un jaaizsargad.
Valodu lietojums ir reglamentets starptautiskas organizdcijas un
saietos, tas atspogulots ari Latvijas likumos.

Vai ir pastavéjusi valodas lietojuma politika art Senaja Griekija?
Raksta aplitkotas Atikas inskripcijas (5./4. gs. p.m.é.) un dazi grie-
ku literatiuras paraugi, kuri varétu atspogujot Makedonijas un citu
valdnieku 4. gadsimta lingvistiskos noteikumus, ka art dazi papirusi,

kuros ir norades uz Ptolemaju likumiem, kas noteica grieku un eégiptie-
Su valodas lietojumu.

Raksta paradits, ka vismaz Aténu valsts 5. gadsimta un Ptolema-
Ju valsts helléenisma periodd pieméroja noteiktu politiku, lai stiprinatu
grieku valodas pozicijas. Sai politikai bija liela nozime gan atiska dia-
lekta, gan vélak grieku valodas izplatiba. Nosleguma sniegtas pardo-
mas par valodu politiku miisdienu sabiedriba.

1. Introduction

One of our common experiences is the application of explicit po-
licies in connexion with the use of languages and writing systems. For
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instance, in the Article 3 the Spanish Constitution of 1978 makes the
following statements about the use of languages:

1. Castilian is the official Spanish language of the State. All
Spaniards have the duty to know it and the right to use it.

2. Other Spanish languages (i. e. Catalan, Basque and Galician)
shall also be official in their respective Autonomous Commu-
nities in accordance with their Statutes.

3. The wealth of language variation in Spain is a cultural heritage
which shall be the object of special respect and protection.

As far as I know, laws on the use of languages are also a fami-
liar fact to the Latvian citizens. Language use is also regulated in for-
mal meetings held in international organisations such as the UN and
NATO. The European Union distinguishes official languages of the
States members and working languages in formal meetings.

Legal regulation on the use of writing systems is also a wide-
spread phenomenon. As is well known, in 1981 the Greek Government
passed a law according to which the traditional system of accentuation
inherited from Classical Greek for the notation of the Standard Mo-
dern Greek was replaced by the so called povotovindg tévog. More
recently, some minor shifts introduced in the orthography of German,
among which the substitution of 5 by ss, was the cause of a great de-
bate in the German speaking area.

The previous examples of laws regulating the oral and written use
of languages constitute instances of explicit applications of langua-
ge policies at national or larger level. There are also cases where the
linguistic policy is only tacit or implicit. Such is the situation in the
United Kingdom, where apparently no legislation concerning the use
of language in civil administration. However, the absence of legal re-
gulation of the language use in civil administration does not mean that
the state lacks a language policy. The mere existence of institutions
like the British Council or the International BBC shows that the State
intends, consciously though tacitly, to promote the use of the English
language.

A given language policy can be designed or carried out by insti-

tutions and social groups other than Governments. For instance, the
BBC and the Oxford English Dictionary exert a great influence on a
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high number of native and foreign speakers of English. The BBC has
a Pronunciation Unit in charge of the spelling and the pronunciation
of English, with a special emphasis on common names and toponyms.
A Foundation, the Plain Language Commission gives advice to public
institutions in order to avoid, in official statements and notices, the use
of expressions which are difficult for citizens to understand.

In the case of Spanish, the Royal Spanish Academy is a non-go-
vernmental institution responsible for implementing the policy of uni-
fication of the varieties of Spanish spoken in the countries where Spa-
nish is an official language.

Thus, language policy refers to a set of explicit rules and laws or
to tacit habits related to the use of a given language, dialect, register
or writing system. These rules or laws may be laid down by a govern-
ment or by any other institution or social group.

2. Linguistic policy / Attitude towards a language / Language planning

Language policy is to be distinguished from language planning and
from attitudes towards a given language or dialect. Language planning
is a term that has a narrower meaning than language policy and is only
applied to an organized (private or official) activity that determines
the social status (and communicative function) of a given written or
spoken language (or a language variety), the corpus or acquisition of
a code (sometimes against the prevailing attitude towards a language
variety) within a given society, usually at national level'.

The attitude towards a language or dialect may or may not be
reflected in the language policy. As a rule, in bilingual or bidialectal
societies, the language or dialect used colloquially is regarded as pres-
tigious, while the one used in a familiar conversation, informal setting
or for less important communicative functions lacks prestige and is
deemed to characterize the speakers of the lower class®. By adopting
measures of language planning, language policy promotes a social at-
titude towards a linguistic variety, usually at national level. Thus, the
three terms considered in this section refer to related but diverse con-
cepts.
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3. Is there any evidence of a similar kind in Ancient Greece?

Taking this experience as my starting point, the question I will
address is whether or not we have evidence for the application of lan-
guage policies in Ancient Greece, a topic | have been working on over
the last years®.

In this paper, [ will examine some Attic inscriptions and other com-
plementary literary sources dated in the second half of the fifth century
B.C. On the basis of the evidence provided by such documents I will
argue that the Attic State at least in this period imposed the use of the
Attic dialect on the other states that were members of the Attic-Delian
league (478/7-404 B.C.) and intended, most likely in a tacit manner,
to impose the use of the Attic dialect throughout the allied cities. As
we will see, some texts suggest that the representatives of the Athenian
State, perhaps unconsciously, took the use of the Attic dialect in their
written and possibly also in their spoken interrelations with their allied
cities for granted. The application of this policy by the representatives
of the Athenian State and the acceptance of the use of the Attic dialect
by the delegates of the member states of the Attic-Delian league led to
the diffusion of Attic features through areas where other dialects were
spoken and finally to the replacement of the mother dialects by the
Attic in both written and formal communication.

4. Linguistic diversity in Athens in the second half of the fifth century B.C.

A language policy can exist only in states with linguistic diversi-
ty, where not all the speakers share the same linguistic code (dialect
or language). In other words, a plurilingual or pluridialectal nation or
international alliance is a prerequisite for a language policy to come
into existence and to be implemented. This is what as a rule happens
in modern states and this is what happened in classical Athens. The
linguistic diversity in classical Athens is attested by Pseudo-Xenophon
in Ath. Pol. 11 8:

dwvTy macay dkovovteg EeAEEQVTO TOVTO UEV EK TNC,
TOUTO 8¢ £k TNG Kol ol pev "EAAnveg 181 LAALOV KOl dwvn
Kol dradtn kol oxNUatL xpdvtal, /ABnvaiol 8 KeKpopéEvn €€
amdvtwy Ty ‘EAAHvov kol BapBdpmy.
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Hearing every kind of dialect, they have taken something from
each: the Greeks individually tend to use their own dialect, way of life,
and type of dress, but the Athenians use a mixture from all the Greeks,
and non-Greeks.

Many people who did not speak Attic as their mother dialect dwelt
in Athens, the political and administrative centre of the maritime lea-
gue from 454 B.C. onwards, or travelled there and got in touch with
the native speakers of Attic. The fifth century vase inscriptions, graffiti
and dipinti found in Athens prove the presence of lonic speakers in the
city*. Inscriptions and literary texts claim a number of 8,209 foreign
residents in Athens in the whole Antiquity®. In the second half of the
fifth century B.C., Polygnotus of Thasos, Ion of Chios, Hippodamos
of Miletos, Aspasia of Miletos, Herodotus of Halicarnassus, Protago-
ras of Abdera and Anaxagoras of Clazomenai, among others, lived in
Athens®.

According to the report written by Pseudo-Xenophon (Ath. Pol.
1,16), members of the allied states travelled to Athens and had to at-
tend the Athenian courts and the Assembly:

TOUg CULUUAY oG dvaykdlovot TAE Emt dikag ‘Abnvale.
They force the allies to sail to Athens for judicial proceedings.

In a similar way, the orator Antiphon delivered speeches before
the Athenian Assembly representing the position of Lindos and Samo-
thrace against the quota laid down by the Athenians.

The increasing contacts of the speakers of Attic with speakers of
dialects others than Attic explain the fact that in this period the At-
tic dialect underwent a whole series of autochthonous linguistic de-
velopments tending towards simplification of archaisms and towards
convergence with other dialects by means of elimination of peculiar
features. The customary relations between the speakers of Attic dialect
and speakers of other dialects fostered linguistic convergence.

5. Attic language policy in the second half of the fifth century B.C.?

The inscriptions published in IG I* 1453 and found in the islands
of Syme (fragments A and D) and Cos (B), in Aphytis (C), in the
island of Siphnos (E), in Odessa (F) (probably coming from Olbia)
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and in Smyrna (G) (of unknown origin), are seven fragmentary copies
of a decree approved by the Athenian Assembly (6fjpos). The recent
discovery of a further fragment of the Aphytis inscription has brought
to light major novelties which helped date the decree around 425 B.C.”
In any case the Attic decree has to be dated between 449 B.C. and
414 B.C.

If the fragmentary inscription found near the sanctuary of Apollo
Smintheus at Giilpinar in the Troad (IG I? 1454 ter, post 427 B.C.) is a
copy of an unknown part of the same decree, then a new fragment of
the same decree, possibly from Hamaxitos (X), should be added.

The following map shows the places where these inscriptions have
been found:
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In every inscription some part of the text coincides with at least
another. Part of the Cos inscription coincides with that from Aphytis,
part of the Aphytis inscription coincides with the Syme one, and so
forth. The combination of all of them gives a textus compositus which
occupies 34 lines in IG T° 1453 and is based on the following order of
reading (leaving aside the small fragment A from Syme): Cos, Aphy-
tis, Syme, Siphnos, Odessa and Smyrna. The Syme copy which coin-
cides with parts of Aphytis, Siphnos, Odessa and Smyrna, is the one
with the largest amount of text in common with the others.

The alphabet used in the Cos copy is Attic, whereas other inscrip-
tions use the lonic one. Attic was not the dialect spoken in the areas
where these copies have been found. Varieties of Doric were spoken
in Syme and Cos, and forms of Ionic were spoken in Olbia, Aphytis,
Hamaxitos and Siphnos.

The text is an Athenian yfidproua which obliges the members of
the Attic-Delian league to use Attic silver coins, weights and measu-
res, and, upon payment of a tax, to deliver no less than half of their
local coins for recoining in Athens. Members of the league are ordered
to use Attic silver coins, weights and measures:

npocypdyol 8¢ Tpdg TOV bpkov [T]ov TNg POANg TOV
YPOUUOTED, NG [BoANg Ta]dl: EAV Tig kOMTINL VOULC[UOL]
apyvplo &V tnol mO[Aecl] Kol UM YPNTOL  VOU[ICHOLCLY
toig] AONvaliwv f) ctabuolg f) pét[porg AAAL Egvikoig
VoUicHaoL]y Kol otobuolg kol [U]€Tpolg,

and the secretary of the boule has to add to the bouleutic oath the
following: if anyone mints silver coins in the poleis and does not use
the Athenian standards, weights and measures, but foreign standards,
weights and measures, [he shall be punished].

As the decree provides, a copy of the text had to be displayed in
the agora of every member state of the Attic-Delian league which im-
plies that as many as around 350 copies were to be produced:

[Qvoylpdwor 8¢ 10 yhdlouo t[6de tog &lpyovialg E]v
Talol TOAest K]ab’ Eva Exactov: Bgvorl 8¢ EV oTH]AML A1B1-
VML EV TNL &yopal TéAeCL [Ekdotng] thlg TO]Aemg KAl TOG
EmoT[dTog EUTPOCSOEY] TO APYVPOKOTLO: TOVTO O ET[LTEAEV
™y cvppa]yior, glap un obtor BOAmTAL.
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Each one of the archontes in the cities is to inscribe this decree on
a stone slab and to set it up in the agora by means of the magistrates
of each polis, and the epistatai in front of the mint. If they do not, let
the alliance do it.

Though the copies were to be displayed in cities where the spoken
dialect was other than Attic, the decree is written in the Attic dialect.

The diffusion of the Standards Decree among the member states of
the Attic-Delian maritime league is a good example of how the Attic
dialect spread through the Greek speaking area. If the provisions of the
decree were upheld, there must have been some 350 copies, one for
each allied city. The dialect, the number of copies, and the content of
the decree show that the Athenian dNuogtook the use of Attic on offi-
cial league documents for granted, whether its allies spoke lonic, Do-
ric or Aeolic. In addition to the use of Attic coinage, weights and mea-
sures, the Yoo implicitly imposes the Attic dialect as the official
language of the league. This imperialist linguistic attitude, encouraged
by the political, military and economic might and by the cultural pres-
tige of the Athenian state, was complemented by the tendency for Attic
to converge with other dialects.

The writing system of the Attic official documents was changed
in 403 B.C. according to Suidas, Lexicon s.u. TOUL®V ONUOG EML
dpyovtog EbkAeidov ‘Euclid being archon’.

6. Concluding Remarks

In view of the above linguistic examination of the Attic decree on
the use of Attic silver coinage, weights and measures in the maritime
league, the following conclusions can be drawn:

1. In the second half of the fifth century B.C., perhaps as early
as 449 B.C., and in any case before 414 B.C., depending on
the date of the Standards Decree, the Athenian state imposed,
at least tacitly and perhaps unconsciously, the use of the Attic
dialect in the documents published in the member states of the
Attic-Delian league.
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2. The allies did not translate the documents composed in Ath-
ens into their own dialects. At most, they copied them in the
Eastern Ionic alphabet, preserving the Attic dialect.

These conclusions add to the picture drawn by recent studies on
the history of Attic and on the origins of the koine. The Attic-Delian
first maritime league (478/7-404 B.C.) increased the contacts among
the member states. The intensification of their relations fostered the
use of Attic as means of inter-regional communication, owing to the
Athenian state policy which provided for use and dissemination of the
Attic dialect, and also due to the fact that the allies did not revolt but
accepted these rules. On the other hand, these gradually increasing
contacts unleashed or accelerated the process of linguistic convergen-
ce which underscored the influence of Attic on the other dialects, and
they also contributed to the autochthonous development of the Attic
dialect itself. This process of convergence brought about a form of
simplified Attic which admitted occasional Ionicisms and was spoken
or at least written by a number of citizens of the members states of the
Attic-Delian maritime league.

The process of fixation, consolidation and diffusion which trans-
formed simplified Attic into the koine is strikingly similar to the pro-
cesses which occurred in various modern European languages between
1450 and 1600 and led to the emergence of a standard form of the
national languages.

From the foregoing we can learn some obvious lessons for our
present. One of them is the crucial importance of the language use
regulation in a multilingual society as is the present one. The other
is that the diversity of the European cultures can best (and probably
only) be preserved if we make a great effort to respect cultural variati-
ons and to preserve our richness of languages.



FELICE VINCI (ITALIA)

The Traces of Ulysses in Homer’s Geography

Odiseja pédas Homeéra geografija

Eposu “Iliada” un “Odiseja” darbibas vieta var tikt identificéta
nevis Vidusjiura (to liek apsaubit daudzas neatbilstibas), bet gan FEi-
ropas ziemelos. Sagas, kas partapusas divas poémas, nak no Baltijas
regiona, kur otraja gadu titkstoti p.m.é. bija bronzas laikmeta uzplau-
kums, un Homéra mineétas vietas, piemeram, Itaka un Troja, biitu vel
nosakamas. Blondie juras braucéji, kuri dibindja Mikénu civilizaciju
16. gadsimta p.m.é., atveda Sos stastus no Skandinavijas uz Griekiju,
kad péc ledus laikmeta iestajas klimatiski labvéligi apstak]i. Tad vini
Vidusjiira atjaunoja savu sakotnéjo pasauli, kura bija norisindjies Tro-
jas kars un citi mitologiski notikumi; daudzu paaudzu glabatas, atmi-
nas par varonibas laikmetu un sencu varondarbiem zaudetaja tévzemé
bija nonakusas lidz nakamajam paaudzem. Gan Homéra poémas, gan
visa grieku mitologija varétu biut par varondarbiem un legendam, kas
risinajusas agrinaja bronzas laikmeta Ziemeleiropa pirms ahajiesu
dosanas uz Egejas jiru. Mutvardos stasti par varondarbiem tika par-
mantoti lidz 8. gs. p.m.é., kad aizsakas rakstiba Griekija.

Gramata, kurda autors izklasta So teoriju, “Omero nel Baltico”
(“Homeérs Baltija”) Italija jau iznakusi ceturtaja izdevuma. Gramata
ir tulkota krievu valoda Saranskas Universitaté un 2004. gada decem-
bri prezentéta Péterburgas Zinatnu akadémija, ka art izdota ASV. Nu-
jorkas Barda koledzas klasiskas filologijas profesors Viljams Malens
gramatas atbalstam raksta: “Ir griti parspilét gan pétniecisko, gan
telaino iespaidu, kas sagaidams, izplatoties Vinci parliecinosajiem uz-
skatiem par Homéra eposu baltisko izcelsmi. Pétniekiem naksies par-
domat indoeiropeistiku lidz pasiem pamatiem. Un Homéra eposu lasi-
taji nondaks jaunos sajiismas laukos, kad iztélosies pasauli, kurda eposa
varoni elpoja un kustéjas.”

The real scene of the //liad and the Odyssey can be identified not
in the Mediterranean Sea, where it proves to be weakened by many
incongruities, but in the north of Europe. The sagas that gave rise to
the two poems came from the Baltic regions, where the Bronze Age
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flourished in the 2™ millennium B.C. and many Homeric places, such
as Troy and Ithaca, can still be identified. The blond seafarers who
founded the Mycenaean civilization in the 16" century B.C. brought
these tales from Scandinavia to Greece after the decline of the “clima-
tic optimum”. Then they rebuilt their original world, where the Tro-
jan War and many other mythological events had taken place, in the
Mediterranean; through many generations the memory of the heroic
age and the feats performed by their ancestors in their lost homeland
was preserved, and handed down to the following ages, until this oral
tradition was put in writing and gave rise to the //iad and the Odyssey
about the VIII century B.C., when the alphabetical writing was intro-
duced in Greece.

This key allows us to easily open many doors that have been shut
tight until now, as well as to consider the age-old question of the Indo-
European diaspora and the origin of the Greek civilization from a new
perspective.

* ok %k

Ever since ancient times, Homeric geography has given rise to
problems and uncertainty. The conformity of towns, countries and is-
lands, which the poet often describes with a wealth of detail, with tra-
ditional Mediterranean places is usually only partial or even nonexis-
tent. We find various cases in Strabo (Greek geographer, 63 B.C.-23
A.D.), who, for example, does not understand why the island of Pha-
ros, situated right in front of the port of Alexandria, in the Odyssey
inexplicably appears to lie a day’s sail from Egypt. There is also the
question of the location of Ithaca, which, according to very precise
indications found in the Odyssey, is the westernmost in an archipelago
which includes three main islands, Dulichium, Same and Zacynthus.
This does not correspond to the geographic reality of the Greek Ithaca
in the Ionian Sea, located north of Zacynthus, east of Cephallenia and
south of Leucas. And then, what of the Peloponnese, described in both
poems as a plain?

However, Homeric geography is as equally problematic for contem-
porary scholars. For example, prof. Moses Finley claims “the comple-
te lack of contact between Mycenaean geography, as we know it from
the tablets and from archaeology, and Homer’s accounts. The attempts
which have been made to reconcile them (..) are unconvincing®. In
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turn, prof. Franco Montanari states that “as regards the corresponden-
ces between Homeric geography and the Mycenaean one, many steps
backwards were taken, so far as people stress divergences now””.

In other words, Homeric geography refers to a context with a
toponymy with which we are familiar, but which, if compared with
the actual physical layout of the Greek world, reveals glaring anoma-
lies, which are hard to explain, if only on account of their consistency
throughout the two poems. For example, the “strange” Peloponnese
appears to be a plain not sporadically but regularly, and Dulichium,
the “Long Island” (in Greek dolichos means “long”) located by Ithaca,
is repeatedly mentioned not only in the Odyssey but also in the lliad,
but was never discovered in the Mediterranean. Thus we are confron-
ted with a world which appears actually closed and inaccessible, apart
from some occasional convergences, although the names are familiar
(this, however, tends to be more misleading than otherwise in solving
the problem).

A possible key to finally penetrating this puzzling world is provi-
ded by Plutarch (46-120 A.D.). In his work De facie quae in orbe lu-
nae apparet (“The face that appears in the moon circle”), chap. XXVI,
he makes a surprising statement: the island of Ogygia, (where Calypso
held Ulysses before allowing him to return to Ithaca) is located in the
North Atlantic Ocean, “five days’ sail from Britain”.

Plutarch’s indications lead us to identify Ogygia with one of the
Faroe Islands (where we also come across an island with a Greek-
sounding name: Mykines), Starting from here, the route eastwards,
which Ulysses follows (Book V of the Odyssey) in his voyage from
Ogygia to Scheria allows us to locate the latter, i.e. the land of the
Phaeacians, on the southern coast of Norway, in an area perfectly fit-
ting the account of his arrival, where archaeological traces of the Bron-
ze Age are plentiful. Incidentally, on the one hand skerja in Old Norse
means a “sea rock”, which corresponds to the obstacles which Ulys-
ses comes up against in his landing, i.e., sheer cliffs, reefs and “great
rocks” (“petréis megaléisi”’; Od. VII, 279), and, on the other, the whole
narration squares with the morphology of the Norwegian coast, that
“looked like a shield on the misty sea” (Od. V, 281). Moreover, in the
narration of Ulysses’s landing Homer introduces the reversal of the
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river current (Od. V, 451-453), which is unknown in the Mediterra-
nean world but is typical of the Atlantic estuaries during high tide.

From here the Phaeacians took Ulysses to Ithaca, located on the
far side of an archipelago, which Homer talks about in great detail. At
this point, a series of precise parallels makes it possible to identify a
group of Danish islands, in the south of the Baltic Sea, which corres-
pond exactly to all Homer’s indications. Actually, the South-Fyn Arc-
hipelago includes three main islands: Langeland (the “Long Island”;
which unveils the puzzle of the mysterious island of Dulichium), Aere
(which corresponds perfectly to Homeric Same) and Téasinge (ancient
Zacynthus). The last island in the archipelago, located westwards, “fa-
cing the night”, is Ulysses’s Ithaca, now known as Lye. It is astonis-
hing how closely it coincides with the directions of the poet, not only
in its position, but also its topographical and morphological features.
And here, amongst this group of islands, we can also identify the little
island “in the strait between Ithaca and Same”, where Penelope’s sui-
tors tried to waylay Telemachus.

Moreover, the Elis, i.e. one of the regions of the Peloponnese, is
described as facing Dulichium, thus is easily identifiable with a part
of the large Danish island of Zealand. Therefore, the latter is the ori-
ginal “Peloponnese”, i.e. the “Island of Pelops”, in the real meaning
of the word “island” (nésos in Greek). On the other hand, the Greek
Peloponnese (which lies in a similar position in the Aegean Sea, i.e. on
its southwestern side) is not an island, despite its name. Furthermore,
the details reported in the Odyssey regarding both Telemachus’s swift
journey by chariot from Pylos to Lacedaemon, along “a wheat-produ-
cing plain”, and the war between Pylians and Epeans, as narrated in
Book XI of the lliad, have always been considered inconsistent with
Greece’s uneven geography, while they fit in perfectly with the flat
island of Zealand.

As to Ulysses, Homer mentions his “fair hair”, and Tacitus claims
that he sailed the Northern seas (Germania 3, 2). Moreover, remar-
kable similarities exist between him and Ull, an archer and warrior in
Norse mythology. On the other hand, Pindar mentions the “fair-haired
Danaans” in his IX Nemean.

This would not be very surprising: as a matter of fact, we should
not forget what prof. Stuart Piggott, a very distinguished scholar,
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claims about Homer’s world: “The nobility of the [Homeric] hexame-
ters should not deceive us into thinking that the /liad and the Odyssey
are other than the poems of a largely barbarian Bronze Age or Early
Iron Age Europe. There is no Minoan or Asianic blood in the veins of
the Grecian Muses (..) they dwell remote from the Cretan-Mycenaean
world and in touch with the European elements of Greek speech and
culture (..) Behind Mycenaean Greece lies Europe™'.

Let us look for the region of Troy now. In the /liad it is loca-
ted along the Hellespont Sea, which is systematically described as
being “wide” or even “boundless”. We can, therefore, exclude the fact
that it refers to the Strait of the Dardanelles, where the city found by
Schliemann lies. The identification of this city with Homer’s Troy still
raises strong doubts: we only have to think of Finley’s criticism in
the World of Odysseus. 1t is also remarkable that Schliemann’s site
corresponds to the location of the Greek-Roman Troy; however, Stra-
bo categorically denies that the latter is identifiable with the Homeric
city (Geography 13, 1, 27). On the other hand, the Danish historian
Saxo Grammaticus, in his Gesta Danorum, often mentions a popula-
tion known as “Hellespontians” and a region called Hellespont, which
seems to be located in the east of the Baltic Sea. Could it be Homer’s
Hellespont? We can identify it with the Gulf of Finland, which is the
geographic counterpart of the Dardanelles (as both of them lie north-
east of their respective basins). Since Troy, as we can infer from a
passage in the /liad (XXI, 334-335), lay northeast of the sea (further
reason to dispute Schliemann’s location), then it seems reasonable, for
the purpose of this research, to look at a region of southern Finland,
where the Gulf of Finland joins the Baltic Sea.

In this area, west of Helsinki, we find a number of name-places
which astonishingly resemble those mentioned in the //iad and, in par-
ticular, those given to the allies of the Trojans: Askainen (Ascanius),
Karjaa (Caria), Nésti (Nastes, the chief of the Carians), Lyokki (Lycia),
Tenala (Tenedos), Kiila (Cilla), Raisio-Reso (Rhesus), Kiikoinen (the
Ciconians) etc. There is also a Padva, which reminds us of Italian Pa-
dua, which was founded, according to tradition, by the Trojan Antenor
and lies in the Veneto region (the Enetoi or Veneti were allies of the
Trojans). What is more, the place-names Tanttala and Sipila (the King
Tantalus, who ruled a region not far from Troy, was buried on Mount
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Sipylus) indicate that this matter is not limited to Homeric geography,
but seems to extend to the whole Greek mythology.

What about Troy? Right in the middle of this area, halfway bet-
ween Helsinki and Turku, we discover that King Priam’s city has sur-
vived the Achaean sack and fire. Its characteristics correspond exactly
to those Homer handed down to us: the hilly area which dominates the
valley with its two rivers, the plain which slopes down towards the
coast, and the highlands in the background. It has even maintained its
own name almost unchanged throughout all this time. Today, “Toija”
is a peaceful Finnish village, unaware of its glorious and tragic past.

Various trips to these places, from July 11, 1992 onwards, have
confirmed the extraordinary correspondence between the [Iliad’s
descriptions and the area surrounding Toija. What is more, there we
come across many significant traces of the Bronze Age. Incredibly,
towards the sea we find a place called Aijala, which recalls the “beach”
(aigialos), where, according to Homer, the Achaeans beached their
ships (Il. XIV, 34). The correspondence extends to the neighbouring
areas. For example, along the Swedish coast facing Southern Finland,
70 km north of Stockholm, the long and relatively narrow Bay of Norr-
téilje recalls Homeric Aulis, whence the Achaean fleet set sail for Troy.
Nowadays, ferries leave here for Finland, following the same ancient
course. They pass the island of Lemland, whose name reminds us of
ancient Lemnos, where the Achaeans stopped and abandoned the hero
Philoctetes. Nearby is Aland, the largest island of the homonymous
archipelago, which probably coincides with Samothrace, the mythical
site of the metalworking mysteries. The adjacent Gulf of Bothnia is
easily identifiable with Homer’s Thracian Sea, and the ancient Thrace,
which the poet places to the northwest of Troy on the opposite side of
the sea, probably lay along the northern Swedish coast and its hinter-
land. It is remarkable that the Norse mythology identifies the home of
the god Thor, called “Pridheimr”, with Thrace (Younger Edda, Prolo-
gue, chap. 3). Further south, outside the Gulf of Finland, the island of
Hiiumaa, situated opposite the Esthonian coast, corresponds exactly
to Homer’s Chios, which, according to the Odyssey, lay on the return
course of the Achaean fleet after the war.

In short, apart from the morphological features of this area, the
geographic position of the Finnish Troas fits Homer’s directions like
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a glove. Actually, this explains why a “thick fog” often fell on those
fighting on the Trojan plain, and Ulysses’s sea is never as bright as
that of the Greek islands, but always “dark-wine” and “misty”. As we
travel through Homer’s world, we experience the harsh weather which
is typical of the Northern world. Everywhere in the two poems the
weather, with its fog, wind, rain, cold temperatures and snow (which
falls on the plains and even out to sea), has little in common with the
Mediterranean climate; moreover, sun and warm temperatures are hard-
ly ever mentioned. There are countless examples of this; for instance,
when Ulysses recalls an episode of the Trojan War: “The night was
bad, after the north wind dropped,/ and freezing; then the snow began
to fall like icy frost/ and ice congealed on our shields” (“sakeessi pe-
ritrepheto krystallos™; Od. X1V, 475-477). In a word, most of the time
the weather is unsettled, so much so that a bronze-clad fighting warrior
invokes a cloudless sky during the battle (Il. XVII, 643-646). We are
worlds away from the torrid Anatolian lowlands. The way in which
Homer’s characters are dressed is in perfect keeping with this kind of
climate. In the sailing season they wear tunics and heavy cloaks which
they never remove, not even during banquets. This attire corresponds
exactly to the remains of clothing found in Bronze Age Danish graves,
down to such details as the metal brooch which pinned the cloak at
the shoulder (Od. XIX, 226). Moreover, this fits in perfectly with what
Tacitus states on Germanic clothing: “The suit for everyone is a cape
with a buckle” (“sagum fibula consertum”; Germania, 17, 1).

This northern collocation also explains the huge anomaly of the
great battle which takes up the central books of the //iad. The battle
continues for two days (Il. XI, 86; XVI, 777) and one night (Il. XVI,
567). The fact that the darkness does not put a stop to the fighting
is incomprehensible in the Mediterranean world, but it becomes clear
in the Baltic setting. What allows Patroclus’s fresh troops to carry on
fighting through to the following day, without a break, is the faint night
light, which is typical of high latitudes during the summer solstice.
This interpretation — corroborated by the overflowing of the Scaman-
der during the following battle (in the northern regions this occurs in
May or June owing to the thaw) — allows us to reconstruct the stages
of the whole battle in a coherent manner, dispelling the present-day
perplexities and strained interpretations. Furthermore, we even mana-
ge to pick out from a passage in the lliad (VII, 433) the Greek word
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used to denominate the faintly-lit nights typical of the regions located
near the Arctic Circle: the “amphilyke nyx” is a real “linguistic fossil”
which, thanks to the Homeric epos, has survived the migration of the
Achaeans to Southern Europe. It is remarkable that in Greek literatu-
re amphilyke is a very uncommon word, cited by Apollonius of Rho-
des in a passage where he introduces the Hyperboreans, the mythical
people of the North (Argonautica 11, 671).

It is also important to note that the Trojan walls, as described by
Homer, appear as a sort of rustic fence made of wood and stone, si-
milar to the archaic Northern wooden enclosures (such as the Kremlin
Walls up to the 15" century) much more than the mighty strongholds
of the Aegean civilizations.

Troy, therefore, was not deserted after the Achaeans plundered and
burnt it down, but was rebuilt, as the Iliad states: “At this point Zeus
has come to hate Priam’s stock,/ so Aeneas’s power will rule the Tro-
jans now/ and then his children’s children and those who will come
later on” (Il. XX, 306-308). On the contrary, Virgil’s quite tenden-
tious, and much more recent, tale of Aeneas’s flight by sea from the
burning city of Troy (homage paid to emperor Augustus’s family, con-
sidered Aeneas’s descendant) is absolutely unrelated to the real destiny
of the Trojan hero and his city after the war. As regards this “Finnish”
Aeneas, the first king of the dynasty that, according with Homer, ruled
Troy after the war (that is a kingdom which, under Priam, dominated
a vast area in southern Finland; I1. XXIV, 544-546), it should be very
tempting to suppose a relationship between his name and the Aenin-
gia, Finland’s name in Roman times (Pliny, Natural History, IV, 96).
It is remarkable that farmers often come across Bronze and Stone Age
relics in the fields surrounding Toija. This is proof of human settle-
ments in this territory many thousands of years ago. Further, in the
area surrounding Salo (only 20 km from Toija), archaeologists have
found splendid specimens of swords and spear points that date back
to the Bronze Age and are now on display in the National Museum
of Helsinki. These findings come from burial places, which include
tumuli made of large mounds of stones that can be found at the top of
certain hills, which rise from the plain today, but which, thousands of
years ago, when the coastline was not as far back as it is nowadays,
faced directly onto the sea. Lots of such tumuli are also found on the
hills near Pernid, a village next to Toija. This relates to a passage in
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the /liad, where Hector challenges an Achaean hero to a duel, underta-
king, in case of victory, to give back the corpse of his opponent “so
that the long-haired Achaeans can bury him/ and erect a mound for
him on the broad Hellespont,/ and some day one of the men to come,/
sailing with a multi-oared ship on the wine-dark sea, will say:/ *This is
the mound of a man slain in ancient times,/ he excelled but renowned
Hector killed him”” (Il. VII, 85-90; the description of Achilles’ tomb
in the last canto of the Odyssey is analogous). These Homeric mounds
“on the broad Hellespont” and the Bronze Age ones near Salo and
Pernid are remarkably similar.

Let us now examine the so-called Catalogue of Ships from Book
11 of the Iliad, that lists the twenty-nine Achaean fleets which took part
in the Trojan War, together with the names of their captains and places
of origin. This list unwinds in an anticlockwise direction, starting from
Central Sweden, travelling along the Baltic coasts and finishing in Fin-
land. If we combine this with the data contained in the two poems and
in the rest of Greek mythology, we may completely reconstruct the
Achaean world around the Baltic Sea, where, as archaeology confirms,
the Bronze Age was flourishing in the 2™ millennium B.C., favoured
by a warmer climate than today’s.

In this new geographical context, the entire universe belonging to
Homer and Greek mythology finally discloses itself with its astonis-
hing consistency. For example, by following the Catalogue sequen-
ce, we immediately locate Boeotia (corresponding to the area around
Stockholm). Here it is easy to identify Oedipus’s Thebes and the
mythical Mount Nysa (which was never found in the Greek world),
where the Hyads nursed baby Dionysus. Homer’s Euboea coincides
with today’s island of Oland, located off the Swedish coast in a simi-
lar position to that of its Mediterranean counterpart. Mythical Athens,
Theseus’s native land, lay in the area of present day Karlskrona in
southern Sweden (this explains why Plato, in his dialogue Critias, re-
fers to it as being an undulating plain full of rivers, which is totally
alien to Greece’s rough morphology). The features of other Achaean
cities, such as Mycenae or Calydon, as described by Homer also ap-
pear completely different from those of their namesakes on Greek soil.
In particular, Mycenae lay in the site of today’s Copenhagen, where
the island of Amager explains why it was in the plural. Here, in the
flat island of Zealand (i.e. the Homeric “Peloponnese”), we can easily
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identify Agamemnon’s and Menelaus’s kingdoms, Arcadia, the River
Alpheus, and in particular, king Nestor’s Pylos, whose location was
held to be a mystery even by the ancient Greeks. By setting Homer’s
poems in the Baltic, this age-old puzzle is also solved at once. What is
more, it is equally easy to solve the problem of the strange border be-
tween Argolis and Pylos, which is mentioned in the //iad (IX, 153) but
is “impossible” in the Greek world. After the Peloponnese, the Catalo-
gue mentions Dulichium and continues with Ithaca’s archipelago, whi-
ch was already identified by making use of the indications the Odyssey
supplies. We are thus able to verify the consistency of the information
contained in the two poems as well as their congruity with the Baltic
geography. After Ithaca, the list continues with the Aetolians, who re-
call the ancient Jutes. They gave their name to Jutland, which actually
lies near the South-Fyn Islands. Homer mentions Pylene in the Aeto-
lian cities, which corresponds to today’s Plon, in Northern Germany,
not far from Jutland. Opposite this region, in the North Sea, the name
of Heligoland, one of the North Frisian Islands, recalls Helike, a sanc-
tuary of the god Poseidon mentioned in the //iad (it is remarkable that
the old name for Heligoland was Fositesland, where “Fosite”, an an-
cient Frisian god, is identical to Poseidon).

As regards Crete, the “vast land” with “a hundred cities” and many
rivers, which is never referred to as an island by Homer, it corresponds
to the Pomeranian region in the southern Baltic area, which stretches
from the German coast to the Polish same. This explains why in the
rich pictorial productions of the Minoan civilization, which flourished
in Aegean Crete, we find no hint of Greek mythology, and ships are so
scantily represented. It would also be tempting to assume a relation-
ship between the name “Polska” and the Pelasgians, the inhabitants of
Homeric Crete. At this point, it is also easy to identify Naxos (where
Theseus left Ariadne on his return journey from “Crete” to “Athens”)
with the island of Bornholm, situated between Poland and Sweden,
where the town of Nekseo still recalls the ancient name of the island.
Likewise, we discover that the Odyssey’s “River Egypt” probably
coincides with the present-day Vistula, thus revealing the real origin
of the name the Greeks gave to Pharaohs’ land, known as “Kem” in
the local language. Moreover, “Egypt” is very similar to “Gepids”, a
barbaric population who lived near the Vistula delta until the 3™ cen-
tury A.D. (according to Jordanes, “Gepidos” was the name of an island
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on this delta). This explains the incongruous position of the Homeric
Egyptian Thebes, which, according to the Odyssey, seems to be loca-
ted near the sea. Evidently the Egyptian capital, which on the contrary
lies hundreds of kilometres from the Nile delta and was originally
known as Wo’se, was renamed by the Achaeans with the name of a
Baltic city, after they moved down to the Mediterranean. The real The-
bes probably lay in the area of the present-day Tczew, on the Vistula
delta. To the north of the latter, in the centre of the Baltic Sea, the
Swedish island of Féro recalls the Homeric Pharos, which according
to the Odyssey lay in the middle of the sea at a day’s sail from “Egypt”
(whereas Mediterranean Pharos is not even a mile’s distance from the
port of Alexandria). Here is the solution to another puzzle of Homeric
geography that so perturbed Strabo.

The Catalogue of Ships now touches the Baltic Republics. Hellas
lay on the coast of present-day Estonia, and thus next to the Homeric
Hellespont (i.e. the “Helle Sea”), today’s Gulf of Finland. In this area
also lies Kurland — the Cours’ country, that is the mythical Curetes,
linked with the worship of Zeus — where is found the figure of a su-
preme god, who is called Dievas in Lithuania and Dievs in Latvia; in
local folklore he shows features typical of Hellenic Zeus (the genitive
case of the name Zeus in Greek is Dios; Il. I, 5). Moreover, Lithuanian
has very archaic features and a notable affinity with the ancient In-
do-European language. In this area Livonia lies, whose name derives
from the Livonians, who have long been farmers and breeders who
attach special importance to livestock; in their culture newlyweds tra-
ditionally receive domestic animals as wedding presents, and animals
play a leading role in funerals. These details remind us of a passage in
which Homer describes Libya (Libyé) as a land of stockbreeders,
where “flocks lamb three times in the course of a year./ Neither the
owner or the shepherd ever lack/ cheese, meat or sweet milk,/ but
sheep provide plentiful milk all the time” (Od. 1V, 86-89). The mild,
humid climate along the Latvian coast allows Mediterranean plants to
thrive there in certain areas. Moreover, the names of Liepdja (called
Libava in Russian and Libau in German) in Western Latvia, as well as
the Lubana lake, seem to recall the Homeric Libye.

As to Phthia, Achilles’s homeland, it lay on the fertile hills of south-
east Estonia, along the border with Latvia and Russia, stretching as
far as the Russian river Velikaja and the lake of Pskov. Myrmidons
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and Phthians lived there, ruled by Achilles and Protesilaus (the first
Achaean captain who fell in the Trojan War) respectively. As to the
name of Phthia, it might be connected to the Greek verb phthié or
phthino (whose meaning is “to finish™). This could recall the Latin
word finis, that is, “end”, “border” (the plural form, fines, specifically
means border, frontier). Therefore, “Phthia” was the “borderland” of
the Achaean world, which squares very well with its peripheral loca-
tion as to the Baltic: actually, according to the //iad, there were “many
shady mountains” between Phthia and the sea (Il. I, 156—-157). This
lets us understand another ancient mystery, that is, why in the Home-
ric world Phthia was the land of the refugees. In the Myrmidon army
there were no less than three: Phoenix, Epigeus and Patroclus; another
exile, Medon, was enlisted with the Phthians. Therefore, at that time
Phthia was a sort of Far East, where, taking advantage of the distan-
ce from the Baltic, many people with accounts to settle (being usual-
ly murders) took refuge to escape from the revenges of the relatives
of their victims. On the contrary, in the Greek world the location of
Phthia is not very peripheral, therefore, both its name and its function
of refuge are unexplainable.

Next, proceeding with the sequence, we reach the Finnish coast,
facing the Gulf of Bothnia, where we find Jolkka, which reminds us of
Iolcus, Jason’s mythical city. Further north, we are also able to identi-
fy the region of Olympus, Styx and Pieria in Finnish Lapland (which
in turn recalls the Homeric Lapithae, i.e. the sworn enemies of the
Centaurs who also lived in this area). This location of Pieria north of
the Arctic Circle is confirmed by an apparent astronomical anomaly,
linked to the moon cycle, which is found in the Homeric Hymn to Her-
mes: it can only be explained by the very high latitude.

In conclusion, from this review of the Baltic world, we find its
astonishing consistency with the Catalogue of Ships — which is, there-
fore, an extraordinary “photograph” of the Northern Early Bronze Age
peoples — as well as with the whole of Greek mythology. It is very
unlikely that this immense number of geographic, climatic, toponymi-
cal and morphological parallels is to be ascribed to mere chance, even
leaving aside the glaring contradictions arising from the Mediterra-
nean setting.
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As regards Ulysses’ trips, after the Trojan War, when he is about to
reach Ithaca, a storm takes him away from his world; so he has many
adventures in fabulous localities until he reaches Ogygia, that is one
of the Faroe Islands. These adventures, presumably taken from tales of
ancient seamen and elaborated again by the poet’s fantasy, represent
the last memory of the sea routes followed by the ancient navigators
of the Northern Bronze Age out of the Baltic, in the North Atlantic
(where the “Ocean River” flows, i.e. the Gulf Stream), but they be-
came unrecognizable because of their transposition into a totally dif-
ferent context. For example, the Aeolian island, ruled by the “King
of the winds”, “son of the Knight”, is one of the Shetlands (maybe
Yell), where there are strong winds and ponies. The Cyclops lived in
the coast of Norway (near Tosenfjorden: the name of their mother is
Toosa): they coincide with the Trolls of the Norwegian folklore. The
land of Lestrigonians was in the same coast, towards the North; Ho-
mer says that there the days are very long (the famous scholar Robert
Graves places the Lestrigonians in the North of Norway; moreover,
in that area we find the island of Lamegj, which is probably the Ho-
meric Lamos). The island of Circe — where there are clear hints at the
midnight sun (Od. X, 190-192) and the revolving dawns (Od. XII,
3-4), typical phenomena of the Arctic regions — lies north of the Lo-
foten, beyond the Arctic Circle. Circe, who is called polypharmakos
(Od. X, 276), that is, “the one who knows many drugs”, is a Lappish
shaman; she and her brother are also called “Sun’s children”, which
is just like the Lapps. Charybdis is the well-known whirlpool named
Maelstrom, south of the island of Moskenes (one of the Lofoten). After
Charybdis Odysseus meets the island Thrinakié, that means “trident”:
really, there lies Mosken, a three-tip island. The Sirens are very dan-
gerous shoals and shallows, off the western face of the Lofoten, before
the Maelstrom area. The sailors could be attracted by the misleading
noise of the backwash (the “Sirens’ Song” is a metaphor similar to the
Norse kenningar) on the half-hidden rocks, and deceive themselves
that landing is at hand, but if they get near, shipwreck on the reefs is
inevitable.

Besides, we can find remarkable parallels between Greek and Nor-
se mythology: for example, Ulysses is similar to Ull, archer and war-
rior of Norse mythology; the sea giant Aegaeon (who gave his name
to the Aegean Sea) is the counterpart of the Norse sea god Aegir, and
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Proteus, the Old Man of the Sea (who is a mythical shepherd of seals,
who lives in the sea depths and is capable of foretelling the future),
is similar to the “marmendill” (cited by the Hdalfs Saga ok Halfsrekka
and the Landnamabok), a very odd creature, who resembles a mis-
shapen man with a seal-shaped body below the waist, and has the gift
of prophecy but only talks when he feels like it, just like Proteus. On
the other hand, there are remarkable analogies between the Achaean
and Viking ships: by comparing the details of Homeric ships with the
remains of Viking ships found in the bay of Roskilde, we realize that
their features were very similar. We refer to the flat keel (one infers
this from Od. XIII, 114), the double prow (we can deduce this from the
word amphielissai Homer frequently uses with regard to their double
curve, i.e. at the stern and the prow), and the removable mast — this is
a sophisticated feature typical of Viking ships, which was typical of
Homeric ships, too: many passages in both the lliad (I, 434; 1, 480)
and the Odyssey (11, 424-425; VIII, 52) confirm without a shadow of
doubt that the operations of setting up and taking down the mast were
customary at the beginning and the end of each mission.

More generally speaking, apart from the respective mythologies,
remarkable parallels are found between the customs of the Achacans
and those of the populations of Northern Europe, although they are
separated by almost 3000 years. The systems of social relations, inte-
rests and lifestyles of the Homeric world and Viking society, despite
the elapsed years, are surprisingly alike. For instance, the “agoré”, the
public assembly in the Homeric world, corresponds to the “thing” of
the Vikings: this was the most important political moment in the run-
ning of the community for both peoples. In his turn, Tacitus informs
us that at his time the northern populations held public assemblies
(Germania, chap. 11), that appear to be very similar to the “thing”
(therefore, to the “agoré”, too). In a word, the parallels between the
Homeric Achaeans, who lived during the Bronze Age, the Germans of
the Roman period, and the Medieval Vikings testify to the continuity
of the Northern world throughout the ages.

One could wonder now how this research places itself in regard to
the outcomes of today’s science. We have already noted that Homeric
geography, after giving ancient scholars a lot of trouble, is making
things difficult for today’s also. Actually, when the decoding of the
Mycenaean writing “Linear B” allowed to compare the Mycenaean
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world with the Homeric one, the results were puzzling. Besides the
above-mentioned discrepancies between Homer and Mycenaean
geography, scholars noted “the problematic relations between Homer
and the Mycenaean world as well as the Hellenic Middle Ages™!".

Furthermore, there is evidence that the Mycenaean civilization had
come from the North. In particular, the distinguished Swedish scholar,
Professor Martin P. Nilsson, in his works reports considerable archa-
eological evidence uncovered in the Mycenaean sites in Greece, corro-
borating their Northern origin. Some examples are: the existence of a
large quantity of Baltic amber in the most ancient Mycenaean tombs in
Greece (which is not to be ascribed to trade, because the amber is very
scarce in the coeval Minoan tombs in Crete as well as in later graves
on the continent); the typically Northern features of their architecture
(the Mycenaean megaron “is identical to the hall of the ancient Scan-
dinavian Kings”); the “striking similarity” of two stone slabs found
in a tomb in Dendra “with the menhirs known from the Bronze Age
of Central Europe”; the Northern-type skulls found in the necropolis
of Kalkani, and so on'?. Therefore, archacologists such as Geoffrey
Bibby'* and philosophers such as Bertrand Russell'* think it probable
that the Mycenaean civilization originated from fair-haired Northern
invaders taking the Greek language with them.

All of the connections we have established thus far between My-
cenaean culture and northern Bronze Age culture tally with a recent,
extraordinary archaeological discovery: a bronze disk, about one foot
in diameter, portraying the sun, moon, and stars (the cluster of the
Pleiades is recognizable) found in Germany near the village of Nebra,
about 50 km west of Leipzig. Amazingly, the disk, which dates back
to the Early Bronze Age (1600 B.C.), depicts a subject very similar
to that portrayed on Achilles’ shield in the //iad: the sky with the sun,
moon, stars and the Pleiades (I1. XVIII, 483—-487). Coupled with bron-
ze swords found at the same site, which were fashioned in a technique
unique to Mycenaean swords, this archacological find contributes to
the amazing correspondence among the northern world, the Homeric
world, and the Mycenaean world.

On the other hand, prof. Klavs Randsborg stresses that Aegean art
and some Scandinavian remains dating back to the Bronze Age — for
example, the figures engraved on Kivik’s tomb in Sweden — present
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remarkable affinities, so much so that a 19" century scholar sugges-
ted the monument was built by the Phoenicians'>. Another sign of the
Achaean presence in the Northern world in a very distant past is a
Mycenaean graffito found in the megalithic complex of Stonehenge in
Southern England. Other remains revealing the Mycenaean influence
were found in the same area (“Wessex culture”), which date back to
a period preceding the Mycenaean civilization in Greece. All of this
squares with the fact that Radiocarbon dating, corrected with dendro-
chronology, i.e., tree-ring calibration, has recently corrected the idea
of the Eastern origin of European civilization. Prof. Colin Renfrew
describes the consequences for traditional chronology: “These changes
bring with them a whole series of alarming reversals in chronological
relationships. The megalithic tombs of Western Europe now become
older than the Pyramids or the round tombs of Crete, their supposed
predecessors. The early metal-using cultures of the Balkans antedate
Troy and the early Bronze Age Aegean, from which they were suppo-
sedly derived. And in Britain, the final structure of Stonehenge, once
thought to be the inspiration of Mycenaean architectural expertise, was
complete well before the Mycenaean civilization began’®.

In any case, studies performed on Mycenaean civilization and its
origin, far from clarifying their relationship with the Homeric poems,
brought to light a complex outline, where the problematic relations
between Homer and the Mycenaean world, the lack of contact bet-
ween Mycenaean geography and Homer’s accounts, the connections
of the latter with the largely barbaric Europe during the Bronze Age,
the evidence on the Northern origin of the Mycenaeans, and the simi-
larity between Aegean and Northern remains coexist without any well-
grounded rationale nor any sound interpretation. Given this puzzling
mosaic, what could make it clear is the check that Homeric geography
fits in with the Northern world whence probably the Mycenaeans mo-
ved towards Greece. This hypothesis can be deduced from the above-
mentioned outline, is perfectly consistent with it, and is able to give
sense to the whole of the data scholars gathered. In a word, it pla-
ces itself naturally in the square of today’s knowledge. Moreover, it
can explain many other things, such as the Mycenaean traces found
in Southern England. As regards this, the Odyssey mentions a market
for bronze placed overseas, in a foreign country, named Temese (Od. I,
184), never found in the Mediterranean area. Since bronze is an alloy
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of copper and tin, which in the North is only found in Cornwall, it is
very likely that the mysterious 7emesé corresponds to the Thames, na-
med “Tamesis” or “Tamensim” in ancient times. So, following Homer,
we learn that, during the Bronze Age, the ancient Scandinavians used
to sail to 7Temese-Thames, “placed overseas in a foreign country”, to
supply themselves with bronze.

This hypothesis also clarifies why Homer’s world was decidedly
more archaic than the Mycenaean civilization, as it is outlined by the
Linear B tablets. Evidently, Mycenaeans’ contact with the refined Me-
diterranean and Eastern cultures favoured their rapid evolution, also
considering their marked inclination for trade and seafaring, which
pervades not only the Homeric poems, but also all Greek mythology.
As a matter of fact, archaeologists found their trade stations scatte-
red on the Mediterranean coasts. This is hard to explain with the cur-
rent hypotheses about the continental origin of the Indo-Europeans,
whereas the remains found in England fit in very well with the idea
of a previous coastal homeland (by matching this with the typically
Northern features of their architecture, as many scholars claim, we re-
move any doubt as to their place of origin). This also explains why
any reliable information regarding the author, or authors, of the poems
had been lost before classical times.

This theory — which has already undergone a positive check by
means of inspections carried out on the territories concerned, and
meets Popper’s requirement on “falsifiability” — solves many other
problems, such as the backwardness of the Homeric civilization com-
pared to the Mycenaeans’; the absence of reference to seafaring and
Greek mythology in the Minoan-Cretan world; the inconsistencies bet-
ween the morphology of several Homeric cities, such as Mycenae and
Calydon, and their Greek namesakes; the absurdities concerning the
regions of the Peloponnese, the distance of the allies of the Trojans
from the Dardanelles area, and so on. Another question, that puzzles
historians of religions, is the fact that Dionysus — who is a very impor-
tant god in the Greek world, both in the Mycenaean civilization and in
classical Greece — is almost entirely neglected by the Homeric poems.
This is incomprehensible if one places the latter after the Mycenaean
age; on the contrary, by admitting that the Homeric world precedes
it, everything becomes clear, for after the Achaeans settled in Greece,
the features of their gods gradually changed, as they came under the
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influence of the great Near Eastern civilizations. This is consistent
with the fact that the world described in the /liad and the Odyssey is
more archaic than that of the Mycenaeans; and it could also explain
the remarkable differences between Homer’s and Hesiod’s pantheons,
which are inexplicable if one assumes that these two poets are almost
contemporaries. We should also note that oxen are of the utmost im-
portance in the Homeric world: this is the yet further evidence that
we are not dealing with a Greek setting, undoubtedly more suitable
for goats than oxen, but with a Northern one. Moreover, in a Greek
environment one would expect a surfeit of pottery, but this is not the
case: in both poems tableware is made solely of metal (for the rich) or
wood (for the poor), while pottery is absent. This is congruent with the
Northern world, where scholars find a stable and highly advanced
bronze founding industry, compared to the pottery one, which was far
more modest. As to the poor, they used wooden jugs (Od. IX, 346;
XVI, 52), i.e. the cheapest and most natural form of vessel, conside-
ring the abundance of this material in the North: Estonia and Latvia
have a very ancient tradition of wooden beer tankards.

Therefore, it was along the Baltic coast that Homer’s events took
place, before the Mycenaean migration southwards, in the 16" century
B.C. This period is close to the end of an exceptionally hot clima-
te that had lasted several thousands of years, the “post-glacial clima-
tic optimum”. It corresponds to the Atlantic phase of the Holocene,
when temperature in northern Europe was much higher than today (at
that time the broad-leaved forests reached the Arctic Circle and the
tundra disappeared even from the northernmost areas of Europe). The
“climatic optimum” reached its peak around 2500 B.C. and began to
drop around 2000 B.C. (“Sub-Boreal phase”), until it came to an end
some centuries later. It is highly likely that this was the cause that ob-
liged the Achaeans to move down to the Mediterranean for this reason.
They probably followed the Dnieper river down to the Black Sea, as
the Vikings (whose culture is quite similar in many ways) did many
centuries later. The Mycenaean civilisation, which did not originate in
Greece, was thus born and went on to flourish from the 16™ century
B.C., soon after the change in North European climate.

The migrants took their epos and geography along with them and
attributed the same names they had left behind in their lost homeland
to the various places where they eventually settled. This heritage was
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immortalized by the Homeric poems and Greek mythology (the lat-
ter lost the memory of the great migration from the North probably
after the collapse of the Mycenaean civilization, around the 12" cen-
tury B.C., but kept a vague memory of its “hyperborean” links). More-
over, they renamed with Baltic names not only the new countries where
they settled, but also other Mediterranean regions, such as Libya, Cre-
te and Egypt, thus creating an enormous “geographical misunderstan-
ding” which has lasted until now. The above-mentioned transpositions
of Northern place-names were certainly encouraged, if not suggested,
by a certain similarity (which the Mycenaeans realized owing to their
inclination for seafaring) between Baltic geography and that of the
Aegean: we only have to think of the analogy Oland-Euboea or Zea-
land-Peloponnese (where they were obliged to force the concept of
island in order to maintain the original layout). The increasing pre-
sence of Greek-speaking populations in the Mediterranean basin,
with their cultural and trade supremacy, later consolidated this phe-
nomenon, from the time of Mycenaean civilization to the Hellenistic-
Roman period.

Besides the geographic correspondences, in favour of this theory
there is the temporal concurrence between the end of the “climatic
optimum” in northern Europe and the settling of the Mycenaeans in
the Aegean area. This is the same age as the arising of Aryan, Hyksos,
Hittite and Cassite settlements in India, Egypt, Anatolia and Meso-
potamia respectively. In a word, the end of the “climatic optimum”
can explain the cause of the contemporary migrations of other Indo-
European populations (following a recent research carried on by Prof.
Jahanshah Derakhshani of Teheran University, the Hyksos very likely
belong to the Indo-European family). The original homeland of the
Indo-Europeans was probably located in the furthest north of Europe,
when the climate was much warmer than today’s.

It is time, therefore, to start specific archaeological investigations
in the areas of Toija and Lye, which correspond to the Homeric Troy
and Ithaca in all geographic, topographic, morphologic, and climatic
respects. These represent very promising archaeological sites, as the
tumuli of Pernid, so similar to those described in the [liad, and the
dolmen of Lyg, corresponding to the “Crow’s Rock” mentioned in the
Odyssey, confirm. If the validity of this theory is borne out by such
investigation, new and fascinating horizons will open regarding the
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origin and prehistory of the whole European civilization, shedding
light on the peoples of the northern Early Bronze Age and illuminating
their life, culture, religion, and history, which have been almost totally
unknown until now — not to mention that this “rediscovery” of Homer
could foster a new cultural approach to the idea of European unity and
could contribute to the birth of a new humanism in Western culture'”.



NIJOLE JUCHNEVICIENE (LITHUANIA)

The Perception of Greco-Persian Wars in Herodotus
and Plutarch

Grieku—persieSu karu recepcija Hérodota un
Pliitarha darbos

Tradicionalais prieksstats par Spartu Eiropas kultiras tradicija ir
idealizets realitates sagrozijums, kas balstas gan to grieku, gan ro-
mieSu senatnes autoru darbos, kuri pasi nebija no Spartas. Vairak par
jebkuru citu autoru musu priekSstatus par Spartu ir veidojis Plitarhs,
lai gan vins nav pirmais ta saucama Spartas téla veidotajs. Plitarhs
ir Spartas idealizétajs. Vins uzskatija, ka polisas koptba vislabak bija
Istenota Likurga Sparta. Plitarham bitiskaka ir valdnieku étika, nevis
politiska sistéma. Valdnieku moralie standarti nosaka valsts moralds
vertibas. Saskand ar Plitarhu spartiesu étikas spilgtakais piemers ir
kauja pie Termopilam. Plitarhs uzskata 5o kauju par nozimigako grie-
ku—persiesu kara epizodi un ir parliecinats, ka tiesi i epizode izskir
kara iznakumu par labu griekiem, tapéc vins loti asi kritizé Hérodotu
par §is epizodes aprakstu (“De malignitate Herodoti”). Plitarhs pauz
parsteidzosi atskirigu attieksmi pret Hérodotu saja darba un “Dzivés”,
kuras daudzviet izmantots Hérodota materials. Plitarhs apgalvo, ka
Herodotam esot subjektiva nepatika pret Spartu, tapéc vins nomelnojot
Leonida varondarbu.

Pliatarhs un Hérodots Termopilu kaujas epizodi aplitko no daza-
diem skatpunktiem. Hérodots ir brivs no vélakajam Spartas ideologi-
Jjas ietekmém. Lai ar? vina vestijums par Termopilu kauju ir piesatinats
ar homériskiem elementiem, vins to apraksta ne vien ka varonibas pa-
raugu, bet art ka dzilu personigu Leonida un 300 spartiesu tragédiju;
vina vestijums ir pretrunigs. Plitarhs vairak balstas uz Eforu / Diodo-
ru, sniedzot savu notikumu rekonstrukciju, un plasi izmanto rétorisku
un moralisku pieeju, kuru jau ir izstraddjusi minétie autori. Plitarha

ideologiskajam klisejam.

To start with, it is not necessary to remind us of what Greco-Per-
sian conflict meant to Herodotus and what place its description takes
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in his History. Neither is doubted, that his historical narrative is to be
regarded as trustworthy, in spite of his historiosophical idea that the
successful result of war for Greece has been determined by the gods
and has revealed itself as a realization of the divine justice. Herodotus
does not distort the truth about recent history, at least willingly, and he
sincerely believes what he says. Being a partisan of Periclean policy
Herodotus looks at the recent history from the Athenian point of view
and his evaluation corresponds to the actual political situation. He tries
to justify the Athenian naval policy, by no doubts unattractive to many
allied poleis at that time, and presents it in a more favourable light.
Sparta and her allies, the so called Spartan league, the most dangerous
political power for Athens at that time, more dangerous than even Per-
sia, are almost always shadowed by the glory of Athens in Herodotus
account, and even Argos, an old enemy of Sparta, despite the unques-
tionable fact that it has taken the Persian side in the conflict, receives
Herodotus” word of intercession. But Herodotus does not conceal the
fact itself. Herodotus’ story has successfully passed the test of history;
exactly his text is a usual background for any modern investigation
on the topic as one of the most reliable and exhaustive sources (e. g.,
the study by Peter Green The Greco-Persian Wars, reconstructing the
course of the renown battles and their localization in the geographical
environment, printed in 1996, is based principally on Herodotus’ story;
P. Green’s investigation had once more proved the reliability of Hero-
dotus’ Historié).

Therefore extremely harsh criticism by Plutarch in his De malig-
nitate Herodoti (Ilept t7c ‘Hpodétouv xaxonVetac) and his verdict on
Herodotus as the most unreliable historian of the Greco-Persian wars
raises many questions and requires an explanation.

Plutarch is not alone in attacking Herodotus and surely not the first
to declare him a liar, but he is surely the one who is so inconstant in
his opinion about the historical value of the Historié and so obviously
contradicts himself. Plutarch presumably is also the first one who has
written a separate piece on Herodotus.

De malignitate, which is placed by the commmunis opinio at a
final phase of Plutarch’s creative curriculum, starts from the statement,
that Herodotean logos is written in an irreproachable style and has an
irresistible intrinsic charm; and exactly in this first sentence Plutarch
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warns against deceptiveness of this charm (1, 854E: Tob ‘Hpodétou
[/ mONNOUG pév [../ wal N AéErg bc apelng xal diya mévou
gmitpéyouca Tolg TEdypaoty EEnTmaTReE).

It is not a study on style, nor on the theory of historiography, as it
is sometimes claimed, though it may look like this at first sight. But
systematic and consequent critical approach is concentrated only in
the preface (chapters 2—10); afterwards Plutarch seems to forget about
his methodological premises. It looks as if the preface has been added
later in order to give some solidity to this extremely emotional essay.
Besides, it is impossible to deny the fact that Plutarch himself used to
treat bare historical facts rather freely: the main task of true histori-
an, according to Plutarch, is not to collect and analyze the historical
information. This sort of activity is condemned as é&ypnotoc. Every
historian and every history should seek to reveal the so called moral
truth, xatavonowy fYovg xal tedmou mapacyelv, to show ethic para-
deigmata, both characters and actions — to approve and emulate what
they have done well, to avoid what they have done badly (Nic. 1: o0
v dyenotov adpotlev toToplay GAAL THY TEog xatavonoy Hdoug
%ol TP6TOV Tapadtdole).

De malignitate should be rather called a pamphlet, or an imita-
tion of genus iudiciale, directed against one of the greatest vices —
kako$qeia — malice, anger, evil mind, which becomes extremely dan-
gerous when it is peculiar to such a gifted soul as Herodotus, because
this coincidence of circumstances opens many possibilities to mani-
pulate the consciousness of the reader, é&v Aéyw yapwv Epovtt xal
dvapty TocadTy dyyévnTor Tde T &AAag dtomiag xal TO Ndog
amoxpumTewy Tob cuyypapéns (1, 855A). Thereby it is more related
to Plutarch’s pedagogical essays, such as De audiendo, De audiendis
poetis ete.

The aim of his essay, formulated in the preface — to reveal the real
Herodotus” #%0¢ and his real goals, xatavénowy tic mpoatpéocng
xol toU tpomov (10, 856D). It coincides with the purpose, outlined
by Plutarch in his Biographies, but the essay itself is an oddity among
Plutarch’s works and has been considered by some critics to be of ques-
tionable authorship. But what makes Plutarh’s authorship certain is his
style and language, and especially the range and the nature of the refe-
rences to the other writers. Nevertheless, be it as it is, De malignitate
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reveals an unknown side of Plutarch’s personality which does not cor-
respond to the traditional image of this writer as kindly, benevolent
sage of Chaironeia and one of the most tactful and charming writers
in Antiquity.

The number of pejoratives characterizing Herodotus and his ac-
tivities has no analogy in other Plutarch’s works. The renowned and
no doubt very popular in Plutarch’s times “Father of History” is bla-
med for being xaxondng (855B, F), odx edpevig (855B), nddpevoc
¢ raxoroyetv (855C), Sucpevic (855F), guroldoPapos, cuxopdy-
g (863A), dorepds (863E), od Sixatog (866D). The dominant fe-
atures of his character — »xaxia, aPeitepia (853D), Yedopata »al
nadopato (854E), xaxondeia (854E, 867C), avereuvdepta (856C),
Braconuio (858A), pYdévoc, émryarpexaxia (858B), Staory (863B),
picog (864D), dpy1, ducpévea (865B, 871D), draloveio (870C).
Instead of ypaget or Aéyer Herodotus’ activities are usually referred
to as xatadeidetar (856E, 861E), avatpémer ta ‘Elnvixa iepd
(857D), drahupaiver to Epyov (858C, 865A, 861B), xatatoylver T6o
Zovov (861B), xaDethe 1o Epyov (862B), diafarrer (862D, 865B),
Nwavpwre peylotny meaby (866A), dpatpet vixnpa tic EArd-
doc, aparpet Ty doidipov vixny, xadaipet tpématov (867F, 871E),
ratayerd (869F), Sratidmowy Etépag xad Etépwy SiaBohag nal
xotnyoptag (870C). The attitude towards Herodotus in this work and
in various Lives which owe material to Herodotus is surprisingly dif-
ferent: in his Blot (e. g. Themistocles or Solon) Plutarch usually refers
to Herodotus’ narrative, and those very facts told by Herodotus, which
irritate Plutarch so much in De malignitate, make him here neither
furious nor indignant.

Plutarch challenges Herodotus mainly for his description of the
Greco-Persian wars. One of the points of his reproach — inadequate
and maliciously diminished role of Sparta and its allies in Herodotus’
narration. Plutarch cannot endure any criticism of the states who saved
Greece from the Persians, thereby he regards his duty to defend both
the memory of the forefathers and the truth, aquives9or Omép THV
TEoYoVeVY duo xal The ahndelag, and, in particular, he is concerned
to defend the conduct of Sparta. In De malignitate Plutarch presents
his own understanding and his version of the renowned battles. Those
parts of his work reveal that the idealized distortion of Greek historical
past is already a real fact at least in Plutarch’s mind.
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The four main great battles, according to Plutarch, were battles
at Artemision, Thermopylai, Salamis and Plataeca; Herodotus fails
to represent their course and their significance properly: Tecod-
pwv & dydvev Téte Tpog Tovg PBuapBlpouc yevoubvev, Ex pev
"Apteptaiov tovg "EAAnvag dmodpdval gnow- v 8¢ Ocppomdials,
tob otpatnyol xal Bacthémg mpoxtvduvedovtog, olxovpelv xal
qperely "Onopmia xat Kdpvero mavyuptlovrag: ta 8 év Tahapive
dunpyovpevog tocoltoug mept Apteptolag Adyous Yéypapev Goolg
ANy TV vawpoayioy odx amiyyeixe: Téhog 8¢, xadnuévoug év
[Marataic ayvoficar péypt téhoug Tov dydvae tovg "Eddnvac /../.
One should agree, that it is rather a strange point of view, at least be-
cause of the exclusion of Marathon from this list. Presumably, it is
possible to explain Plutarch’s perception taking into account that it
was the only victory gained without participation of Sparta.

Plutarch, himself a person of the Athenian cultural heritage, idea-
lized Sparta and its system of education. According to him, ideal of a
harmonious polis community was best realized in Sparta of Lycurgus,
whom he rates even higher than Solon. Politics to Plutarch is inse-
parable from ethics, to say more, it is part of ethics. It is the ethics
of the rulers, not the type of the political system that really matters
to him; the moral standards of the rulers determine the moral value
of the state. Thereby even Spartan homosexuality, which has spread
because of Lycurgean reforms, meets with Plutarch’s approval in his
Life of Lycurgus; it is worth noting that in De malignitate Plutarch
condemns homosexuality as depravity and a barbarian vice. Sparta’s
foreign policy to overthrow tyrannies and to establish loyal oligarchies
is regarded by Plutarch as a fight for common freedom (21-25) and
by no means as an attempt to extend political power, as this activity
is presented in Herodotus story. Herodotus, according to Plutarch, ta-
kes efforts to represent Spartiatai as éntBoviot xal xoaxondeig, but it
is Herodotus himself who is really xaxon9vc (25, 861E). Herodotus
tells lies (xataeddetar) about Sparta’s conduct during the campaign
of Dareios; Plutarch refuses to believe that in such a critical situation
Sparta would obey any religious taboos and looks upon Herodotus’
story as a piece of Athenian propaganda. According to Plutarch, Hero-
dotus extols Athenians in order to blame all the rest (29, 864A), espe-
cially Sparta and its allies.
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Extremely misleading in Plutarch’s eyes is Herodotean story about
Xerxes’ campaign, especially the Thermopylean episode; Herodotus
Aravpwxe peylotny Acwvidou mpdfiv (866A), because he keeps
to the version that all the defenders of Thermopylae and Leonidas to-
gether with them fell in the mountain pass (weoelv wvTag cimomy v
tolc otevolg) and has deliberately suppressed their glorious set out
for the Persian camp to kill the Persian king and to meet their death.
The most interesting point in this passage of elaborated indignation
is that Herodotus said nothing about Leonidas’ death in the mountain
pass. According to his version, Leonidas fell fighting in an open place,
Axw tin stendn (VIL. 223, 3). Plutarch here keeps to the version of
events probably first put on paper by Ephorus; it survives to us in Dio-
dorus Siculus X1.9.4-10.4, who has used Ephorus extensively. Ther-
mopylean episode in his Bibliotheca Historica is presented as the cli-
max of the whole war; Spartiatai according to Diodorus évdo£étepot
YEYOVAOL TGV GAA®Y TGOV TAG KAANOTAG VIKAG GTEVVEYUEVKY
(11.2). Though Thermopylae were strategically of little help to the de-
fence of Greece, for Diodorus it is the moral choice of Leonidas that
matters more than the formal result of the battle, i. e., defeat. This mo-
ral victory is the true reason of the final victory a year later: Stxatng
& dv Tig TodToug nal THg ®owvig Tév EAMfvev éheudeplac aitioug
Tynhoouto ) Tolg Uotepov &v tals Tpog BEPENY LAy aLE VIXNCAVTAS
(11.5). Thereby the defenders of Thermopylae have achieved an im-
mortality, adavactav; this statement is confirmed by the quotation of
Simonidean verse, commemorating this battle and proclaiming, that
Leonidas’ glory ot’ dpavpdoet 6 mavdapdtwe ypbévoc.

But what immortality Diodorus has in mind, if Leonidas and his
Spartiatai have never been seen as heroes as a group, as were those
who have fallen at Plateae and Marathon? Herodotus is the only one
out of those three who knows it best.

Herodotus’ Thermopylean story is basically anti-hero; he rarely
glorifies Greek individuals and is generally not inclined to use rhe-
toric similar to Diodorus’ and Plutarch’s. To say more, his narrative
often can be compared to a puzzle, which is very difficult to explain.
The image of Sparta in his History is also a sort of a puzzle. Sparta is
the only Greek polis given the ethnography by Herodotus. The stress
which put on in his description — a strange similarity between Spartan
and barbarian traditions and rites; even Sparta’s kings, according to
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Herodotus, are of Egyptian origin. His portrait of Sparta’s hereditary
diarchy in many respects conforms to the pattern of the tyrant-logos.
The significant distinction between Sparta and the other Greek poleis
is always emphasized. At the same time Herodotus, the sincere par-
tisan of Periclean Athens, sometimes cannot conceal some sort of his
warm attitude towards Sparta.

Thermopylean episode also reminds a puzzle. It is evident from
his story, that Herodotus is at odds as to how to define the action of
Leonidas. On the one hand, at the end of his History, book IX, but
not in the description of the battle itself (it is a note-worthy fact in
itself) Herodotus confirms, that without the Thermopylean battle there
were no Platean victory, because the death of Mardonius at Plateae has
been the divine revenge for the death of Leonidas’ caused by Mardo-
nius. On the other hand, the doubt or ambivalence about this so called
“glorious deed” is already a reality for Herodotus. Herodotus finds no
other explanation for the Leonidas’ decision to stay and not to retreat
together with the allied troops as to look upon it as an act of self-de-
votion by the order of the Delphic oracle, given to Sparta: the logic of
this prediction — the Spartan king should die or otherwise Sparta shall
fall. Therefore Leonidas sends all the allies away, fights to death and
performs in fulfilment of a Delphic oracle. But why Leonidas does
not go alone, why, sacrificing himself, he does not save the lives of
300 Spartiatai and does not order them to retreat? Herodotus knows
the official explanation — they did not wanted to, they have chosen to
follow the demands of the Spartan law, according to which they had to
throw their lives or suffer the disgrace and humiliation. But Herodotus
fails to understand it. He has not been influenced by the later Spartan
ideology yet and presents this battle as the deepest personal tragedy
of the Spartan king, who has become a king unexpectedly for himself
(VIL, 204: ¢£ ampoodoxntov), and because of this merest chance was
obliged to sacrifice his life; it is also a tragedy of those who have been
chosen out of many to accompany Leonidas and have been obliged to
die together with him.

This is why Plutarch, who knew Herodotus’ History so well, that
was used to quote it by heart and thus could not avoid the mistakes,
does not keep to Herodotus’ Thermopylean story and relies totally on
Ephorus/Diodorus narration, which he considers to be the true version
of the events. The severe word 7padpwxe, which is used by Plutarch
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to blame Herodotus’ activity, presumably has been prompted to him by
the Diodorean text, where the poem of Simonides is cited: according
to it, this glorious deed shall never be defamed even by the “all-devou-
ring” chronos. In Plutarch’s eyes Herodotus, who is wrongly extolled
by some as glorifier of Hellas, and who in his Hisfory, by his very
words, seeks fo save the glorious deeds from oblivion, has deliberately
achieved quite opposite results and has been more pernicious than the
above-mentioned chronos.

The traditional image of Sparta in the European cultural tradition
is an idealized distortion of reality, based on the works of non-Spartan
writers in both Greek and Roman Antiquity. Plutarch has influenced
our image of Sparta more than any other author, though he is not the
first to create the so-called Spartan mirage. He has contributed both to
an ongoing tradition of idealized distortions and inventions regarding
Sparta, and to an ongoing tradition of idealized distortions and inven-
tions concerning the history of Greece, and has been one of the first to
create the so-called Helladic mirage.



VITA PAPARINSKA (LATVIA)

Dazi antikas historiografijas teorétiskie aspekti
(“vispargjas vestures” jédziens Polibija Vesturé)
Some Theoretical Aspects of Ancient Historiography

(the Idea of “Universal History” in
Polybius’ Histories)

The material available to a modern scholar for the study of the
theoretical views on ancient historiography is not very abundant.
We have at our disposal some theoretical conclusions that have been
expressed in works which are not specifically dedicated to the theoreti-
cal study of historiography (Thucydides’ Histories, Aristotle’s Poetics,
Cicero s treatises and speeches). Three studies — Dionysus’ of Halicar-
nasus De Thucydide, Plutarch’s De malignitate Herodoti and Lucian s
How to Write History — deal with some specific issues in the theory or
practice of historiography.

The richest and most detailed source of the ancient theory of his-
toriography is Polybius’ (c. 200—128) Histories. This work is primarily
a history — the author describes the events after the I*' Punic war, and
his attention is focused on Roman struggle for hegemony and the do-
minant position of Rome in the world of their time. This history is also
the most complete study which is available on of the theory of ancient
historiography. It describes the skills and work methods of an ideal
historian.

Polybius’ views on historiography are seen in his direct and in-
direct polemic with the historians of the 4™ and 3" century BC, who
considered history a subdivision of rhetoric and thought that, as
such, it was supposed to focus on the qualities of expression without
examining truthfulness of the utterances, the accuracy of facts, giving
a universal and general portrayal of the events, or attempting an ex-
planation of causes and consequences.

Polybius sets strict and consistent requirements to a history and
the historian as he considers the foremost quality of history its didac-
tic value to posterity. History will be able to meet this requirement
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only if it provides a satisfactory notion of the events described, i.e., if
it is, to use Polybius’ terms, a universal history (ta katholou).

The idea of universal history lies at the heart of Polybius’ theoreti-
cal views. This notion includes the subject matter of history, the space,
the time, the interconnection of causes and consequences and the tar-
get audience. It should be stressed that the subject matter of universal
history is an important aspect of the historical process which has a
beginning and an end, which is limited in time and space, and within
this framework the author presents his material. For Polybius this de-
cisive aspect of the historical process is the development of Rome into
the leading power of the universe.

Grieku un romiesu literatiiras konteksta nozimiga vieta ir historio-
grafijai. L1dz miisu dienam ir saglabajusies, kaut arT nereti fragmentara
veida, liela dala antikas pasaules ve&sturiskas prozas darbu. Pieejamo
sengrieku un romiesu vésturiskas prozas darbu kopums tomér nerada
pilnigu s1 zanra kopainu klasiskaja senatn€. Attieciba uz daziem pe-
riodiem (piem&ram, hellénisma laikmetu) ir jasamierinas galvenokart
ar netieSu avotu sniegto informaciju. Un tomg@r tie vesturiskas prozas
darbi, kas ir saglabajusies, neapSaubami sniedz adekvatu, kaut arT ne
absoliiti pilnigu prieksstatu par vesturisko prozu antikaja pasaulg.

Stavoklis ir atSkirigs attieciba uz antikas pasaules teorétiskajiem
darbiem par historiografiju'®. Pilniba ir saglabajusies tris darbi — Ha-
likarnasas Dionisija Par Titkididu, Plutarha Par Hérodota Jaunpratibu
un Lukiana Ka jaraksta vésture. P&c Siem neliela apjoma teorétiska-
jiem darbiem, no kuriem divos analiz&tas loti konkr&tas Sauras t€mas,
nav iesp&jams apzinat antikas pasaules historiografijas teorijas kopai-
nu. Halikarnasas Dionisijs galvenokart analiz€ Tukidida valodas stilu,
bet Pliitarhs kritizé Herodotu par nepareizu grieku pilsétvalstu kon-
fliktu atainojumu. Izzinas mérkiem daudzsolosaks varétu likties Liiki-
ana traktats Ka jaraksta vesture. Lukians atkartoti norada uz vestures
butisko atskiribu no enkomija un dzejas, uz izpétes un faktu vaksanas
nozimi vesturnieka darba, ka arT uzsver, ka vésturnickam nepieciesams
neitrals skatijums uz notikumiem un personam, un tomér galvena uz-
maniba traktata ir veltita stila jautajumiem.

Parliecino$akais pieradijums tam, ka antikaja pasaule pastavejusi
dazadi historiografijas teorgtiskie kanoni, kaut arT, iespgjams, tie ne vien-
mer bijusi rakstiski fikséta forma, ir Polibija (c. 200.—128.) Vesture —
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bagatakais miusdienas pieejamais antikas historiografijas teorijas
avots®. Tas ir savdabigs paradokss, ka vispilnigaka Iidz masu dienam
nonakusT antikas historiografijas teorijas analize?' ir atrodama véstu-
riskas prozas darba, kura aprakstiti vesturiski notikumi laikposma péc
1. puniesu kara un kura autora uzmanibas centra ir Romas cina par he-
gemoniju un cipas rezultata iegiitais un nostiprinatais pasaules méroga
lielvalsts statuss. Ta ka Polibija Vesture pirmam un galvenam kartam ir
vesturiska satura darbs, par autora teorétiskajam nostadné€m var spriest
pec Vestures teksta ietverta 4.-3. gs. p.m.8. vesturniecku (Efora, Teo-
pompa, Timeja u. c.) darbu sastatijuma ar pasa Polibija Vésturi kon-
kretu historiografijas aspektu salidzinoSas analizes skatfjuma. Polibijs
krasi nostajas pret 4.—3. gs. domingjoso rétorikas ietekmi historiografi-
ja, uzskatot, ka ta lauj vésturnieckam apzinati vai neapzinati manipulét
ar vestures faktiem, tadgjadi neveicinot vésturisko notikumu un tajos
iesaistito personu patiesigu aprakstu. Tapat Polibijs daudz uzmanibas
velta veésturnieka prasmju un darba metodes raksturojumam, noradot,
ka ne vienmér ar nepiecieSamajam kvalitateém ir bijis apveltits ikkatrs
autors, kur§ uznemies rakstit vésturi. Un tomer nozimigakais Polibija
historiografijas teorétiskas koncepcijas izp&tes avots ir vina Vesture —
darba t€mas, vestljuma manieres un materiala struktur§juma zina.

Polibija Vestures teksta izskan augstas prasibas, kuras autors izvir-
za gan historiografijas darbam, gan §1 darba autoram. Tapat ka Cice-
rons vélak izveidos ideala oratora t€lu, Polibijs ir izveidojis ideala ves-
turnieka t€lu, un pats sevi vin$ par tadu uzskata?’. Citus vésturniekus
Polibijs maca, Lukiana vardiem runajot, “ka jaraksta vésture”, proti,
piedava didaktisku imperativu, un autora izteikumi par savu veésturi ir
vert€jami ka historiografijas etalona formul&jums.

Historiografijas darbam izvirzitas augstas prasibas, péc Polibija
domam, izriet no autora darba un personibas. Un §adam pasapzinigam
uzskatam ir savs pamatojums. IzcelSanas, izglitiba, politiska darbiba
Griekija, Ahajas liga, draudziba ar Scipionu Emilianu®* un citiem ieve-
rojamiem politiskajiem darbiniekiem Roma, kur vin§ apméram 16 ga-
dus pavadija ka kilnieks, celojumi, piedaliSanas romieSu militarajas
aktivitatés Spanija un Kartaga, kas lava vinam paskatities uz Romas
politiku ar tas vaditaju acim, diplomata darbiba Griekijas un Romas
attiecibu IidzsvaroSanas procesa, Griekijas parvaldibas uzraudziba Ro-
mas uzdevuma péc Griekijas paklausanas Romai* — tas viss Polibijam
bija laba skola politiskas véstures izpratnei.
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Polibija vesture ietvertie tiesie izteikumi un salidzinosie komentari
liecina, ka savu vésturi autors uzskata par optimalu véstures proce-
sa atspogulojumu. Savu vesturi Polibijs nosauc par Ta kafo\ov — par
vispargjo vesturi. Par to, ka Polibijs izprot So terminu, galvenokart var
spriest péc autoru interesg€joso notikumu atlases un apraksta izvérsu-
ma. Mazaka izzinas vértiba ir Polibija vEstures Ta kabdlov aspekta
sastatijumam ar citu vesturnieku darbiem, jo neviena Polibija piemi-
néta autora darbi nav saglabajusies. Piem@ram, par vienigo vesturnie-
ku, kas sarakstijis patiesi vispargju vesturi, Polibijs atzist 4. gs. p.m.&.
vésturnieku Eforu? no Kimes. So apgalvojumu ir griiti komentgt, jo
par Efora v&sturi nav zinams pats svarigakais — kads ir bijis §Is v&s-
tures teémats un ka ta strukturéta. Savukart pieejama sekundara infor-
macija — vestures hronologiskas un geografiskas robezas, kas izriet
no vésturiska darba témas, — atbildi uz jautajumu par Efora vispargjas
vestures koncepciju un tas parmantotibu Polibija darba nesniedz, bet
drizak vedina domat par atskirigam abu vésturnieku darbu kvalitatem.
Ta Polibijs apraksta sava dzives laika un tam hronologiska zina pietu-
vinata laika notikumus nedaudz vairak ka 100 gadu garuma, savukart
Efora vésture aptvérusi ap 1000 gadu ilgu periodu®’.

Tadgjadi praktiski vienigais avots, kas lauj izprast Polibija vispa-
r&jas vestures koncepciju, ir pasa Polibija darbs. Polibija skatfjuma
vispargja vesture ir vesturiska satura darbs ar norobezotu, konkrétu
tematu, un §is temats ir kads vestures procesa butisks aspekts, kam ir
sakums un beigas, kas ierobezots telpa un laika, un ta robezas autors
So tematu iztirza, sakot ar ta iediglu veidoSanos un beidzot ar acimre-
dzamu un neapstridamu atrisinajumu.

Polibija vestures téma ir, autora vardiem runajot, “ka un kad, un
kapéc visas pazistamas pasaules dalas nonaca romiesu paklautiba”.
Polibijs dazada geografiska areala att€lo notikumus un faktus, kuri,
vinaprat, ir svarigi Romas hegemonijas veidoSanas un sekmigas pasta-
veSanas procesa izpratnei.

Darba t€mai atbilstoss ir arT materiala strukturgjums. Pirmas divas
gramatas ir ievads, un tajas ieskicéti notikumi lidz 2. piinieSu karam
(266.-221.)*. Sadu materiala izkartojumu Polibijs skaidro ar nepie-
cieSamibu lasitajus inform&t par to notikumu prieksvesturi, kurus vins
gatavojas aprakstit. Pati vesture sakas ar 140. Olimpiadi (220.-217.),
jo tad, ka Polibijs norada, savijas dazadi notikumi, un ta beidzas
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ar Korintas kriSanu 146. gada. Tadgjadi galvenie véstures fakti, kas
Polibija skatTjuma raksturo Romas nostiprinasanos pasaules aréna, ir
2. puniesu kars, 2. makedoniesu kar$, Romas cinas ar Sirijas valdnieku
Antiohu Lielo un Makedonijas valdnieku Perseju®. Lielu dalu no Siem
notikumiem Polibijs pats bija pieredzgjis, ka arT vargja iegiit papildu
informaciju no rakstiskajiem avotiem (arhiviem) un notikumu Iidzda-
libnieku atminam. Polibijs uzskatija, ka vesturniekam ir jabiit zinoSam
arT geografijas joma — vismaz ciktal tas skar vina aprakstitos notiku-
mus, un Polibija vésturé geografiskie apraksti veidoja atsevisku gra-
matu.

Stingri strukturgta, cik var spriest péc fragmentarajiem tekstiem,
ir bijusi vina darba materiala sadale. Vairuma gadijumu vienas olimpi-
ades notikumi bijusi aprakstiti divas gramatas. Katra olimpiade sakas
ar notikumiem Italija, kas ir autora uzmanibas centra, tad Sicilija, Spa-
nija, Afrika, talak autors pariet uz austrumiem — uz Griekiju un Make-
doniju, un nosléguma tiek aprakstiti notikumi Azija un Egipte.

Polibija skatfjuma vispargja vesture ir paraka par visam citam v&s-
turém, jo ta parada notikumu kopainu. Vispargja vésture att€lo noti-
kumu sekas, paral€élus notikumus un, galvenais, izskaidro notikumu
c€lonus. Tapec autors kritiski izsakas par vésturniekiem, kuri apraksta
kadu atsevisku, no vestures procesa konteksta izrautu notikumu vai
faktu®®. Pieméram, ka norada Polibijs, vina pasa laika vésturnieki, ap-
galvodami, ka raksta vispar€jo vésturi, faktiski lasitdjam piedavajot
Romas un Kartagas kara aprakstu dazu lappusu garuma, kas nekada
zina nevar radit pareizu iespaidu par Siem nozimigajiem notikumiem.
Polibijs vairakkart atgriezas pie domas, ka adekvatu prieksSstatu par
vesturiskiem notikumiem nerada vésturiskds monografijas®! — atsevis-
ku notikumu apraksti vai kada militara konflikta atspogulojums arpus
ta politiska konteksta. No sadiem darbiem lasitajs var giit priekSstatu,
bet ne zinasanas vai precizu izvert€§jumu. Tie darbi, kuros apraksti-
ta kada Saura vestures t€ma, ir vienveidigi un vienmuli, bet vispargja
vesture ir daudzveidiga, jo ta atspogulo dazadus notikumus, kas risinas
dazadas vietas. Vispargja vesture ir rodams samerigs notikumu ataino-
jums, bet uz vienu notikumu orient&tos historiografijas darbos notiku-
mi tiek parspiléti, lai nenozimigai t€mai pieskirtu dizenumu. Polibijs
salidzina vienu véstures notikumu aprakstosu autoru ar cilvéku, kurs§
redz atseviSkus norautus dzivnieka loceklus, bet vispargjas vestures
autors So dzivnieku redz dzivu un kopuma.
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Par nozimigu vispargjai vesturei raksturigas kopainas elementu
Polibijs uzskata notikumu célonsakarigu attglojumu. Saja zina Polibijs
nav novators. C&€lonu un seku apzinasana ir raksturiga grieku historio-
grafijai, sakot ar Herodotu (iotoplag dmédeific). Tomér Polibijs c€lo-
nu un seku izpratnes zina ir tuvaks Tukididam. Herodots lietu c€lonus
un sakumus mekle mitiskaja pagatng, bet Polibijs, I1dzigi Tukididam,
to dara realaja vestur€, un, tapat ka Tukidids, vins saskata atsSkiribas
starp c€loniem un iemesliem.

Celonu un seku telojums Polibija vEsturg ir ne tikai vestures kop-
ainas elements. Ne velti savu vésturi Polibijs nosauc par dmodetxtiny
totopta*? — par “skaidrojoSo vésturi”. Zimigi, ka notikumu apraksta
Polibijs paradas ka neuzbazigs un distanc@ts vEstitajs un vina perso-
niskie uzskati atklajas So notikumu skaidrojumos, un ka veéstijuma
skaidrotajs Polibijs nav ne neuzbazigs, ne distancéts. Polibijs komente
un analiz€ lielus un arT mazsvarigakus notikumus, izsaka uzslavu vai
nop&lumu un formul€ moraliz&josa rakstura secinajumus. Dazkart vins
pat papildus skaidro pats savus skaidrojumus. Rodas iespaids, ka Poli-
bijs nav parliecinats par lasitaja prasmi izvertet notikumu nozimigumu
vai giit macibu. Nav zinams, vai $ada veida skaidrojosas novirzes ir
Polibija jaunievedums, vai ari tas tikuSas izmantotas hellénisma laika
vesturnieku praksé — Polibijs gan norada, ka teju visi vésturnieki pirms
vina piemingjusi vestures didaktisko noderigumu?®.

Tadgjadi Polibijs c€lonu un seku kopsakaribu apzinasanu sasaista
ar vestures noderiguma funkciju. Veésture ir noderiga, jo ta paradis na-
kamibas politiskajiem darbiniekiem, ka valsts var sasniegt dizenumu,
protams, vienmér rékinoties ar gadijuma — kaprizas Tihes — iejauksSa-
nos. Lidzigi Tukididam Polibijs v@stures noderigumu pretstata izklai-
dgjosai funkcijai. Vesturnieks norada, ka fakta konstatacija var rosinat
interesi, bet taja nav neka noderiga. Ja faktam pievieno c€lonus, ves-
ture iegiist noderiguma iezimes. No pagatnes faktiem var macities, ko
nedrikst atkartot, un tiesi otradi — kadam pieméram ir jaseko, jo sasta-
tjums ar notikuso lauj prognozet sekas. VEéstures noderigums Polibija
skatfjuma ir macibu materials nakamajam valstsviram un karavado-
nim*. Tapéc, gluzi ka militarajas rokasgramatas, Polibijs siki apraksta
dazadus militaras jomas praktiskos jautajumus.

Ne mazak svarigs aspekts, kas Polibija vesturi padara par vispargju
vésturi, ir mérkauditorija. Sauraka mérka auditorija ir cilveki, kas aktivi
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darbojas politika un militaraja joma (oi moAittixot). Tie var bt gan
grieki, kuriem, ka autors uzsver, ir jamacas no aprakstitajiem notiku-
miem, gan romiesi, jo Polibija vEsture pirmam kartam ir romieSu dar-
bu un sasniegumu vésture. Un galu gala $adas vestures lasitajs var bt
ikviens cilveks, jauns vai vecs, jo, péc autora domam, nav iesp&jams,
ka lasitajs var€tu biit tik vienaldzigs vai tik laisks, ka negrib&tu uzzi-
nat, kada veida un ar kadas valsts iekartas (mohteior) palidzibu Romai
ir izdevies paklaut pasauli. Turklat iepaziSanas ar citu tautu piedzivoto
un pardzivoto ir vienigais veids, ka iemacities ar cienu panest liktena
triecienus. Tadgjadi Polibija skatfjuma vispargjai vesturei ir gan izzi-
nas, gan vispargja vertiba — cilveki giist informaciju par konkrétiem
notikumiem un macas izprast véstures procesu kopsakaribas. Tiesi Sis
pedgjais elements raksturo Polibija vésturi ka vispargju, proti, domatu
ikvienam lasTtajam, kam patik macities (ot @Lhopadodvteg) vai kas
grib macities (6 Bouhbuevog raTapadeiv).

Tadgjadi termins “vispargja vesture” Polibija vestures konteksta
ietver historiografijas darba t€mu, telpu, laiku, c€lonu un seku sasaisti,
vestures noderiguma aspektu un, kaut arT autors to tieSi nepasaka, dar-
ba mérkauditoriju. Polibija vEsturé aptverta telpa un laiks, ka arT laik-
meta biitiskaka vestures procesa att€lojums un skaidrojums (Polibijs
uzskata, ka Romas izvirzisanas un hegemonija ir nozimigakais civi-
lizétas pasaules vestures fakts) liek atzit par pamatotu autora uzskatu,
ka vina v&sture ir “vispargja vesture”.



BRIGITA CIRULE (LATVIA)

Magijas jédziena veidoSanas un izpratne
Senaja Griekija
Development and Understanding of the Concept
of Magic in Ancient Greece

Classical literature abounds in elements of magic but the defini-
tion of ancient magic cannot be found in antiquity, and it seems hardly
to be possible. Scholars of ancient magic have come to the agreement
that the understanding of the phenomenon should be inferred from a
great variety of classical texts attesting to the fact that the concept of
magic has its roots in Ancient Greece. Mageia is understood as the
art of magos but the origin of the word magos is traditionally associa-
ted with the religious world of Persia. In Ancient Greece, the Persian
magos seems gradually to have become Hellenized. Indications that
permit the association of magos with the practice gradually perceived
as magic can be found in classical texts from the 6" century B.C. on.
These texts provide evidence of the Greek attitude towards the activi-
ties perceived as magic and show that the concept of magic emerged
spontaneously and underwent evolution due to certain developments
in the Ancient Greek religious life. Ancient magic is to be viewed as
religious behaviour where different forms of religious practice merge:
classical texts prove that Greek words like goeteia, mageia and phar-
makeia are referred to as behaviour that is mysterious, obscure, wic-
ked, impious and oriented towards the destruction of the natural order
of things. It is evident that magic had in fact rather emerged gradually
as an activity that was different from the accepted religious behaviour
in Ancient Greece.

Magijas elementu izmantojums seno grieku un romiesu dzejas tek-
stos liecina, ka magija ka noteikta religiskas uzvedibas forma antikaja
pasaulé ir bijusi pazistama un pastavgjusi lidzas akceptétai religiskajai
uzvedibai. Antikas magijas pétnieki ir nonakusi pie visai vienprati-
ga atzinuma, ka jédziena mageia saknes meklgjamas Senaja Grieki-
ja. Grieku vards mageia ir izprotams ka maga jeb burvja maksla, bet
varda magos izcelsmi parasti saista ar persieSu religisko pasauli, kur
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ar to apzimgja priesteri®®. Visparzinams ir fakts, ka hellénisma peri-
oda jaunas idejas un jaunas nodarbes Griekijas teritorija, ko deévé par
Magna Graecia, iecelo caur Egipti. Nevar biit Saubu, ka $ajos rietumu
regionos arT jau bijusi kadi viet&jie veidojumi, kas sajaukusies ar jauno
materialu. Pat Tss ekskurss antikas magijas vésturé lauj saskatit to kul-
tiru iezimes, kas to radijuSas un veidojuSas. Kaut arT pasas saknes vai
arhetipi, jadoma, zudusi aizvestures ritausma, tome&r zinama to rekons-
trukcija ir iesp&jama. Ar persieSiem ienakusais magos antikaja pasaule
laika gaita tiek helleniz&ts un turpina attistities Romas impérija’¢.

Kaut arT sengricku avotos nav iesp&jams atrast skaidru magijas
definiciju, miisdienu lasitajs no tiem var giit priekSstatu par seno grie-
ku attieksmi pret darbibam, kuras laika gaita tiek klasificgtas ka ma-
giskas. Ir svarigi pievérst uzmanibu veidam, ka magijas jédziens tiek
faktiski lietots, jo tieSi intuitivais lietojums ir tas, kas parada, ko 1sti
antikaja pasaulé uzskatija par magisku. Nevar nepiekrist magijas pét-
nieka M. Dikija domai, ka magijas jédziens nav veidots apzinati, ka
to apgalvo vacu pétnieks F. Grafs. Tas ir radies spontani un organiski
evoluciongjis, pateicoties procesiem grieku religiskaja dzive®’. Antika
magija ir jaapliko ka Tpass veidojums, kura saduras dazadas religiskas
prakses formas, jo, ka liecina avoti, antikaja kultiira magijas un apro-
bétas religijas prakses opozicija ari ir bijusi realitate, ta¢u sakotngji §1
opozicija bijusi tikpat ka nemanama.

Diskusija par magijas jédziena veido$anos Senaja Griekija ir ba-
tiski pieverst uzmanibu apstaklim, ka individu, kuru musdienas varée-
tu pieskaitit magu jeb burvju kategorijai, antikaja pasaulé neuzskatija
par burvi. Turklat prakse, ko vélak kategorizé ka magisku, seno grieku
pasaulé cksist&jusi ilgu laiku, pirms magija paradijusies ka noteikta
domasanas kategorija. Ka piemérs te minams Odisejs, kur§ Homéra
eposa Odiseja veic nekromantijas ritualu, izsaucot miruso garus no pa-
zemes (Hom. Od. 11.24-37). Jau 4. gs. p.m.&. individus, kuri praktize
sadus ritualus, dévgja par burvjiem. Tacu eposa Odiseja nekas nelieci-
na par to, ka Odisejs rikotos ka burvis vai ka vina riciba biitu kaut kas
nepareizs, nepielaujams vai nosodams. ArT epizod€s ar Kirki saskata-
mas magijai raksturigas iezimes, pieméram, Kirke Odiseja pavadoniem
gatavo dz€rienu, izmantojot kaitigus augus // pharmaka, bet, uzsitot
ar riksti, pavadoni tiek parveérsti par cikam (Hom. Od. 10.230-243);
dievs Hermejs savukart Odisejam iedod kadu sakni // pharmakon,
kas vinu pasargatu no Kirkes burvestibam (Hom. Od. 10.281-306).
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Liecibas par noteiktu augu ipasu iedarbibu un lietojumu nojausamas
arm1 Homéra eposa [liada, kur minéta augu pazingja Agaméde (Hom.
I1. 11.739-741). Aplikojot Homéra Kirki, kas, launu gribédama, keras
pie kaitnieciskiem Iidzekliem, ir sam&ra griiti iedomaties, ka senajiem
griekiem 8. gs. p.m.8. vél nebiitu izveidojusies domasanas kategorija,
kura ietilptu kaitniecisku dz€rienu izmantoSana pret citiem. Anglu pét-
nieks R. Gordons Kirkes epizodi raksturo ka magiju pirms magijas’®.
Zimigi, ka Homéra teksta nekas neliecina, ka autors apzinatos magijas
jédzienu un uzskatitu Kirki par burvi. Kirkes riciba netiek raksturota
nedz ka bezdieviga, nedz zaimojoSa. Tadgjadi eposa nav atrodami pat
majieni uz to, ka Kirkes aktivitatém biitu pieskirts tads pats nozimi-
gums ka burvju aktivitatém vélaka perioda. Tacu jau hellénisma perio-
da Agamédei, ka ar1 Kirkei un M&dejai Iidzigas biitnes pazistamas ka
burves, par ko liecina literarie avoti (Theocr. 2.14—15). ArT tada grieku
dzejas zanra ka himna, kas dat€jama ar 6. gs. p.m.g., atrodamas nora-
des, ko velak attiecinas uz magijas praksi: dieve Démetra, parveértusies
par vecu, nabadzigu sievu, sola Metaneirai izaudzinat vinas délu un
pasargat no nedienam (Hom. Hymni. Dem. 227-230), izmantojot tai
zindmus augus un vardus.

Atsaucoties uz Homéra Odiseja atrodamo epizodi, kur ar vardiem
tiek apturétas asinis (Hom. Od. 19.455-457), vargtu apgalvot, ka bu-
ramvardi, kas laika gaita izkristaliz&jas ka nozimigs elements magi-
jas praksg, ir atrodami jau Griekijas senvésturé. Tomer $aja epizode
teksta nekas neliecina, ka grieku pasaulé 8. gs. p.m.€. jau bitu pa-
stavEjusi magijas kategorija. Noteiktu vardu izdziedasana vai izteikSa-
na, dziedinot kadu ievainojumu vai remdgjot sapes, drizak uzskatama
par antikas medicinas neatnemamu elementu. Sengrieku valoda vardi
dziesmai, kas dziedina vai remde sapes, un buramvardi tiek apziméti
ar leksemam epoide / epaoide, kam semantiski atbilst latipu verbi in-
cantare (‘burt’) un praecantare (‘dziedat, teikt prieksa buramos var-
dus’). 5. gs. p.m.8. dzejnieka Pindara dzeja epaoidai lietots ar nozimi
‘buramvardi’ (Pi. P. 3.47-53), bet no kadas epizodes Aishila tragedija
Agamemnons var noprast, ka ar buramvardiem var ne vien dziedinat,
bet arT aug§amcelt mirusos, kas ir nosodama riciba (A. A. 1019-1024).
Misdienas méginajumi kadu kaiti dziedinat ar buramvardiem ir nezi-
natniska procediira un tatad uzskatama par magijas pan€mienu, jo nav
iesp&jams iedomaties, ka buramvardi varétu bt rezultativi. Tacu grie-
kiem leks€mas epoide / epaoidai bijusas ar citu denotaciju, nemaz jau
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nerundjot par konotaciju, kada leksémai buramvardi ir tagad. Nevar
nepiekrist domai, ka miisdienu pasaul€ tas, ko pilnigi intuitivi uztver
ka magiju, visticamak Griekija lidz pat 5. gs. p.m.E. ta netika uztverts.
Kaut arT antikie avoti nedod skaidru magijas definiciju, tomér tie pa-
lidz saprast magijas jédzienu, ar kuru sakuma darbojas grieki, bet veé-
lak arT romiesi. Bitiski, ka no antikajiem avotiem ir iesp&jams apjaust,
ko grieku-romiesu pasaulé uztver ka atskirigu vai nepareizu saistiba
ar magiju. Jau ap 5. gs. p.m.&. grieku tragé€dijas un komédijas, ka ari
filozofu un vésturnieku darbos ieskicéta atticksme pret magiju un tas
praktizétajiem vedina uz domam, ka magija jau ir kaut kas saprotams,
pienemts un visparzinams. J. Bremmers uzskata, ka tai laika nozimigs
faktors, kas Griekija sekme pieversanos privatiem kultiem, ir vispargja
neapmierinatiba ar tradicionalo religiju®. Privati praktizéjoSam magos
Sai procesa rodas sava nisa.

Avoti, kas datéti ar 6.-5. gs. p.m.&., jau liecina, ka Senaja Griekija
magija tiek uztverta ka aktivitate, kas atSkiras no griekiem ierastas un
akceptétas religiskas uzvedibas. Ar vardiem mageia, goeteia un phar-
makeia apzim& uzvedibu, kas ir vienlaikus gan mistiska un noslépu-
maina, gan launa un bezdieviga, ka arT centienus izjaukt lietu dabisko
kartibu; ta ir uzvediba, kas paredz nevis tradicionalo dievu pieltigsmi,
bet gan manipuléSanu ar tiem, izmantojot koerciju. Ap 5. gs. p.m.g.
paradas pazimes, kas liecina, ka senajiem griekiem magija teju izvei-
dojusies ka domasanas kategorija. Fakts, ka tolaik magijas praktizetaju
apzimé ar vardiem magos, goes, epoidos un pharmakeus, kuri, ka iz-
petijis M. Dikijs, lielakoties paradas tiesi $aja perioda, liecina par visai
dazadu religisko izpausmju absorbciju un izlidzinasanos*.

Neviena no misdienas pieejamiem antikajiem avotiem nav at-
rodams pilnigs magos t€ls, tacu, apkopojot liecibas no tekstiem, kas
dateti ar 6.—4. gs. p.m.8., veidojas prieksstats par individu, kas nodar-
bojas ar magiju. P&tot vardu magos un mageia izcelsmi, J. Bremmers
ir atklajis, ka senaka lieciba par speku konfluenci, kas eventuali vei-
dojusi magiju, atrodama 6. gs. p.m.€. grieku filozofa Efesas Herakleita
fragmenta, ko m.€. 3. gs. cit€ Klements no Aleksandrijas. Ja vien var
palauties uz citéta fragmenta precizitati, tad jau 6. gs. p.m.c. beigas
vards magos ieguvis negativu nokrasu, jo magi ka nakts klainotaji //
nyktipoloi minéti kopa ar bakhantém // bacchoi, menadam // lenai, un
vinu rituali raksturoti ka bezdievigi*!. Ar vardiem bacchoi un lenai pa-
rasti apzimé Dionisa pavadonus, un Dionisa kulta ietilpst iesvétiSana
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misterijas. Ir visai ticams, ka Herakleits atspogulo agrinu jédziena ma-
geia rasanas pakapi, kur magoi tiek asociéti ar bezdievigiem mistériju
kultiem. Tomér diez vai pilnigi drosi var apgalvot, ka Herakleita ne-
gativa attieksme pret magoi saknojas apstakli, ka tie nodarbojusies ar
burvestibam iniciacijas ritualu prakses aizsega.

Puslidz droSas norades, kas lauj saistit magoi ar vélaku praksi, ko
sak uztvert ka magiju, atrodamas tekstos, kas datgjami, sakot ar 5. gs.
p.m.g. otro pusi. V&sturnieks Herodots raksturo magoi ka piederigus
kadai noslépumainai persiesu ciltij (Hdt. Hist. 1.101); vini ir atbildigi
par upurésanu (Hdt. Hist. 7.43, 113, 191), upur&Sanas ritualos magoi
ritualo darbibu pavada ar buramvardiem epaoide (Hdt. Hist. 1.132),
minéti arT apbediSanas rituali (Hdt. Hist. 1.140), paregoSana un sapnu
tulkosana (Hdt. Hist. 1.107, 120, 128; 7.19, 37). Heérodots necensas
iepazistinat ar magoi, it ka pienemot, ka lasitajam tie ir zinami. Bet
veésturnieks Ksenofonts vinus raksturo ka ekspertus visa, kas attiecas
uz dieviem (Xen. Cyr. 8.3, 11). Filozofs Platons, ieskicgjot klejojo-
Sa priestera portretu, nosauc vinu par agurtes // ‘priesteris, Sarlatans,
krapnieks’ un mantis // ‘paregotdjs’ un raksturo ka noteiktu ritualu,
mistériju un kaitniecisku darbibu parzinataju: priesteri un paregotaji
ierodas pie bagatu lauzu durvim un parliecina vinus, ka ar upurésanu //
thusiais un buramvardiem // epoidais ieguvusi no dieviem sp&ju cilve-
kus atsvabinat no netaisnibas, ko viniem nodarTjusi vini pasi vai vinu
senci; un, ja kads vélas nodarit kait€jumu ienaidniekam, vini ir ar mieru
par nelielu samaksu riebt tiklab krietnam, ka launam (Pl. R. 364b—e¢).
Kada cita fragmenta Platons runa par magoi, kas spgj iedvest cilveka
ilgas (Pl. R. 572e4-573a) — tas zinama méra vedina uz domam, ka
Sie magoi jau ir pazistami ka tadi, kas izmanto buramvardus, lai kada
izraisttu konkr€tu emocionalu reakciju. Par to, ka jau Platona laika
mageia uzskata par techne // ‘makslu’, liecina atsaukSanas uz pretin-
di // alexipharmaka, spekiem tiklab no cilvéku, ka dievu sferas, bet
tas jau attiecas uz magijas makslu // mageutike, proti, techne (P1. Plt.
280d7—e5). Kaut arT nedaudzas atsauces Platona rakstos nelauj secinat,
ka vin$ biitu centies definét magijas jédzienu, tomér tas pierada Plato-
na negativo attieksmi pret magijas piekopgjiem.

Skaidrak magoi saikne ar religijas praksi, ko laika gaita sak apzimét
ar vardiem magicae artes, sak paradities nevis filozofu rakstos, bet gan
sengrieku tragedijas*. Aishila tragedija Persiesi, kas datéta ar 472. g.
p.m.g., tiesdm atrodama epizode, kas var€tu liecinat, ka dzejnieks
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nekromantiju asocigjis ar Samanismu vai burvestibu // goeteia, respek-
tivi, ar darbibu, kas raksturiga persieSiem (A. Pers. 609-621)*. Lekse-
ma gooi // ‘vaidi’, ar kuriem Darija régs tiek izsaukts no kapa, parasti
izmantota, runajot par s€ru dziesmam, turklat tai ir tada pati sakne ka
vardam goes // ‘burvis’ (A. Pers. 686-688, 697). Tragedija etimologis-
ka saikne starp goos un goes vai goeteia lauj domat, ka goes izmanto
gooi, lai izsauktu miruSo garus. Pastav varbiitiba, ka Aishils izmantojis
nekromantijas sasaisti ar persieSu magoi un etimologisko saikni starp
goos ka séru saucienu un goes ka burvi. Ja ta, tad var pielaut domu,
ka jau ap tragédijas saceréSanas laiku Aténas goeteia ir uztverta ka
noteikta realitate.

Galvenas liecibas par magijas jédziena eksistenci Aténas 5. gs.
p.m.&. sniedz Sofokla un Euripida tragédijas, ka ari Aristofana komédi-
jas un kads hipokratiskais traktats, kur skaidri iezimétas darbibas, kas
tiek asocigtas ar ta saucamajiem magoi, goetes, pharmakeis // pharma-
kides un epoidoi. Tesaliesu pharmakides ir 1pasi slavenas ka burves,
kuram piemit sp&ja nosaukt ménesi no debestm (Ar. Nu. 749-757). Bet
magoi ir tie, kas piedava pagarinat dzivi (E. Supp. 1110-1111), turklat
vini buras un veic attirisanas ritualus (Hp. Morb. sacr. 1.10-12), kuros
ritualo darbibu papildina buramvardi, kuru raksturiga iezime ir svesa-
du, nesaprotamu skanu izrunasana (E. IT. 1337-1338). Magoi vara ir
arT likt kadam pazust bez vésts (E. Or. 1494—-1498); ar ritualu palidzibu
tie spgj novilinat ménesi no debesim, likt saulei pazust, ka arT mainit
laikapstaklus (Hp. Morb. sacr. 1.29-31). Goetes un epodoi ir tie, kas
piedava iniciaciju ekstatiskas mistérijas (E. Ba. 233-238, 258-262).
Darbibas, kuram nododas ta saucamie magoi, goetes, pharmakeus /
pharmakides un epoidoi, bitiba atbilst priekSstatam, kads par burvi ir
izveidojies gadsimtu gaita. Raksturiga So darbibu iezime ir centieni
mainit lietu dabisko kartibu, turklat viniem piedévétas spgjas ir visai
lidzigas, tapec faktiski to funkcijas parklajas. Tas nozimg, ka goeteia,
mageia un pharmakeia ar laiku nudien vairs neeksiste ka atskirigas
darbibas, bet ir sapliidusas kopa, apvienojot viena kategorija to, kas
ieprieks pastavejis atseviski.

Par apliecingjumu tam, ka 5. gs. p.m.C. otraja pusé griekiem jau
ir domasanas kategorija, kura apvienojas $adas dazadas darbibas, var
kalpot arT apstaklis, ka grieki jau ir pazinusi Hekati ka dievi, kurai ir
saikne ar magiju, — vinas parzina ir ne vien dazada veida augu // phar-
maka lietoSana, bet arT sazina ar miruSo valstibu un vara par régiem.
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Euripida tragédija Medeja, kas datéta ar 431. g. p.m.E., galvena varone
no dieviskas sferas par palidzi piesauc tiesi Hekati, lai Tstenotu atrie-
bibu (E. Med. 395-398). Ari tragédija lons Hekate piesaukta, lai vi-
nam pievienotu pharmakon (E. Ton. 1048—1057). Dieves Hekates vara
esosas sferas un ta 1pasa loma, kas vinai atvéléta Euripida tragédijas,
visai pamatoti lauj secinat, ka $a dzejnieka laika jau eksist€ magijas
kategorija, kura ietilpst dazadas darbibas. Ir svarigi pievérst uzmanibu
arT tam, ka individi, kuri nododas §Tm darbibam, kuras var apzimét ar
mageia un ta sinonimiem, literarajos avotos nav raksturoti ka morali
neitrali. Visbiezak §1s darbibas raksturo ka negodigas vai apSaubamas,
pieméram, Oidips Sofokla tragedija Valdnieks Oidips nosauc paregi //
magos Teireisiju par agurtes (‘priesteris’) un mantis (‘paregotajs’),
raksturojot vinu ka viltigu bledi, kur§ ir izmanigs, dzenoties p&c pas-
labuma, bet akls sava maksla (S. OT. 387-390). No tragédijas var no-
prast, ka magoi tiek saistiti ar maldinasanu un alkatibu. Bet D&janeira
Sofokla tragédija Trahinietes (S. Tr. 555-577) un Faidra Euripida tra-
gedija Hipolits (E. Hipp. 477-479) pauZ nepatiku pret buramvardiem,
ar kuriem iesp&jams atgiit vai ieglit miloto. PatieSam griiti iedomaties,
ka Sofokla un Euripida personaziem piedévetas iezimes, kas nebiitu
pazistamas auditorijai, kuru tragédijas uzruna.

Cita magiju raksturojosa iezime ir noslépumainiba, kas ap to val-
da. Antiko avotu liecibas lauj apgalvot, ka antikaja pasaulé darbibas,
ko var apzimét ar vardu mageia, tin slepenibas plivurs. Logiski var
rasties jautajums par §is slepenibas iemesliem. Ka viens no tiem mi-
nams apstaklis, ka burvestibu mérkis visbiezak ir nodarit kaitgjumu,
kas atklasanas gadijuma var izraisit atriebibu. Tomér tas nebit nav
vienigais skaidrojums, kapéc slepeniba ir magijas neatnemama iezime.
Pieméram, Sofokla D&janeira, gatavodamas atgiit iemilota milu, slepus
veic darbibu (ieziez terpu), kas it ka neprasa slepenibu, tomér vinas
riciba vedina uz domam, ka slepeniba ir obligata veiktas procediras
sastavdala (S. Tr. 689). Bet Ifigenija, veicot attiriSanas ritualu, nelauj
tuvoties valdnieka pavadoniem tapéc, ka upurésanas liesmas ir liegts //
aporreton skatit (E. IT. 1330-1338). Magijas p&tnieks M. Dikijs, no-
radot uz misteriju kultu nozimi magijas genézg, apgalvo, ka ar adjek-
tivu aporretos parasti apzime to misterijam raksturigo, ko misterijas
iesvétitie nedrikst izpaust*. Bez slepenibas magija zaudétu pievilci-
bu. Sava nozime ir arT magijas un Senaja Griekija sankcionétas reli-
giskas uzvedibas Tpatnajai simbiozei, kur vérojama zinama opozicija,
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bez kuras magija zaud&tu savu jégu, jo, zadot nelikumibas aurai, kas
saistita ar piek]uvi apsléptiem spekiem, zustu interese no to puses, kuri
cer ar magijas palidzibu iejaukties lietu dabiskaja kartiba. Magijas
piekopégji it ka pacel sevi pari likumam, pari morales kodeksam, ko
cilveki parasti médz ievérot. 5. gs. p.m.€. grieku pasaul€ jau zinamais
magijas jédziens, par kuru prieksstats veidojas, apkopojot avotos at-
rodamas liecibas, vismaz dalgji sasaucas arT ar vélak Rietumu pasaulé
pazistamo magijas jédzienu. Tas ietver realu vai iedomatu ietekmi uz
lietu dabisko kartibu, tas sola netradicionalu palidzibu dazadas dzives
jomas, it Tpasi mila, bet ritualo uzvedibu raksturo darbiba un verbalas
formulas. No vienas puses, magija ir tuva konvencionalajam religiskas
uzvedibas formam, bet, no otras puses, ta ir atskiriga, jo taja trokst
dievbijibas, rituali ir slepeni un sava zina amorali. V&sturnieku, filo-
zofu un dzejnieku darbos izkristalizgjies burvja t€ls atbilst burvim, par
kuru priek$statu veido arT magisko papirusu teksti, kas pazistami ar
nosaukumu Papyri Graecae Magicae®. So tekstu tulkotajs H. Betcs,
balstoties uz liecibam, kas atrodamas $ajos magiskajos tekstos, ir ie-
zimgjis burvja telu, kas prot cilvéka radit sajiitu, ka burvja spekos ir
izdarit vairak, neka ir parasta mirstiga vara; $is burvis izprot dazadu
religiju tradicijas; vinam ir zinami atslégvardi, kurus vin$ izmanto, sa-
zinoties ar dieviem, démoniem un mirusajiem; burvis ir sp&jigs mani-
pulét ar neredzamam energijam; burvis spgj dzied&t kaites un lidzet
milas un naudas lietas, ka arT citos cilvécisko kaislibu gadijumos, kad
parastie 11dzekli nedarbojas*.

Aplukojot leksémas, kas sengrieku avotos lietotas magijas sakara,
nevar apgalvot, ka magos / mageia biitu kluvusas par pamatapzimeju-
miem burvjiem un vigu burvestibam. Griekiem sakuma ir pazistamas
leksémas goes / goeteia, kas velak ne vien pastav Iidzas magos / ma-
geia, bet ir pat popularakas, jo, iesp&jams, neskiet griekiem tik svesa-
das. Tacu romieSiem acimredzot nav aizspriedumu Sai sakara, tapéc
romie$u avotos prevalé leksémas magia, magicus, magus / maga®'.
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Aristofana aizkulises jeb nekitrais Aristofans

Behind the Scenes of Aristophanes or Aristophanes
obscenus

Aristophanes is the only representative of Old Comedy whose
works (more precisely — a quarter of them) have survived. Therefore
Aristophanes is generally in a certain way responsible for the “reputa-
tion” of Old Comedy. Some excerpts from Kratinus and Eupolis have
also survived, but, fortunately, Aristophanes himself is, according to
Cicero, facetissimus poeta veteris comoediae — the wittiest poet of Old
Comedy, and the comedies of Aristophanes are unique because of his
vivid and direct language. Old Comedy — the Attic phenomenon — was
an art form whose language was adapted to the tastes of the “ordinary
man”, more than in any other genre of Greek literature. Comedy could
afford to be vulgar, abrasive, and even obscene (based on today s un-
derstanding of the concept) language and the abundance of all types
of sexual and scatological words and acts in the plays. However, the
expected delicate/fine style of wpémov or decorum is not to be found
in comedy.

This research paper aims to view, to use a term from modern
linguistics — pejorative lexis, or, according to ancient sources, ob-
scene (aloxpov obscaenus), or, in this writing, “behind the scenes”
language. Particular instances will be given, differentiating between
“pure” obscenities and metaphorical expressions. The use of obscen-
ity by Aristophanes makes his translator s task difficult — it is not ob-
vious that he will find equivalent, similar terms in each individual
context. In the oldest translations of the originals there has been an
intolerable ignorance, according to standard literary criticisms, many
of the words of the originals remain behind the scene or are distorted.
Aristophanes Obscenus has been undeservedly purged and left behind
the scene.

To conclude, we must remember that what we perceive as obscene
nowadays, for Athenians of the Classical period is a generic fact.
The genre of comedy in itself was associated with obscenity that was
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explicitly tolerated during the Dionysian rites. The cult developed ob-
scenity as tradition and even as accepted standard and feature of the
genre in the comic performances. The point of the comedy was to shake
people up. To expose what was normally hidden, to celebrate it. We have
to separate ourselves from Homo Aristophaneus of the 5" century B.C.
The crucial difference is the use of pejorative language which we define
as verbal references to certain areas of the human body which are con-
sidered social taboo — and therefore must be hidden, for we consider
them “dirty”. For Athenians, this was not something to be said in a eu-
phemistic way, but as something to be enjoyed and talked about, as the
human body was always available as a healthy and important part of
life. For Aristophanes obscenity is a special challenge for his ingenuity
and indispensable weapon in poet s arsenal for exposure of ridicule and
comic which is almost always linked to the main themes of the plays and
therefore it is an important part of the stage action, the development of
plots, and the characterization of personae.

Aristofans ir vienigais vecatiskas komédijas parstavis, kura dar-
bi (precizak — apméram ceturta dala darbu) Iidz miisdienam ir pilniba
saglabajusies. Tadgjadi Aristofans sava zina ir atbildigs par vecatiskas
komédijas “reputaciju” kopuma. Ir saglabajusies ar1 citu 5. gs. p.m.&.
komediografu fragmenti, pieméram, Kratina, Eupolida darbi, tomer
tiesi Aristofans ir, Cicerona vardiem izsakoties, facetissimus poeta ve-
teris comoediae®® — aspratigakais vecatiskas komédijas dzejnieks. Aris-
tofana komédijas ir unikalas (arT tiesa ST varda nozime) dzivas un bri-
vas valodas dél. Komédija var atlauties izmantot visus leksikas slanus,
ieskaitot pavisam vienkarSus sarunvalodas vardus un (miisu izpratne)
pat nepiedienigus un rupjus vardus, katra zina Seit netiek sagaidits
smalkais stils jeb mpémov (kas pieklgjas). Dionisa svétku gaisotne bija
istais, piemérotais bridis — katpds, lai publiski izbauditu ari valodas
valibas®. Tadgjadi, izmantojot visus valodas slanus, to skaita sarun-
valodas zemaka slana leksiku, kom&dija tieSam vargja giit panakumus,
piesaistot un noturot skatitaja uzmanibu, izraisot smieklus.

Saja raksta uzmaniba pievérsta tiesi $adai — zemaka slana leksikai,
kas parsvara saistas ar tabuétam cilvéka kermena dalam vai inttmam
attiectbam un kopuma veido virsraksta pieteiktas Aristofana valodas
“aizkulises”.
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Tulkojot Aristofanu, biezi ir griti atrast atbilstosako, p&c iespgjas
originalam tuvako ekvivalentu attiecigaja konteksta. Vecakos tulkoju-
mos saskana ar standarta literaro korekciju un sabiedribas noteiktiem
tabu daudz kas ir ticis nolikts “aizkulis€s”, atstats “proscénija”, izteikts
ar eufémismu palidzibu ari tad, ja originala nav lietotas metaforas, ta-
dejadi butiba 1steni nekitrais Aristofans — Aristophanes obscaenus nav
paradijies uz Latvijas “skatuves” — scaena (| oknvn), turklat japatur
prata, ka seSas vina komédijas vél aizvien nav tulkotas latviski®.

Grieku valoda leksémas, kas apzimé kaunpilno, apkaunojoso un/
vai neglito vispar, darinatas no saknes *aizd->': al&éopat, aidus, al-
8olos, aioytvopatr atoyos, aloxpds. Aristotelis raksta, ka “..smiek-
ligais ir dala no neglita (atoxpds), smiekligais ir sava veida k]udisa-
nas un nekaitigs neglitais, kas nenodara launu™?. Kas tad ir “aloxpds”
Aristofana komédijas, vai tieS$am Aristofans ir tik nekitrs un kadi ir §ts

“aizkulisu” leksikas konkré&tie pieméri?

Lai spilgtakie pieméri buitu skaidrak uzskatami, $aja raksta tiek at-
seviski apliikotas leksémas, kas, pirmkart, gan tie$a, gan parnesta no-
ZImE apzime viriesa, otrkart, sievietes genitalijas, un, treSkart, intimas
attiecibas.

1. VirieSa dzimumloceklis

1.1. Pamatnozimé lietotas leksémas:
bal\os 6 — falls,

TEOS, TEEOS TO — penis,

0dbn 1| — pincis,

moohn 1) — gailitis,

bwAr 1) — erektéts loceklis.

bal\ds ir visneitralaka lekséma virieSa dzimumlocekla apzimésa-
nai (Thesm. 291, Acharn. 243). Aristofana kom&dijas gandriz vienmer
saistiba ar Dionisa svetkiem — skatuves dekoraciju noform&uma vai
svetku gajiena laika — tika izmantots no adas maksligi izgatavots falls,
ko nesa karts gala. (Interesanti, ka atkariba no teksta spraiguma vai
kulminaciju mainas falls vargja tikt sasliets vai nolaists.)
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méos — salidzinosi visbiezak komédijas izmantota lekséma neitrala
tona lietojuma d&] (Thesm. 62, 147, 643, Vesp. 739, 1347, Av. 1060,
1066, 1216, Nef. 734, Pax 870, 880).

Mums pieejamaja tulkojuma latvieSu valoda: “Tik atteikties no
milas ne!”> (Lys. 124).

0dfn n — normala izméra loceklis, p&c ekspresivitates loti tuvu
TOGO.

“Kads aiz vina zizla tver..” (Lys. 1119).

mooOn ir mazs vai arl zéna dzimumloceklis — neitrals tonis. Lat-
viskota varianta piedavats tieSi metaforiskais “gailitis”, jo grieku
moobwy Aristofanam (Pax 1300) nozime ari ‘puiselis’/ ‘gailéns’. Tomér
tulkojuma varianti ir arvien vél mekl&jami, arT m6o6n gadijuma. Pie-
meéram, ir sastopama ari pamazinama forma mécOiov (Thesm. 515) —
‘sicin$ gailitis, gailénins’ (?), kur teksta runa ir par tikko piedzimu-
Sa puisiSa gailiti, reiz€ ironizgjot, ka té&vam tads pats. Jamin vél
kads piemérs maza dzimumlocekla apzimé&$anai, proti, T6oOn Likpd
(Nef. 1014). Mums pieejamaja tulkojuma latviesu valoda “loceklis
siks”, bet turpat talak teksta (Nef. 1019) — “loceklis milzigs”, kur grie-
ku teksta izmantota pavisam cita lekséma, proti, 1 kw\1} — kas savu-
kart ir grieku valoda patiesam metaforiski izteikts dzimumlocekla ap-
zim&jums. Burtiski tas nozimé ‘gurns’, ‘Skinkis’. Sastopama arT forma
mooTior (Thesm. 1188) — ta So vardu kropli izruna skits. Aristofans
lieto sadas formas ar noliiku, lai ironiz&tu par skita “membrum”, ka
vinam — barbaram — nav nekas vairak ka tikai tads zéna “gaileitis”.

PwAn 1 — erektéts loceklis, vulgara nokrasa (Av. 560, P1. 266). No
§T nomena derivets arT verbs dmopwAéw — ‘atbidit prieksadinu, lai iz-
raisitu erekciju’ (=dmofpidlw — burt. ‘apcirpt viges lapas’). V&l viens
verbs erekcijas apziméSanai ir oTvw/oTOopat (Lys. 553).

Mums pieejamaja tulkojuma latvieSu valoda YwAn tulkots ka
skaists pars pro toto:

“Bez vira sievam griti gulét vienatng€” (Lys. 143). Vai ar — ta pati
lekséma:

“Sim uz mieta spraud virsa” (Lys. 979).

No darbibas varda atvasinatais divdabis dmojswAnpévos — burtis-
ki — ‘tads, kam atbidita prieksadina’ mums pieejamaja tulkojuma:



ARISTOFANA AIZKULISES JEB NEKITRAIS ARISTOFANS 75

“Cik briesmigi §1 sena liksta mani nomoka” (Lys. 1136).

Tiesam, gruti latviskojama lekséma, tomér no mingta citata nav
nojausams, kada tad ir ST liksta, kas nomoka, bet grieku valoda ta ir
skaidri noradita.

1.2. Parejot pie eufemiski izteiktiem viriesa dzimumlocekla apzi-
méjumiem Aristofana kom&dijas, jamin, ka to ir vairak salidzinajuma
ar tie$a nozimé lietotajiem, un tie ir daudz niansétaki un krasainaki,
jo tiek izteikti metaforiski, t€laini un daudz vairak rosina lasitaja izte-
li. Miisdienas ne vienmgr tos ir viegli uztvert, biezi to semantiku var
atSifrét tikai ar sholiju vai komentaru palidzibu, jo varda 1sta nozime
mekl&jama dzilaka valodas Itment, kas saistits ar abstraktu un simbo-
lisku domasanu. Aristofana skatitajiem tas bija Tpasi aspratigs humors,
kas nebija japaskaidro.

VirieSa dzimumorgana apzim&Sanai izmantotajam metaforam
Aristofans iedvesmu visbiezak ir radis, pirmkart, iegarenas formas
zina lidzigos prickSmetos — ierocos un rikos, ar kuriem virietis stradaja
ikdiena. Piem&ram:

Eldos, €os TO — zobens,

86pv, dépaTos TO — Skeps,

HOX\OS O — svira, aizbidnis, lauznis,

OBelos O — iesms,

TATTANOS O — nagla, tapa,

oxowlov T6 — virve,

Lpovid m — strikis.

Eldos, €os T6 — ‘zobens’ (Lys. 156, 632). Pieméram, Lys. 632 loti
uzskatami att€lots viriskais arT savienojuma ar sievisko:

dopriow TO Elpos év pwipTov kKhadl

“savu zobenu ikdienas mirtes zara nesisu..”

86pu, ddpatos TO — ‘S8képs’ vai ‘gar§ miets’ (Lys. 985). Acimre-
dzami erektéts loceklis, jo kada spartiesa “Sk€pa’ aprises zem apmetna
ir pargjiem redzamas.

poxhos O — ‘svira’, ‘aizbidnis’, ‘lauznis’ (Lys. 246, 264, 424,
428). Sada veida apzim&juma lietojumam ir vardarbibas pieskana, kas
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saistita vai nu ar “ielausanos” no virie$a puses, vai slépSanos no sie-
vietes puses.

6BeNGs O — ‘lesms’ (Acharn. 796). “uzdurt uz iesma galu” — sim-
bolize viriska (6Be\ds) un sieviska (kptis) saplisanu.

mdTTalos O — ‘nagla’, ‘tapa’ (Eccl. 284, 1015, 1020). Parasti jau-
nam virietim, vienigi Lapsenés (Vesp. 808) Bdelikleons sarkastiski
joko par te€va veco “naglinu”, pakarot naktspodu uz naglinas pie sienas
loti zemu, tuvak pie t&va pasa “naglinas”.

oxowlov 176 — ‘virve’ (Vesp.1342, 1380, Thesm. 409, 515,
Eccl. 619, Ran. 600) un tpovid 1) — ‘strikis’ (Eccl. 351) — abas $is me-
taforas tiek izmantotas impotences apzimesanai.

Otra atseviska grupa veidojas no metaforam, kas saistitas ar dabu,
ka jau to varétu gaidit no sabiedribas, kuras apzina ir mits par kosma
izcelSanos no Mates Zemes (Gaja + Urans) un kuras galvenie ienaku-
mi ir no lauksaimniecibas nozares, piem&ram:

olkov TO — vige,

Bdlavos 1) — zile,

€péPLrbos O — zirnis,

kp(n 1 — grauds.

oukn 1 — ‘vige’ (Pl. 1351, Eccl. 708, Av. 995). Pats viges
auglis (T0 olkov) biezak tiek izmantots sieviska dzimumorgana
apziméSanai, bet viges koks ar augliem, kas karajas vél koka, iz-
mantots, lai noraditu uz virieSa sékliniekiem. Tie$a nozimé scklinieki
(6pxLs,ews 0) Aristofana komédijas gandriz vienmér piemingti saistiba
vai nu ar pieskarSanos sodiSanas vai erotiska noliika. Piem&ram,

“Un ar virtuves dak$am lai aizker aiz cirkSniem..” (Eq. 772).

“Ta ar tevi rikosos ka ar €rgli vabole..” (Lys. 695), proti, saistiba
ar Aisopa fabulu — vabole v€la prom &rgla olas, tatad “rikosanas” biis
saistita ar “atriebSanos” s€kliniekiem.

“..te stavu es un gaidu
Neviena kuce neieklups tev kaju starpa labak™ (Lys. 363).

Sajos pieméros redzams, ka mums pieejamaja tulkojuma latviesu
valoda viena un ta pati lekséma (6pxts) tulkota dazadi, pat nenosaucot
s€kliniekus Tstaja varda. Adjektivs €vopxns — ‘ar pautiem’, pieméram,
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vardu salikuma — dvnp évopxns (Lys. 661) tulkots ka “vira spéks” un
z&ns — mats €vopxns (Eq. 1385) ka “razens zéns”, tadgjadi tomér pa-
zaudgjot Aristofana pikantumu.

Bdlavos 1 — ‘zile’ (Lys. 413) — standarta glans penis apzim&jums
(sal. latv. ozols — viriskibas simbols).

€péPurbos 0 — ‘zirnis’ (Eccl. 606, Av. 801, Pax 1136) — erektéts
loceklis, pamatojoties uz lidzibu ar pasa auga (cicer arietenum) viteni
vai paksti.

kptOn 1 — ‘grauds’ (Av. 506, 565, Pax 965) lidzigi ka méofn — jau-
na viriesa locekla apziméSanai, kas, tapat ka grauds, vel “digst”.

1.3. TreSo grupu viriesa dzimumlocekla apzim&Sanai parnesta no-
7zim€ veido metaforas no dzivnieku pasaules (zoonimi), jo tie simbo-
lizé speku, brivibu un meZonibu. Sis metaforas apzimé seksualitati un
kaisli. Piem&ram:

immos O — zirgs,

TaLPOS O — VErsis,

OdLs, ews 6 — Cuska.

immos 0 — ‘zirgs’ (Lys. 191) — attiecinats vienigi uz virieSa dzi-
mumlocekli, izpemot komédija Lisistrate (Lys. 370). Aristofans
apspéle viriSko un sievisko, apvienojot to hetéras Rodipes varda,
proti, p6Sov — ‘roze’ (sieviskais) + (mmos ‘zirgs’ (viriSkais). Verbs
keAnT{{w — ‘jat’ izmantots dzimumattiecibu apzimésanai (Vesp. 501,
Thesm. 153, Pax 900).

Tavpos O — ‘versis’ (Lys. 81, 217). “Versis”, kuru Lampito vargtu
mierigi noznaugt (Lys. 81), ka skaidro sholiji, ir phallus. Tadgjadi nav
nejausa arT adjektiva dravpatn (Lys. 217) — ‘jaunava’ etimologija —
alpha privativum norada uz noliegumu — tatad ‘tada, kas nav bijusi ar
virieti’.

GdLs, ews 0 — ‘caska’ (Eccl. 908, Lys. 759) — parasti apzimé lo-
cekli, kas nestav.
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2. Sievietes secreta

kUoBos O — kisis.

2.1. Visizplatitaka leks€éma sievietes dzimumorgana apzimesanai
tie$a nozimé Aristofana komédijas ir kiobos 0 — ‘kiisis’ (Acharn. 781,
789, Ranae 430, Lys. 1158, Thesm. 1114). Tas etimologija ir neskaid-
ra, bet iesp&ams, ka ta saistita ar verbu kelBewv — ‘slept’, ‘apklat’
(sal. lat. custodire — ‘sargat’)**. Tona zina ta ir neitrala un analoga vi-
riSkajam méos. Vismaz divreiz sastopama vardu spéle ar rakstiba lidzi-
go klotn 1 — ‘grozs’/ ‘kaste’ (Pax 666, Lys. 1184).

2.2. Toméer visvairak tiesi sievietes dzimumorgana apzimé$anai iz-
mantoti metaforiski apzZim&jumi, kas Iidzigi ka virieSa dzimumlocekla
apzimg&jumi ir parnesumi, kuri vai nu aizgiti no dabas vai dzivnieku
pasaules, vai sadzives, vai arT (visbiezak) saistas ar objektiem, kam ir
atveres (varti, durvis) cauruma, apla (gredzens, bloda, rausis) ideja.

X0LPOS 1) — sivénmate,

8éNpat, akos 1) — sivens, Us, 0OS 1) — cika,

kOyxn N — gliemezvaks,

popTor O — mirtes ogas, Luppivn N — mirte,

olkov TO — vige,

\ox N N — biezoknis,

medlov TO — lidzenums / plava, ares.

Xolpos 1) — ‘sivénmate’ (Acharn. 773, 791, 794, Thesm. 289,
PL. 308, Vesp. 273) ir visizplatitaka metafora sievietes dzimumorgana
apzimé&Sanai, parsvara — jaunai meitenei (roza, bez spalvam) vai arT jo-
kojoties par noskiitu dzimumorganu (Lys. 151, Eccl. 724, Vesp. 1353,
Thesm. 538). Interesanti, ka izmantots tiesi Sis dzivnieks un ta sinonimi,
piemé&ram, ar sinonimiskais 8é\ba&, akos 1 — ‘sivéns’ (Acharn. 786),
ka ari deminutiva forma de ddkiov — ‘sivéntins’ (Lys. 1061, Thesm.
2371) un Us, v6s 1) — ‘cika’ (Acharn. 741, Lys. 683), pamatojoties uz
krasas I1dzibu.

Lidzigi ka xoipos 1) arT kéyxn 1 — ‘gliemezvaks’ ir izmantots sie-
vietes dzimumorgana apzimé&Sanai ta sartas krasas, ka arT apalas for-
mas d&|. Par “konghu” dévg&ja art laditi, kura glabajas zZimogs. Verbs
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avakoyxuhdlw — ‘atveért zimogu’ Aristofanam (Vesp. 583-589) lie-
tots ar nozimi ‘atpemt jaunavibu’.

No metaforam, kas saistitas ar dabu, sievietes dzimumorgana apzi-
meéSanai Aristofana komédijas dominé divas leksémas, proti, “mirte”,
kas ir universals jaunavibas simbols, un “vige” — auglibas simbols.
MupTtov 6 — ‘mirtes oga’ izmantota klitora apziméSanai (Lys. 1004,
PL. 174). Piem@ram, “..jo visas Spartas sievietes tam pieskarties mums
liedz” (Lys. 1004), kur butiba originala ir minéta konkrta vieta
(TéL popTol), kur pieskarties. Japievers uzmaniba ar hetéru vardiem,
pieméram, Mirrine (Lys. 69) un Mirtija (Vesp. 1396), kuru etimologija
saistama ar mirti, I1dz ar to arT ar noslépumaino sievietes “mirti”.

)

obkov 16 — “vige’ (PL. 1351) sievietes dzimumorgana apzimésanai
izmantots tiesi pats viges auglis, un ari verbs oukoloyelv — ‘plukt vi-
ges’, ka ari nozimes zina lidzigais oukdlewr — ‘lasit viges’, kas Aristo-
fanam attieciga konteksta (P1. 1348) nozimé ‘miléties’.

Divas nedaudz visparinatakas metaforas ir \oxpn 1 — ‘biezoknis’
(Lys. 800, Av. 207) unmedlov 16 — ‘lidzenums’/ ‘plava’, ‘ares’ (Lys. 89,
Acharn. 1600 sal. ar campus muliebris anatomija).

2.3. TreSo apaksgrupu sievietes dzimumorgana apzimésanai veido
leksémas, kas ir parnesumi no sadzives sferas, vides, kura sieviete at-
rodas ikdiena (virtuve, trauki, &diens), proti:

Adoavov T6 — trijkajis,

TpUBALOV T — bloda,

\omds, ddos 1) — tase,

pHélav T6 — melnums,

miTTa N — pikis,

avbpa&, akos 6 — ogles.

uguns, tadgjadi tas bija nokiip&jis melns. Izmantojot So lidzibu — melno
krasu (apmatojums), Aristofana komédijas sievietes dzimumorgans ap-

kis” (Vesp. 1375, Eccl. 1108), gan dvbpa&, akos 6 — ‘ogles’ (Pax 440,
1136), gan vienkarsi péxav 76 — ‘melnums’ (Vesp. 1374).

Trauku izmantoSana sievietes dzimumorgana apziméSanai, pie-
méram, TpuBAor T6 — ‘bloda’ (Eccl. 847) un Aomas, dSos 1) — ‘tase’
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(Eq. 1034), parasti Aristofanam ir kopa ar verbu dtakabalpw — ‘iztirit’
un lietota seksuali hiperaktiva viriesa konteksta.

Apalas formas dg€| sievietes dzimumorgana apziméSanai tiek iz-
mantotas arT leksémas m\akoUs, obvTos O (=TAakdels) — ‘placenis’ un
momavor T6 — ‘rausis’.

Metaforiski sievietes dzimumorgana apzim&jumi, kas saistiti ar
durvju simbolu, Aristofana komédijas parasti ir divi:

BUpa 1| — durvis,

oA N/mpomUAata Td — Varti.

B0pa 1 — ‘durvis’ ir visstabilaka metafora (Eccl. 709, 962, 990,
Vesp. 768, Thesm. 424) Saja grupa. Parasti saistitas ar “atvérSanu”
(vmolyvup), “ieklasanu” (épmimTo), “aizslégsanu” (dmokhelw), “klau-
dzinasanu” (ockalabipw).

moAn N — ‘varti’ (Lys. 250, 265, 423, 1163) parasti ir pasivais
sievietes dzimumorgans, kuru “atver” (dvolyvupt) aktivais viriSkais
speks.

Salidzinosi retak izmantotas metaforas, kas veidotas pec sieviska
“noslépuma” Iidzibas ar apalo, apslépto, parsvara krietni ironizgjot,
piem&ram:

SakTUAOS O — gredzens,

KUKAOS O — aplis,

TpAla, atos TO — atvere / sprauga,

TPUTNA, aTOS TO — caurums.

SakTOMos O — ‘gredzens’ (Vesp. 768) un kiUkhos O — ‘aplis’
(Lys. 267, Acharn. 998) izmantots konteksta, kad hetéras iemaina sa-
vus “gredzentinus” pret trijiem oboliem (Toncapévaiol SakTUALOV TP
twpolov, Thesm. 424). Interesanta Aristofanam raksturiga vardu spéle
ar rakstiba Iidzigo dakTuAidlov T6 — ‘kajas mazais pirkstin$’ vérojama
komeédija Lisistrate (Lys. 417), kur neparprotami dzilaka valodas slant
“pirkstin$” ir saprotams ka mazs sievietes dzimumorgans, turpretim
TpAKa, atos 16 — ‘atvere’ / ‘sprauga’ — ka liels (Lys. 410), no kura
virieSa “zile” krit lauka. Sievietes “cauruma” apzim&Sanai izmantota
ar lekséma Tpummpa, atos 76 — ‘caurums’ (Eccl. 623, 906).
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Japiebilst, ka no inttmas kermena anatomijas ir piemingts arl
taplis — mpwkTOS O, kas ir kopigs apzim&ums abiem dzimumiem
(Thesm. 242, 248, 1119, Vesp. 431, 1376, 1493, Eccl. 364), un di-
bens — moyn 1 (Thesm. 1187, Eccl. 255, 964). Sievietes Kkriitis
Aristofana komédijas parsvara apzimétas ar Tu706s O (Thesm 142,
640, 1185, PL. 863, 1067, Lys. 83), to vargtu latviskot arT ar ‘pupi’,
jo grieku valoda TiT06s O attiecinams ka uz cilvéku, ta dzivnieku.
Citi vardi, pieméram, ot pdoTot, at dnlal — ‘krasgali’, Td otépva /
Td oTnbea — ‘kritis’ Aristofana komédijas nav sastopami. Japiezimé
ar1, ka gandriz visos kontekstos Aristofanam kritis ir sieviskibas un
seksualitates, nevis biologiskas funkcijas simbols. Parnesta nozimé
kriiSu apzim&Sanai lietots universalais simbols vairakas valodas, proti,
piha “abolisi” (Lys. 155, E 904).

3. Intimu attiecibu apziméSanai izmantotas leksemas Aristofana komedijas

Vislielakas gritibas tulkoSana sagada tie$a nozimé lietotie verbi,
kas apzZimé€ intimas attiecibas. Pat vardnicas norada tulkojumu ka =
Bwéw forma, piemeéram, \nkdw=RLréw, omodelw=PLréw, pienemot
to par atbilstosako, bet — konkrétais tulkojums arvien paliek atklats
jautajums.

Buéw/kién —?

Ankdo — ?

Aakdlw — ?

omiekdw — ? (varianti meklgjami)

Buéw — ‘dratet’ (?) (Eccl. 228, 52, 706, 1090, 1099, Acharn. 1051,
Lys. 954, 1166) ir visizplatitakais un arT neitralakais darbibas vards
dzimumattiecibu apziméSanai Aristofana komédijas (tapéc ari
vardnicas tas pienemts par vox propria), tomer tona zina tas ir diez-
gan vulgars, jo parasti apzimé attiecibas piespiedu karta un/vai
arpuslaulibas sakarus. Ta etimologija varétu but saistama ar Bla 1 —
‘speks’ / ‘speka lietosana’. Sakotngji neitralais un eufémistiski izteik-
tais kwéw — ‘kustéties’ arT fonétiski lidziga skangjuma dél ar laiku
iesaknojies valoda dzimumattiecibu apzimeSanai un Aristofana darbos
lietots gandriz ka ekvivalents Buvéw (Eccl. 468, 980, Acharn. 1052,
Eq. 877). Lietots arTatvasinats variants ar priedékli mpo- unatgriezenisko
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galotni -opat/, proti, mpoo- kwé- -opat (latvieSu valoda?) (Eccl. 256,
Lys. 227, Pax 901). Katra zina Sis verbs izsaka lielaku aktivitati no
virie$a puses. Mums pieejamaja tulkojuma latviesu valoda tulkots ka
“skaut” (Lys. 954), “veleties milu” (Lys. 1180).

Ankdow — péc nozimes loti tuvs PBuvéw, tomér ta nokrasa ir
vulgaraka, jo tas attiecinats ne tikai uz arpuslaulibas sakariem, bet uz
valigam attiecibam vispar (Thesm. 493).

Aawkdlw — izteikti pejorativas konotacijas verbs, parasti par “pa-
kalpojuma” attiecibam (sal. AatkaoTns 0 — ‘netiklis’, hatkdoTpra 1 —
‘netikle’) (=mopvetw) (Thesm. 57, Eq. 167, Acharn. 529).

omAekOw — tuvs gan tona nokrasas, gan nozimes zina — Aatkdlw.

Neitralas nokrasas leksémas dzimumattiecibu apziméSanai Aris-
tofana komédijas ir kaTtadapbdvw/ cvykaTtadapbdvw — ‘pargulet’ /
‘sagulet’ (Eccl. 613, 628), ouykaTtakiivopatr — ‘piegulét’ (Lys. 920,
948), kabevow/kolpdw — ‘gulet’ (Eccl. 700, 894, 938, 1039),
Slaréyelv — ‘saieties’ (Eccl. 890, P1. 1082) un nozimes zina loti tu-
vais ouveLp ‘saieties’ (Vesp. 475, Eccl. 38, 619, 898), émxwpéw —
‘lauties’ (Eccl. 890), cuvovoldlw — ‘kopdzivot’ (Acharn. 255) un
mapéxw — ‘but blakus’ (Lys. 162, 227, 362).

Komisma panakSanai kom&dijas izmantoti ar1 eufémiski izteicie-
ni, parodgjot nopietna zanra toni, piem&ram, Toléw evvry THY — ‘klat
kazu gultu’ (Eccl. 966), Tiis Mifns dmolatoat — ‘baudit jaunibas prie-
ku’ (Lys. 590), evdpaivecbar — ‘iepriecinaties’ / ‘gut seksualu baudu’
(virietim Lys. 165, sievietei Lys. 591).

Nosléguma jamin arm metaforiski parnesumi seksualu attiecibu
apzimésanai. Parsvara tie ir verbi, kas izsaka kustibu un ir parnesti vai
nu no lauksaimniecibas, vai kugniecibas sféras:

ouwvnixopat — kopa peldet / kugot, m\éw — peldet,
vavpax€éw — cinities juras kauja,
UTOTLTTOW/KAaTATLTTOW — aizpikot.

ouvvixopat — ‘kopa peldét’ dzimumakta nozimé Aristofanam
lietots tikai vienu reizi un var€tu but Aristofana hapax (Eccl. 1104).
Jauneklis ir saSutis, ka vinam bis “jakugo ar zvériem” — TolovTOLS
fnplots ouvvifopar (“zveri” attiecigaja konteksta — vecas sievietes).
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IT\éw — ‘peldet’ izmantots biezak (P1. 341, Lys. 411, 675, Eccl. 1087)
un vienmeér = BLvéw.

vavpaxéw — ‘cintties jliras kauja’ Aristofanam neparprotami lietots
seksualas “cinas” nozimé, proti, kvobwvavpaxetr (Ran. 430) — “cini-
ties ar kiisi’. Mums pieejamaja tulkojuma latvieSu valoda — “apkampt
meicu”.

umom TTow — ‘aizpikot (Pl. 1093) virziena no augSas uz leju’ —
kugu buvniecibas metafora, bet komédijas apzimé seksualu agresivi-
tati. Lidzigas nozimes metaforisks parnesums ir katamTToéw — ‘aiz-
pikot’ (Eccl. 1109), bet $aja gadijuma darbibas virziens ir horizontals.

Otru lielako metaforu grupu, kas apzimé seksualas attiecibas, vei-
do parnesumi no lauksaimniecibas jomas:

Tpuydw — plaut,

Yewpyéw — art,

katayltyapTilw — iznemt kaulinu,

dalodw — malt, OA(Bw — spiest,

oKkaelw — grebt,

AéTw — nopemt mizinu, dTodépw/ékdépw — noraut adu.

Aristofans izmanto gan tadas universalas erotiskas klisejas ka, pie-
méram, Tpuydw — ‘plaut’ (PL. 1339) un yewpyéw — ‘art’(Lys. 1173), gan
specifiskakas, ieprieks seksualu attiecibu konteksta neizmantotas me-
taforas ka katayLyaptilw — ‘iznemt kaulinu’ (Acharn. 275) ar nozimi
‘atnemt jaunavibu’. Ar lidzigu nozimi lietots Stakopetw — ‘atnemt mei-
tenibu’ (Thesm. 480). ArT verbi dhodw — ‘malt’ (Ran. 149), okaletw —
‘grebt’ (Pl. 440, Acharn. 1014) un 6A(Bw — ‘spiest’ (Vesp. 1289,
1364) lietoti jauna nozimé — lai apzim&tu vardarbigu dzimumaktu
attieciba uz sievieti. VirieSa prieksadinas atbidiSana piespiedu karta
apziméta ar verbiem AMémw — ‘nopemt mizinu’ (Lys. 736), dmodépw —
‘noraut adu’ (Lys. 739, 953) vai ékdépw — ‘nodirat’ (Vesp. 450).

Kopuma vertgjot apliikoto Aristofana “aizkuliSu leksému” lietoju-
mu, jasecina, ka to izmantoSana ir Tpass maksliniecisks panémiens ko-
misma radiSanai. Arvien jaunu, nedzirdetu metaforu meklésana vai lie-
toSana neparasta konteksta, lai parsteigtu klausitaju (miisdienas lasitaju),
vienlaikus atklajot arT komé&diju personazu raksturu, padara spraigaku
sizeta attistibu. Japiebilst, ka 5. gadsimta Aténu homo Aristophaneus
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nebija misu sabiedribas prieksstatu par to, kas ir pieklajigs vai nepie-
klajigs, par to, kas ir slépjams vai izrunajams skali, kur nu vél uz ska-
tuves. Uz ta laika skatuves ir normali aktieri ar uzpolsterétam s€zam-
vietam un saslietiem falliem, speciali t€rpi aktieriem virieSiem kailu
sievieSu atveidoSanai. Cilveéka seksualitates apsprieSana un att€loSana
nebija neka nepieklajiga. Dzimumorganu vai intimu cilvéka kermena
vietu pieminéSana nebija nekas Sok&joss, apkaunojoss vai aizskaross,
ta bija brivi parrunajama un izbaudama t€ma, jo cilvéka kermenis allaz
ir bijusi svariga dzives sastavdala. Tas bija atraisits un veseligs hu-
mors, smieklus izraisot tiesi ar skaidru, asu vai pat vulgaru valodu.

Ta ka sada veida valoda biitiba ir fenomens, kas vélaka laika pos-
ma izzid un pariet zinama konservativisma, §1 biitu dzilak p&tama
teéma, seviski domajot par tekstu tulkojumiem, rodot latviesu valoda
atbilstoSus ekvivalentus grieku originalam, neizlidzoties ar apraksto-
siem formul&jumiem. Musdienu lasitajs, tapat ka reiz Aristofana klau-
sitaji, ir pelndjis baudit un novertet Aristofana “nekitribas”, neuzdodot
mulsu jautajumu “vai tieSam vigs ir tads rupeklis?”.
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KADRI NOVIKOV (ESTONIA)

Ekphraseis in the Novels of Achilleus Tatios and
Eustathios Makrembolites: Comparison from the
Rhetorical Point of View

Apraksti Ahilleja Tatija un Eustatija Makrembolita
romanos: salidzinajums rétorikas aspekta

Reétorika un apraksti ir nozimigi fenomeni ari miisdienu pasaule.
Rétorika, iespejams, vairak politikas lauka, bet apraksti plasi izman-
toti literatiiras joma. Saja raksta salidzinati un analizéti divi roma-
ni: Ahilleja Tatija “Leukipe un Klitofons” un Eustatija Makrembolita
“Hismine un Hisminijs”, sengrieku romans un bizantieSu romans, kas
tapusi ar desmit gadsimtu intervalu. Ahillejs Tatijs ir spécigi ietekmé-
Jjis Eustatiju Makrembolitu (Eustatijs lieto pirmas personas veéstijumu,
lidzigu kompoziciju, to pasu tematiku, reizém Skiet, ka Tatijs kopéts
vards varda), un tas ir vérojams ari aprakstos.

Raksta ir parddits lidzigais un atSkirigais retorisko figiiru un ap-
rakstu lietojumd abos tekstos. Viena un ta pasa objekta (darzs, gleznas,
vetra) aprakstu var salidzinat dazados aspektos. Lai giitu prieksstatu
par rétorisko figiiru izmantojumu, tiek analizétas 19 figiiras (galveno-
kart stila figiiras, kas ir saistitas ar teikumu struktiras atkartojumiem,
ka ari jitu paudumiem) abu autoru aprakstos. Analizetas figiras ieda-
litas sesas grupas: leksiski atkartojumi, strukturali atkartojumi, ritma
figiras, uzrunas, citati, skanu figiras. Analizéts ari figiiru lietojuma
biezums, lai noskaidrotu raksturigakas katra apraksta figiras.

We all use our language-skills to describe things to other peop-
le every day. Particularly important and elaborate are descriptions in
the literary field. Ekphraseis — the descriptions of places, works of art,
animals etc., but also of people and natural phenomena® — have been
widely used already in ancient times and are still an important part of
today’s literature. In this paper I compare and analyze two novels: the
Leucippe and Clitophon by Achilleus Tatios, and the Hysmine and Hys-
minias by Eustathios Makrembolites®, an ancient Greek novel and a
byzantine novel, which are written within an interval of ten centuries®’.
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They are both so called adventurous romances, where a young man
and a young woman meet, fall in love and are separated in the course
of events. Still, through all these trials, they remain true to each other
and are happily reunited in the end. It is evident, that Achilleus Tatios
has been a remarkable influence to Eustathios Makrembolites®®: Eus-
tathios has used the first-person narration, similar elements of compo-
sition, same topics as Tatios, and sometimes seems to quote him word-
by-word. This is obvious in the case of ekphraseis as well.

The purpose of this paper is to bring out the similarities and diffe-
rences in the use of rhetorical figures in the ekphraseis of these authors.
The descriptions will in this paper be divided into sub-types and the
ones written on the same topic — that is of garden, paintings, storm and
the description of the heroine — will be compared®. In order to give
some idea about the use of rhetorical figures, 20 figures, which occur
in ekphraseis by both authors, are analyzed. These are mainly figures
of style, which are connected to repetitions and sentence-structure, and
figures of affection. They are divided into six groups: lexical repetiti-
ons, structural repetitions, figures of tempo and affection, addresses,
quotations, and sound-figures®. Also, the frequency of rhetorical figu-
res per row®' is analyzed in order to bring out the most characteristic
figures for each author in different types of ekphrasis.

The dynamics of the usage of ekphraseis is different in Eusthatios
and Achilleus Tatios. Almost all the ekphraseis in Eustathios’s roman-
ce occur in the beginning of the novel, in first four books. Only the
description of the storm appears in the seventh book. Achilleus Tatios,
on the other hand, has placed his descriptions all over the novel, from
the first book till the last. Still, most of them tend to be in the first half
of the novel.

The style and thematic development of the novel by Eustathios is
more concise than in the novel by Tatios, which is essentially longer.
That is one of the reasons, why there are more descriptions in Achil-
leus Tatios, why their themes vary in larger amount, and why they are
longer than those of Eustathios. This is caused by different compo-
sitional techniques in both novels — Eustathios concentrates more on
narrating the events and uses in many places the doubling of the plot.
That means he uses similar events in different parts of the novel. But
there is no sense in repeating the ekphraseis of the first part of the
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novel; they are replaced with dialogues or other text-types that help to
bring forward the action®. Therefore, depending on the concise style
and content, the occurrence of rhetorical figures is more dense in the
novel of Eustathios — the average frequency in Eustathios is 2.65 fi-
gures per row, while in Tatios the average frequency is 1.72 figures
per row. The lowest occurrence in Eustathios is 2.14, and in Achilleus
Tatios 1.22 figures per row (cf. Table 1 below). Hence, the frequency
of rhetorical figures in some descriptions in Eustathios is twice as high
as in Achilleus Tatios.

In the following, the results of the analysis will be presented. I will
start with the descriptions of paintings — there are four descriptions of
paintings in the novel of Achilleus Tatios and two in the novel of Eus-
tathios, whereas the last description of a painting of twelve months in
Eustathios covers twelve chapters and is therefore the longest of all the
analyzed descriptions in this paper. The ekphraseis of paintings in both
novels are very rhetorical — their average frequency of rhetorical figu-
res in Achilleus Tatios is 1.95 and in Eustathios 2.75 figures per row.
Eustathios uses here all the figures in larger numbers, but mostly in si-
milar proportions as Achilleus Tatios (cf. Chart 1 below). Still, he uses
more sound repetitions and structural repetitions, among them also the
more complicated ones as antithesis and parison. So it can be conclu-
ded that the style of Eustathios is more elaborated, carefully devised
and decorated. But when we compare single ekphraseis of paintings,
it becomes obvious, that Tatios uses some figures, like asyndeton and
enumeration more, especially in shorter descriptions. His descriptions
are more emotional and he uses more infrequent rhetorical figures. It
is remarkable, that Achilleus Tatios is not very consistent in his usage
of figures; there are relatively big differences between various descrip-
tions. For example, the descriptions of Andromeda and Prometheus
are less elaborated. As they foreshadow the happy ending, they can be
interpreted as being less emotional and therefore less rhetorical than
the other two paintings, which predict disasters. Therefore it can be
stated, that Eustathios is more consistent in using rhetorical figures in
his ekphraseis. When we compare the average frequentcy of rhetorical
figures and the frequency in descriptions of the paintings (cf. Table
1 below), we see that Tatios is here far more rhetorical than usually.
This can be explained with the greater importance of paintings in the
novel of Tatios, as they clearly refer to the future events (abduction
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of Kleiotophon’s sister, rapture and apparent death of Leukippe etc.).
We can see the similar tendency in Eustathios’s description of Eros
(the driving force in the novel), which is the most rhetorical among all
analyzed ekphraseis in this paper.

Chart 1: The use of rhetorical figures in the descriptions of the paintings
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Figures: I lexical repetition: 1 — polyptoton; 2 — word repetition; 3 —anaphora;
4 —rarerhetorical repetition; IT structural repetition: 5 —parallellismus;
6 — antithesis; 7 — chiasmus; 8 — isocola: 9 — parison; III figures
of tempo and affection: 10— asyndeton; 11 — enumeration; 12 —
brachylogy; IV address: 13 — rhetorical question; 14 — exclamation;
15 — address; V change of speech situation: 16 — change of speech
situation; 17 — quotation; VI sound repetition: 18 — alliteration; 19 —
homoioteleuton; 20 — paronomasia.

In both authors one description of a garden occurs; they are situated
in the beginnings of the novels and have the similar functions — to give
a frame for the entire narrative and express its nature. They are digres-
sions, which lead the events further at the same time. Garden is also
the place to meet and wait for the lover®, therefore these ekphraseis
have an erotic touch®, which is obtained mostly by lexical and sound-
repetitions (cf. Chart 2 below). Here, the usage of rhetorical figures
by both authors is different. Achilleus Tatios uses more antithesis and
polyptoton and sound repetitions in his description. Eustathios, on the
other hand, has a more concise style — he surpasses Tatios in the usage
of asyndeton, enumeration and brachylogy which characterize the
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shortness of expression. He uses simpler structural and lexical repetiti-
ons and is not as elaborated as usually — especially low is the number
of structural repetitions. This can be explained by the importance of
this scene in the novel of Achilleus Tatios, where the description of
the garden gives the background for the future events and is therefo-
re more elaborately devised. From the previous analysis of Achilleus
Tatios, it has become clear, that the context of one or another text-part
has a considerable influence on the usage of rhetorical figures: in this
particular case the ekphrasis is preceded by lamentations, where the
frequency of rhetorical figures is very high, and followed by epideictic
speeches about love, where the frequency of sound-repetition is very
high.%

Chart 2: The use of rhetorical figures in the description of the garden
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Figures: Ilexical repetition: 1 —polyptoton; 2 — word repetition; 3 — anaphora;
4 —rarerhetorical repetition; Il structural repetition: 5 —parallellismus;
6 — antithesis; 7 — chiasmus; 8 — isocola: 9 — parison; III figures
of tempo and affection: 10— asyndeton; 11 — enumeration; 12 —
brachylogy; IV address: 13 — rhetorical question; 14 — exclamation;
15 — address; V change of speech situation: 16 — change of speech
situation; 17 — quotation; VI sound repetition: 18 — alliteration; 19 —
homoioteleuton; 20 — paronomasia.
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Chart 3: The use of rhetorical figures in the description of the storm
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Figures: [ lexical repetition: 1 — polyptoton; 2 — word repetition; 3 — anaphora;
4 —rarerhetorical repetition; Il structural repetition: 5 —parallellismus;
6 — antithesis; 7 — chiasmus; 8 — isocola: 9 — parison; III figures
of tempo and affection: 10— asyndeton; 11 — enumeration; 12 —
brachylogy; IV address: 13 — rhetorical question; 14 — exclamation;
15 — address; V change of speech situation: 16 — change of speech
situation; 17 — quotation; VI sound repetition: 18 — alliteration; 19 —
homoioteleuton; 20 — paronomasia.

There is one description of storm in both novels. Here, the supe-
riority of Eustathios in the usage of rhetorical figures becomes very
clear — his average frequency of rhetorical figures in this particu-
lar description is 2.67 (although it is lower than his general average
frequency of figures), while in Achilleus Tatios it is only 1.22 figures
per row (cf. Table 1 below), which is the lowest index among all his
ekphraseis. Remarkable is the small number of asyndeta and lack of
other figures of tempo in the description of Eustathios (cf. Chart 3
above). Achilleus Tatios uses them, but in a very small amount. Thus,
Eustathios’s superiority is a result of the usage of lexical and structural
repetitions, whereas he again uses the more complicated ones. Only
the usage of sound-figures is more or less equal by both authors. Re-
markable is the occurrence of an exclamation in Eustathios’s descrip-
tion — this is the only figure of address in all the analyzed ekphraseis.
Therefore it can be said, that Eustathios is rhetorical in his description,
but with a slow tempo of speech and using exclamation instead of
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asyndeton to create emotionality. Achilleus Tatios, on the other hand
is very modest, but stable in his use of the rhetorical figures in this
description (however, the occurrence of asyndeton in his description is
very low as well). He has placed the description of the storm into the
beginning of the third book, where it functions not only as a recapitu-
lation, but also as bringing forwards the action in the narrative. As the
hero and heroine survive the storm and are not separated during the
course of events, there is no need to be very emotional in this particu-
lar description. Eustathios is more emotional, but his description of the
storm is only 12 rows long, therefore it may be caused by an attempt
to create a striking image of storm in a very short passage.

Chart 4: The use of rhetorical figures in the description of the heroine
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Figures: I lexical repetition: 1 — polyptoton; 2 — word repetition; 3 — anaphora;
4 —rarerhetorical repetition; Il structural repetition: 5 —parallellismus;
6 — antithesis; 7 — chiasmus; 8 — isocola: 9 — parison; III figures
of tempo and affection: 10— asyndeton; 11 — enumeration; 12 —
brachylogy; IV address: 13 — rhetorical question; 14 — exclamation;
15 — address; V change of speech situation: 16 — change of speech
situation; 17 — quotation; VI sound repetition: 18 — alliteration; 19 —
homoioteleuton; 20 — paronomasia.

The last compared ekphraseis describe the heroine. Here, Achil-
leus Tatios surpasses Eustathios in the usage of some more complex fi-
gures, but in general, Eustathios uses almost two times as many rheto-
rical figures as Tatios (cf. Chart 4 above). Tatios uses more anaphora,
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isocola and sound-repetitions — this indicates that he has decorated and
elaborated this passage, but quite modestly. The reason may be in the
fact, that Kleitophon does not see Leukippe for the first time®, but just
describes her after his epideictic speech about love. Eustathios uses
simpler lexical repetitions and asyndeton, but also some more compli-
cated structural repetitions as chiasmus and antithesis. The abundance
of asyndeton and brachylogy corresponds again to the shortness of his
expression and conciseness of his style, complicated structural repeti-
tions and lexical repetitions reveal the elaboration of the description.
According to H. Hunger, asyndeton can refer also to the sensuous ex-
citement of Hysminias®.

In the novel by Achilleus Tatios, the amount of rhetorical figures
depends often on the length of the description — the longer it is, the less
frequently these figures occur. This argument is supported by the fact
that in the usage of some figures, Achilleus Tatios surpasses Eustathios
in those descriptions, which are shorter. Hence, it can be concluded
that the abundance of rhetorical figures in Eustathios is caused by the
shortness of expression and concise style and content in his novel.

Generally, Eustathios uses more complicated lexical and structural
repetitions and sound-repetitions, which refer to the elaboration and
decoration of the text. At the same time, the abundance of figures of
tempo and affection shows the quick tempo of speech and emotionality
of Eustathios, although it depends again partially on his conciseness.
Remarkable is the fact that, asyndeton, which according to my pre-
vious research® has proved to be very typical and characteristic figure
in Achilleus Tatios, occurs even more in the descriptions of Eustathios
Makrembolites (cf. Chart 5 below).

Still, the usage of rhetorical figures in the novel of Achilleus Tatios
seems to be more elaborate, depending on the composition of the no-
vel, the analyzed text-type and the context of the analyzed text-part. It
has been revealed, that Tatios emphasizes the more important parts of
the narrative (like the description of the garden, paintings foretelling
the disasters). My previous research on the novel of Achilleus Tatios
has also proved that every text-type and sub-type has certain rheto-
rical figures, which are particularly characteristic to it. The analysis
revealed that descriptive speeches and descriptive ego-narrative have
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a higher occurrence of lexical, structural and sound-repetitions. These
are also characteristic to the ekphraseis of Eustathios.

Chart 5: The general use of rhetorical figures in ekphraseis
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Figures: I lexical repetition: 1 — polyptoton; 2 — word repetition; 3 — anaphora;
4 —rarerhetorical repetition; Il structural repetition: 5 —parallellismus;
6 — antithesis; 7 — chiasmus; 8 — isocola: 9 — parison; III figures
of tempo and affection: 10— asyndeton; 11 — enumeration; 12 —
brachylogy; IV address: 13 — rhetorical question; 14 — exclamation;
15 — address; V change of speech situation: 16 — change of speech
situation; 17 — quotation; VI sound repetition: 18 — alliteration; 19 —
homoioteleuton; 20 — paronomasia.

Single descriptions of both authors can be quite different from
each other, but when we look at the usage of rhetorical figures in
ekphraseis of both authors in general, it occurs, that Eustathios uses
rhetorical figures more frequently, but in the same proportions as
Achilleus Tatios. The only bigger differences appear in the usage of
structural repetitions and asyndeton, whereas the sound-figures are
used almost in the same amount.

So, in the present state of research it can be concluded that in
addition to imitating the novel of Achilleus Tatios in some elements
of composition and plot, Eustathios imitates him also in the usage of
rhetorical figures, intensifying especially those figures, which are very
characteristic to Achilleus Tatios.
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ROLF HESSE (DENMARK/SWEDEN)

Adverbs and Verbs of Motion in Modern Greek
and the Problems They Give Rise to in Bilingual
Lexicography

Adverbi un kustibas verbi jaungrieku valoda un to
raditas problémas bilingvalaja leksikografija

Cetri anglu valodas adverbi up-down-in-out ir viegli tulkojami
gan prakse, gan leksikografija jaungrieku valodda un vice versa, ka-
mér tulkojumi citas valodas rada lielu dazadibu un sarezgitibu. Tomér
saistiba ar kustibas darbibas vardiem aina bitiski maindas: grieku-
anglu tulkojums kjiist sarezgits — vismaz leksikografam, jo anglu valo-
das struktira ir tuvaka germanu valodam, bet grieku valodas struktii-
ra — romanu valodam.

Raksta iztirzati un salidzinati konkréti piemeri.

During my lexicographical work with a Danish-Greek and Greek-
Danish dictionary 1992—-1998 1 repeatedly encountered difficulties
translating Danish adverbs of direction and location like ‘up’ and
‘down’, and verbs of motion (‘go’, ‘sail’, ‘drive’). It was equally dif-
ficult to find simple adequate Danish equivalents to Greek verbs of
motion like pevym and avePaive. In this semantic field Modern Greek
and Danish — a Germanic language — “cut the cake” differently. The
following pages will try to elucidate and explain these difficulties,
showing how this semantic field functions in different languages. The
reader is not expected to know any Danish.

Let us first try to make a Greek-English-Greek mini-dictionary
consisting of only 4 words:

(1)
GREEK ENGLISH
OV up
KOt down
péca in
£Em out
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Except for some idiomatic expressions, such as ‘up to’ (“up to
Edinburgh”), the equivalence in both directions is extremely high, clo-
se to 100% (in being understood as an adverb, not a preposition).

If we attempt to make a similar Greek-Danish-Greek mini-dictio-
nary, the situation becomes a little more complicated: similar to most
Germanic languages, Danish adverbs and prepositions make a clear-
cut distinction between direction and location: op indicates direction
and oppe location. This feature is common to most Germanic langua-
ges as well as e.g. Latin, Ancient Greek and Russian. Corresponding
to the four Greek words we thus get eight Danish ones. If the dictio-
nary is intended for Greek users, we also need to clarify the difference
between op and oppe:

()
GREEK DANISH direction/location
Thve op
oppe
KaT® ned
nede
péoa ind
inde
¢Em ud
ude

In German one further distinction must be added: that between
her- “towards the speaker” and hin- “away from the speaker”. In addi-
tion the richness of German adverbs makes the writing of an elaborate
dictionary extremely complicated, even if we drop more sophisticated
synonyms:
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3)
GREEK GERMAN
direction:
her-: “to me”
hin-: “away from me”
/location
Thve (auf) herauf
nach oben hinauf
oben
KAT® (ab) herab, herunter
nach unten hinab, hinunter
unten
péoa (ein) herein
hinein
drinnen
a0 (aus) heraus
hinaus
drauflen

In Langenscheidt’s Taschenworterbuch (2006) péoa is translated:
innen, im Innern, drinnen,; herein, hinein. This is sufficient informa-
tion for the German speaker. However if the dictionary is intended for
Greek users, more detailed instructions are needed in order to enable
the user to make an appropriate choice.

We now turn to French, where the translational problems are of
an entirely different kind: French has no simple adverbs meaning ‘up,
down, in, out’.

“)
GREEK FRENCH
aY0) (en haut)
KATM (en bas, a bas)
péca [(au) dedans]
[3<0) [(au) dehors]
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The French equivalents indicate location (direction can be expres-
sed by ‘vers le haut/bas’ etc.), but in real language the equivalence rate

is rather low.

Italian is a little different:

(&)
GREEK ITALIAN
Thve su (direction)
sopra (location)
KAT® giu
péca dentro
a0 fuori

The Italian adverbs correspond better than the French to the Gre-
ek, but are used with more variation and probably less frequently than
the corresponding Greek ones. Thus péca oto omitt (‘in the house”)
may be ‘in casa’, ‘nella casa’, ‘dentro alla casa’, ‘dentro la casa’, ‘den-
tro casa’®.

We now return to English and try to enlarge our dictionary with
more details, including verbs of motion that frequently combine with
the four adverbs, e.g. to go: ‘go up’, ‘go down’, ‘go in’, ‘go out’.

The first step is easy:

Q)
GREEK ENGLISH
avepaivo g0 up
korefaive go down
UToive go in
Byaivo 2o out

Real language, however, is much more complicated. Firstly becau-
se the English adverbs may combine with any verb of motion: go up,
run up, walk up, drive up, step up, come up, and besides, the seman-
tic field includes verbs of Latin origin: ascend, descend, enter, exit’.
Secondly because in Greek the notion of directional motion can be
emphasized by adding the corresponding adverbs:
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(7
GREEK ENGLISH GERMAN
her-: “to me”
hin-: “away”
go up heraufgehen
avefaivo (Tavo) come up heraufkommen
(myoivo/épyopot Tdve) |run up herauffahren
walk up herauffliegen
drive up ..
mount up hinaufgehen
e hinaufkommen
ascend hinauffahren
hinauffliegen ...
go down heruntergehen
katefaivo (kdtw) come down (he)runterkommen
(myaivo/épyopat kGtw) | run down
walk down hinuntergehen
drive down hinunterkommen
descend
go in hereingehen
pmaive (Héoa) come in hereinkommen
(..)
enter hineingehen
hineinkommen
go out
Byaive (€m) come out herausgehen
() . herauskommen
exit
hinausgehen
hinauskommen
nyoive g0 gehen
(drive) fahren
(ride) reiten
(weg)gehen
Qevy® leave abfahren

abreisen
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As to German (3™ column) the number of verbs that can be con-
sidered equivalents to avefaivm is — as can be seen — extremely high
due to the distinction between her- and hin-.

Two more verbs of motions have been added here: mnyaive and
eevyo. The English equivalents go and leave cover the majority of
meanings of mnyaive (leaving aside its transitive use) and @evyo,
whereas German — and still more the Scandinavian languages — usual-
ly distinguish between different ways of motions and have nor direct
equivalent to pedy® (see below).

Finally we come to French. Here we discover a wonderful one-
to-one correspondence, which is generally found between Modern
Greek and all the Romance languages:

®
GREEK FRENCH
avefaivo monter
katePaive descendre
proive entrer
Byaive sortir

We can even go one step further: Parallel to this series of intran-
sitive verbs of motion Greek also has a series of transitive verbs. French
generally uses the same verb transitively and intransitively, but the
functions correspond to the Greek couple of verbs:

®
GREEK FRENCH
intrans. trans. intrans. trans.
avepaiveo avePdalo monter monter,
(faire monter)
katefaivo kateBalo descendre descendre,
(faire descendre)
proive (pmalo) entrer entrer,
(faire entrer)
Byaive Byalo sortir sortir,
(faire sortir)
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As a contrast to these simple equivalences an example from the
excellent Oxford Greek-English Dictionary by Stavropoulos may de-
monstrate how complicated it is to indicate the English equivalents to
a verb from the above list.

avepalm: take up, bring up, carry up, lift up, put up, run up, pull
up, push up, roll up, turn up, move up, step up, elevate, raise, (..) hoist
up, (..) produce / put on stage / mount [a play]...

The explanation for these difficulties is well known today: Modern
Greek typically distinguishes between verbs of direction and verbs in-
dicating manner of movement. Verbs of direction do not say anything
about the path, the manner of movement or the vehicle used — such
information must be given by adverbials.

Thus avePaivo means ‘to move (oneself) upwards’, aveBalm ‘to
move (something) upwards’, but the verbs say nothing about how I
“move up”: by flying, walking, driving etc. If necessary, this informa-
tion must be added by adverbials: Avéfnka pe to odwe / pe o mhoio /
pe 1o apaél / tpéyovtog .... ‘I went up “on foot” (=walked) / “by ship”
/ “by car” / “running”...’

On the other hand verbs indicating manner of movement like
nepnatd ‘walk’, mAéw ‘sail’, do not indicate direction (or “path”).
There are some exceptions, such as tp€yw, ‘to run’, which although
expressing manner of motion can also be used directionally: Tpéym
oA pépa ‘I am running all day’, étpela oto Aewopeio ‘I run to the
bus’. An independent prepositional phrase can be used with these
verbs: mepnatioope PEYPL To KEVIpoO ¢ moAng ‘we walked “as far as”
the centre of the town’ = ‘we walked to the centre’ (but: meprnaticoye
070 KEVTPO g mOANG means ‘we walked around in the centre of the
town”).

In the Germanic languages we find the opposite system: verbs of
motion indicate the manner (way of movement), and the adverb (or the
prefix) adds the direction (up, down...). Thus ‘fahren’ means ‘to go
somewhere using a vehicle’ and excludes walking, and ‘hinauffahren’
means “to go up somewhere using a vehicle”. As is often the case,
English is influenced by Latin or French and has borrowed some ele-
ments of the Romance system.
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Conclusion

Let us sum up: generally movement up/down/in/out is expressed
differently in Greek, the Germanic languages and the Romance lan-
guages:

In Greek: by the adverbs ndvo, kdtw, péoa, éEm and by verbs
that indicate movement + direction, but say nothing about manner
or means of movement: avefaivo, Kotefaivo, uroaive, Pyaive [with
their transitive counterparts oavefalo, kotefalm, (umalom), Pyalo].
Verb + corresponding adverb may even be combined to emphasize the
meaning: praive péca ', Manner or means of movement is — if ne-
cessary — expressed by other adverbials: avepnkape pe to TOd0 ‘we
walked up’. Verbs themselves expressing manner or means of move-
ment such as mepnatd (walk), kolvpnd (swim) usually do not imply
direction to a goal.

In the Germanic languages: by adverbs or prefixes, e.g. in Danish
op, ned, ind, ud — mostly in combination with verbs of motion which
may but must not refer to manner or means of movement, e.g. Danish:
‘springe ned’ (jump down), ‘kravle ind’ (climb into somewhere), in
English: ‘go up’, ‘come down’, ‘drive in’, in German: ‘hinauffahren’
(drive up), ‘(he)runterkommen’ [come down (here)]. Sometimes they
same verb can also be used transitively (‘jemanden hinauffahren’), so-
metimes there are transitive counterparts (‘bring someone up’, ‘take
someone down’ etc.).

In the Romance languages: by verbs that indicate movement +
direction, but say nothing about manner or means of movement: e.g.
French ‘monter, descendre, entrer, sortir’. Manner or means of move-
ment is expressed by other adverbials: ‘a pied’, ‘par avion’ etc. Verbs
expressing manner or means of movement usually do not imply di-
rection to a goal, e.g. ‘se promener’ (walk), ‘nager’ (swim). There is
no systematic group of adverbs corresponding to Greek mdvw, Kdto,
péoa, €.

In the Germanic languages the same verb indicates manner of
movement (on wheels/horseback etc.) and movement to a goal, whereas
in Greek and the Romance languages directional verbs (mnyaivo,
praivo, aller, entrer) constitute one group, and verbs indicating manner
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of movement (mepmot®, KOAUTG, se promener, nager) constitute ano-
ther one.

A final example from my mother tongue Danish is illustrative: The
verb ‘cykle’ (to bike) translates into Greek as follows:

Danish: cykle Greek
1) ride a bike 1) modnrato,

KAvV® TOOANTO
2) go somewhere | 2) anyaivo e to
by bike TOONANTO

Min far kan ikke O matépag [ov
cykle (‘My father | dev E€pel va
cannot use a bike’) | kévelr modiaro.

Jeg cykler til IInyaivo ot
arbejde dovleld pov
(‘I go to work on HE TO

my bike’) TodNATO.

For lexicographers it is evidently of the utmost importance to be
aware of these systematic incongruities. Moreover, it seems important
also for students learning a foreign language to be aware of such dif-
ferences between languages, as exemplified here by verbs and adverbs
of motion. Otherwise the student will continue to try to translate his
or her own notions into the other language usually with a poor result.
This kind of knowledge may be more important to good communi-
cation and also to the satisfaction of the learner than many details of
morphology.
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Summary
(10)
GREEK |ENGLISH | DANISH | GERMAN FRENCH |ITALIAN
direction/ | direction/loca-
location |tion
her-: “to me”
hin-: “away”
nave | up op (auf) |herauf su (direction)
hinauf (en haut)
oppe oben sopra
(location)
KOTM down ned herab,
(ab) |herunter|(enbas,a |giu
hinab, |bas)
hinunter
nede unten
péoa in ind herein
(ein) [hinein | [(aw dentro
inde drinnen dedans]
0] out ud (aus) |heraus
hinaus | [(au) fuori
ude drauflen dehors]
Notes

1. In German the adverbs are also used without her-/hin-/dr-: auf,
ab, ein, innen, aullen, e.g. ‘auf und ab’ (up and down).

Besides, there are even more adverbs: hoch, empor (up), nieder
(down)...

2. In French the expressions in brackets are much less used than
the corresponding Greek and English words.
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JANIKA PALL (ESTONIA)

The Role of Sound in Greek Epideictic Rhetoric:
from Gorgias to Academia Gustavo-Carolina
(Dorpatensis)

Skan&juma nozime grieku epideiktiskaja rétorika:
no Gorgija l1idz Academia Gustavo-Carolina
(Dorpatensis)

Grieku epideiktiska rétorika uzplauka Gorgija darbos. Vina runu
kompozicijas sadalijumu ietekmé dazadi argumenti, to iezimé arf sin-
taktisks un sillabisks ritms. Velak Gorgija prozas ritms izpelnijas plasu
popularitati un tika dévéts par aziatisko stilu, ko apguva ari réetori-
kas skolas. Skolu rétorikas vingrindjumos bija ieklautas ari hreijas
(chreia) — slavenu viru izteicieni, kas tika izvérsti runds vai citas kom-
pozicijas.

Gustava Karla Akadeémija ir epideiktisko prozas runu apkopo-
jums — septini iespiesti isi prozas enkomiji dazddiem gadijumiem un
viens hreijas rokraksts. Trim enkomijiem ir tada pati struktira ka hrei-
Jjai, proti, izteiciens, ta izvérsums, salidzindjums ar kadu laikabiedru
un enkomiska dala; lietoti ir tie pasi grieku un romiesu tradicija iz-
mantotie panémieni. Bet ritmiska struktiira ir triiciga un ievérota vi-
sai ierobezoti. lemesls nosacitam prozas ritma tritkumam varétu bit
visparejais grieku valodas zinasanu limena kritums un spéciga latinu
valodas ietekme, jo ar tas palidzibu tika macita prasme izteikties.

There have been many famous people in world history, who have
influenced others with their ideas, either working for the common good
or becoming hated dictators. It is not completely clear, how could the
ideas of these dictators find so much support for such a long time,
but one of the explanations has been their extraordinary gift of rhe-
toric. Now, we know that the basis and the first part of rhetoric is the
organisation of speech and its ideas, whereas the influence of style
and its figures come afterwards’. The problems in the study of rhythm
and sound figures can be caused by the difficulty of distinguishing
the level of style from the level of ideas, but also by our incapability
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to avoid the influence of ideological background on our judgement.
Therefore it might be useful to start the study of the influence of style
in modern and ancient rhetoric from Antiquity: the classical tradition
has preserved for us several examples of speeches from Greek ora-
tors without supplying exact information about their purpose, context
of their creation or delivery. The situation concerning the remains of
Humanist Greek in the end of the 17" century is similar: we do not
know much about the practice of writing prose speeches in Academia
Gustaviana-Carolina (1690-1710). Although usually such absence of
sources is considered as a great disadvantage for research, we can use
this lack of background information to our benefit: in the study of style
this might help to clear up the noise, which is created by contradictory
background information, and give us clean, isolated cases to study.

This paper aims to explain the function of rhythm and sound fi-
gures in Ancient and Humanist Greek rhetoric by contrasting two iso-
lated examples, which can both be considered exceptional. First, we
take Helen's Encomium by the sophist Gorgias (Fr. 82 B 11 in Diels-
Kranz), the sole complete work, which can be ascribed to him with
certainty”. Second, we look at a manuscript chreia, based on two ver-
ses from Ovid’s Epistulae ex Ponto 1.3.17-18 and written by a student
at Academia Gustavo-Carolina, Ericus Castelius in 169574, Given that
more than 2000 years separate the time of creation, there are several
other aspects which distinguish these two works: the differences in
artistry and fame of their authors (the famous sophist and, allegedly,
inventor of several rhetorical figures, on the one side, and a student
from Ingerland, on the other), the genre (a speech vs. a rhetorical
exercise), the length (1314 words in Gorgias, Helen vs. 162 words
in the Chreia by Castelius), etc. One of the most evident differenc-
es which characterises both works is the overwhelming presence of
rhythm and sound figures in Gorgias and the absence or scarcity of
the same figures the Chreia by Castelius. This neglect of the impor-
tance of sound is characteristic of printed chreias and also short prose
speeches from Academia Gustaviana’.

However unjust it might seem to compare student exercises from
17" century Dorpat with the creations of an orator whose work was
acknowledged with a golden statue in Delphi, it helps us to better see
the importance of spoken and sonorous word in persuasive speech.
The main subject of Helen's Encomium, also known as The Defence
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of Helen, is not Helen of Troy. Gorgias has dedicated the main part
of this speech to aisthesis and, primarily, to the impact of two senses:
hearing and sight. One third of the 21 paragraphs of Helen's encomium
(Fr. 82 B 11.viii-xiv) discuss the influence of speech’. In order to jus-
tify Helen’s conduct, Gorgias discusses the psychagogic qualities of
speech and its vehicle: the hearing through the impact of tiny speech
particles (p.viii-ix)”’. The power of speech on the soul is equated with
the power of incantations and witchcraft which is comparable to the
impact of drugs on bodies (p.xii-xiv). Gorgias does not explicitly list
the means of incantations and witchcraft, but the tradition of Greek
rhetoric supplies us with the missing details: according to ancient
Greek rhetorical writers, he is accredited with inventing several sound
and rhythm figures (Gorgieia schemata)’®. The same figures: parison,
isocolon and homoeoteleuton most often occur in poetry which, accor-
ding to Gorgias’ famous definition of poiesis in Helen, p.ix.”, belongs
to rhetoric. We can extend this list of rhythm and sound figures to
include anaphora and other types of sound repetition from alliteration
to parechesis. Helen reveals multiple examples of using these figures
and rhythm in the place of (or as a support to) a logical argument, as
for example in p.xii:

A6Y0g Yo Puxnyv 6 meioag, 3+2+3=8
v émeloev, NVAYKAOE 4+4=8
Kol O€0Oa Toic Aeyouévorc 4+5=9
K&l OLUVALVETAL TOIG TIOLOVUEVOLC. 5+5=10

0 UEV OOV MEloAg

WG AVAYKAOTAG ADIKEL 5+5+3=13

1 0¢ mewoBeioa

WG avaykagBeioa toL Adywt 5+6+3=14+7
UATNV AKOVEL KAKQG. =21

In this period, the parallelism in sentence structure (parison) toge-
ther with the opposition of diatheses (active for Paris, the real wrong-
doer vs. passive for Helen who is presented as innocent sufferer) help
construct a rhetorical syllogism: although there is no motivation in the
logical argument, the conclusion equates persuasion to force and in-
justice. Three pairs of parallel phrases, based on structural analogy,
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parallelism and antithesis, end with a gradation which presents an
intermediate conclusion for the argument concerning the power of
speech and the fate of Helen (of which she is unjustly accused). The
importance of isosyllabic rthythm (adjacent phrases having the same
number of syllables) in this period can be evaluated differently®’, whe-
reas the phrase rhythm, based on the division of the period into six
parallel cola, is supported by different word and sound repetitions. Oc-
casionally the importance of syllabic thythm in Gorgias, Helen can
rise to 100 %, as in the end of p.ii:

&yw 0t PovAopatl  AoyLopov Tiva

TWL AOYwL dovg 5+5+4=14

TV HEV KAKWS AKOVOLOAY

mavoal TG altiag, 8+6=14

ToUG O¢ pepdouévovg

Pevdopévove érudetéac 6+8=14

kat detéag taAnOég

[M] mavoar e apabdiac. 6+8=14

Here, the four isocola of 14 syllables represent exceptional weight
of isosyllabic rhythm but, in general, the percentage of isosyllabic
structures in Gorgias’ Helen is still about 50 %®'. Another remarkable
feature, revealed in these two examples, is the division of his periods

into short cola and commata, which is supported by sound figures
(bolded and italicized in the text).

Now, leaping over the gap of 2000 years, we can observe the chan-
ges in Greek prose style. The chreia by Ericus Castelius is based on
the verses by Ovid®. According to the rules of Greek progymnasmata,
he first presents and rephrases his example, draws a general conclusion
from it and then applies it to a particular occasion®’. As one of Caste-
lius” professors, Crispinus Jernfeldt had died recently after serious di-
sease, he used this example as obituary. However, although Castelius
follows the rules of composition, given in textbooks of progymnasma-
ta, he omits the stylistic figures, as the very beginning of this chreia
shows (TUB F.7-3, 1. 1-6)*:

‘Eav 1 o evkAeéotate twv momtwv 'Oovidie Aotma
A& EOTLY, 13+11=24
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ATV AVAYLVAOOKN Tl
Kat axopéotata peAetaral, 9+10=19

vat TovTo oov anopOeyua,

@ ONTG Aéyel, 8+5=13
TOV lATEOV 0LdAUWE dax TtarvTOg dUVacOat TOv AcBevn
Oepamevery, 14 +8=22
AAAX pHaAAOV €vidte TV vOoov codT) TN TeXViTeln
av&aveoBat, 11+11=22
éuoOagvnoey,

tva émupeAwg vontat 5+9=14

As can be seen, there are several differences in style, first, the pe-
riod by Castelius is slightly longer. It can be observed that the division
of period into smaller units, cola (or complex cola) and commata is
much less flexible than in Gorgias: its subparts are longer (3.6 words
vs. 2.9 words per colon which is the average in Gorgias)®. Moreover,
the phrase parallelism is less important and only once is supported by
a homoeoteleuton (in italics) and by an isocolon of 22+22 syllables (in
bold). This is not an exception. Presenting his conclusion, Castelius
uses the same, undecorated, plain style (TUB, F.7-3, 1.14-21)%:

napdderypa 0pOaApodpavig,

dev €xopeyv, 9+4=13
€V OVOUAOTOTATW TE

Kal évdofotatw 8+6+

T TS OeoAoylag kaOnyntn

kuolw Kowomivw Jirnefeld, 11+9=34
0V 0 mavdvvatog AP’ MUV ADALWTATWVY TEO TOD KALQOL
adronoe, 6+8+8=22
KAV 0 OegamevTig O eumelRdTaTog EmeeAr|on

avTov, 6+6+7=19
OpWG Elg KEVOY, 5+

Otav 0 Oeog PeAtiove T PBlw dwelobat avToV
NoOéAnoev. 5+6+9=25
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00ev OMNAOV €0TL TOV AKEOTV TNG EATIDOC AUTOD &vioTe
ATIOTUXELV. 6+8+10=24

Although some of the smallest adjacent cola reveal the same num-
ber of syllables, it cannot be classified as “real isosyllabism” because
of the absence of parallelism and sound figures which support the iso-
cola. But even in the latter case the number of syllables used in isosyl-
labic constructions would be much smaller than in Gorgias (40.7 % in
this period, 22.3 % in the entire chreia)®’. There are occasional sound
repetitions but, unlike in Gorgias, they do not support the division of
the period into cola and commata and, therefore, are devoid of the
rhythmic function.

The writing of prose gratulations and chreiai was widely practiced
in the academy, sometimes with more attention to rhetorical figures. A
student form Reval, Bernhardus Rodde has presented a prose gratula-
tion to his co-student from Ingerland, Gabriel Hinnel®®:

‘Ot d¢ €kaotog £TAlQOC ELALKQLVIIC 3 +10=13
mepl émavétov €Qyov ool ovyxaloet : 8+4=12
TS MOV 1] HOVOA OLYT|OEL; 8 (32)
II6ow paAdov ék Bupov oLy xaipovtog oot 7+5=12

MAVTO HAKAQL Kal e0dalplova TROoPWVEL,

eVXOMEVN. 6+5+3+3=17(27)

We can see constant use of alliteration in word-beginnings in this
passage from Rodde’s gratulation. The alliteration can be considered
as formative of or accessory to the phrase rhythm: it occurs either at
the beginning of cola [7t] or in structurally analogical positions at the
beginning of the second [u] or the last words [0] of adjacent cola, as
well as between adjacent words within a colon (ékaotog €taigog,
énawvétov €oyov, ool ovyxailgel etc.); the same could be said
about the occasional homoeoteleuton. In this example, the rhythm of
the words can also be observed (first three cola are composed of 5,
following two of 6 words). However, the parallelism is lacking both in
sentence structure (as parison) and at the syllable level (as isocolon).
This passage can be considered exceptional: the beginning and the end
of a prose gratulation are less structured and less adorned with sound
figures.
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In conclusion, I am not going to reproach Academia Gustaviana-
Carolina insufficient mastery of rhetorical figures, as these efforts of
the students of theology still testify to solid knowledge of the Greek
language. However, the loss of importance of the sound figures, as
well as phrase rhythm and syllabic rhythm patterns is indicative of the
absence of persuasive power of the speech. As to academic and every-
day life, humanist Greek never had the same place as Latin, as during
the 17" century Latin was still used at administrative level and there-
fore was more influential by virtue of its daily use in speeches. Thus,
the absence of sound figures and rhythm can be seen as consequence
of the absence of spoken Greek at that time and in that area where the
Greek language had become an object of study and academic exercise
and was not practiced actively®.



ANNA A. NOVOKHATKO (RUSSIA)

Florence in the Aegean: The Uses of Dante in George
Seferis’ Poetry and Prose”

Florence Egeja: Dantes motivi Jorga Sefera dzeja un
proza

Grieku dzejnieks J. Seferis raksta, ko veltijis Dantes dzimSanas
700. gadskartas pieminai, plasi analizé Dantes ietekmi uz Jonijas sko-
las grieku dzejniekiem, ipasi Solomu. Art Sefera romana “Sesas naktis
Akropole” ir daudzas aliizijas uz Danti. Dantes izmantojums un meta-
morfozes veélakaja literatiira ir Sefera uzmanibas centra.

Raksta tiek izvértéts: 1) ciktal Sefera pétijumi par Dantes ietekmi
uz Solomu ir saistiti ar vina pasa ietekmem; 2) kada nolika Seferis
izmanto Danti ““SeSas naktis Akropole” un kada zina sts aliuzijas baga-
tina romana izpratni.

Tadejadi raksta uzdevums ir pieverst uzmanibu plasajam proce-
sam, kurd mijiedarbojas divas pasaules — Dantes Florence un Sefera
Griekija: no vienas puses, Dantes izmantojums sasaista Seferi ar Rie-
tumu pasauli, bet, no otras, tas art padzilina vina izpratni par grieku
kultiiras tradicijam un veido vina pasaules skatijjumu.

As George Seferis himself acknowledges, he came to Dante late.
For many years he was not able to enjoy the poetry of this “Western-
European Homer”, to use his own words. However, having made his
acquaintance with Dante in the 1930s, Dante’s work proved to be a
constant and tremendous influence.

In the course of a number of weeks spent with loanna and Kostas
Tsatsos (the future President of Greece) on Mount Pelion in 1935 he
made a systematic study of Dante’s “Divine Comedy” which he had
first begun to read in his late twenties. In his later thinking and wri-
ting, Dante would emerge as one of the “powerful bulwarks” against
the forces of disorder in Seferis’ world’".

Here I am going to examine Seferis’ theoretical work on Dan-
te and then turn to some Dantean influences on Seferis’ poetry. We
find a large number of references to Dante in “Logbook III” and in
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“Three secret poems”, and even more in his diary, “Days”. In this brief
presentation, which must be supplemented by considerable additional
research before it can begin to adequately cover the subject of Seferis’
use of Dante, I will leave aside any comments on “Six Nights on the
Acropolis”, Seferis’ novel which is constructed around Dante’s “Di-
vine Comedy”?. The paper will argue that Seferis’ attitude to Dante,
and also Dante’s influence on his own work, emerged as part of an on-
going dialogue, a dialogue not only between Seferis and Dante, but
also between Seferis and T. S. Eliot. This dialogue between contempo-
rary poets and Dante’s text sheds much light on each poet’s own work.
At the same time, it reveals the ways in which literary works interact.

Seferis’ essay on Dante written in 1966 deserves particular atten-
tion. As one of his latest works, its judgements may be considered to
be those of a mature poet. Here Seferis the literary critic outlines his
thoughts on Dante and the importance of Dantean influences on his
own and other poets” works. Seferis’ essay on Dante was written to
mark the 700th anniversary of the Italian poet’s birth. He was influen-
ced above all by T. S. Eliot’s approach to Dante and thus followed the
plan that T. S. Eliot had previously laid out. Seferis and Eliot are in
concurrence as far as Dante’s poetic method is concerned, for example
in their analyses of his use of allegory. They part ways, however, on
the issue of the Christian orientation of the Dante’s work. In his essay
“Digressions on the Homeric Hymns” Seferis notes that he did not se-
lect his own fate, he was condemned to be born to the Greek Orthodox
tradition. The contrasting approaches to Christianity represent a fun-
damental point of difference between Seferis and Eliot who conver-
ted to Anglo-Catholicism intentionally. Eliot read Dante as a Catholic
reading a Catholic, whereas, as Seferis would have it: “The connection
Dante has with a human being is so strong and is expressed with such
tension that it breaks through the philosophical and theological boun-
daries of his time and supersedes the Christian canon™.

As I will argue in the second part of this essay, Seferis’ reading of
Dante as “superseding the Christian canon” should be born in mind
when interpreting allusions to Dante in the Greek poet’s verse.

Perhaps as a consequence of this humanistic worldview, Seferis
dedicates his essay on Dante to Ancient Greek allusions in the Divine
Comedy, an odd decision given Dante’s necessarily limited knowledge
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of the Ancient Greek world. Dante did not know Ancient Greek, and
his knowledge of Greek myth and literature was acquired through the
Latin tradition. Seferis, however, sees this as an advantage. These me-
tamorphoses of the Greek originals are all the more precious because
according to Seferis they permitted a 14" century European, via Dante,
to acquaint himself with images of Ancient Greece.

The first allusion is to Odysseus. Seferis points out that Dante’s
Ulysses is not Homer’s Odysseus. In Dante’s version of the myth,
Ulysses, having abandoned Circe, drowns far from Greece, near to
the equator. Seferis, following the Alexandrian poet Cafavy, is wrong
in attributing this ending to Dante alone. In fact, Dante’s version of
the death of Ulysses stems from a later Ancient Greek tradition. Thus,
in Strabo and also in Eustathios, Ulysses went to Iberia, and not far
from a Phoenician colony of Abdera founded the town of Odyssea or
Ulyssip or maybe even Lisbon ('Oivaircv). He then drowned in a
tempest off the Western coast of Africa®. In Dante Ulysses is described
as a cunning knave responsible for the destruction of Troy, mother of
Rome, and, above all, as the wily inventor of the Trojan horse. Thus,
together with his friend, the Achaean warrior Diomedes, he is con-
demned to burn alive in the particularly grim eighth rut of the eighth
circle of Hell.

And so Dante’s Ulysses states that neither his son, nor his father,
nor Penelope could prevent him from fulfilling his dream of experien-
cing the world, of becoming ‘del mondo esperto’”, of comprehending
human good and human evil. But, according to Seferis, this is precisely
Dante’s own dream: to understand the world. Later when Mohamed
asks Dante who he is, Virgil provides an answer: Dante is not yet dead
but rather Virgil is leading him through Hell ‘per dar lui esperienza
piena’®. Dante does not name the high mountainous tempest in which
Ulysses perished, but it is evident from the text that this is none other
than the mountain of Purgatory, inaccessible for Ulysses. The sinking
of his ship, ordained by the Lord, is inevitable?.

Another allusion to Ancient Greece, which Seferis comments on
in Dante’s text, is to the god Apollo. On leaving the tortures of Hell,
Dante ascends Mount Purgatory and waits before the doors of Pa-
radise. He does not know how to express his feelings, but there, all
of a sudden, he begins praying, not to Christ as one might expect,
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but in fact to Apollo. Commenting on this passage, Seferis returns
to his theme of Dante’s surpassing the limits of Christianity: “I find
the poetry of Dante so forceful that it surpasses all the canons of the
time and space of history”®. That is why, according to Seferis, Dante
needs a pagan god. Though in Christian theology Christ is both divine
and human, it is perhaps, following St. Thomas Aquinas’ theology, the
huge distance between Christ as a figure of the God-head and Christ
as a man that Dante stresses. Unable to pray to Christ, unable in ot-
her words to bridge the abyss that divides man and God, he prays to
Apollo. Despite never having been a man Apollo is more human, his
all-too-human actions and emotions reflecting the lives of real human
beings. Thus Apollo the divinity is rendered Apollo the man, and Dan-
te the Christian is conceived as Dante the humanist, transcending the
boundaries of the Christian worldview.

Unlike Seferis, T. S. Eliot does not stray from the framework of St.
Thomas Aquinas’ theology. For Eliot, Dante’s meeting with Ulysses in
Canto XXVI simply underlines the Florentine poet’s deeply Christian
thought. Ulysses and other such heroes once in Hell, are “transformed
in the whole; for the real and the unreal are all representative of types
of sin, suffering, fault, and merit, and all become of the same reality
and contemporary”®.

The last allusion to Ancient Greece in Dante as commented on by
Seferis is to the ship “Argo”. Here, in the final Canto of his “Come-
dy”, in the third and final book “Paradiso”, Dante meets Divine Joy
and Eternal Light. Suffused with superhuman impressions left upon
his soul by his visiting the After-Death-World, he compares the mo-
ment of his vision, the moment when he conceived the whole “Co-
medy”, with an event that occurred twenty-five centuries ago, in other
words when the god Neptune witnessed the first man-made ship sai-
ling across the sea. Neptune from the depths notices the ship’s keel
and startled emerges from the waves:

Un punto solo m’ ¢ maggior letargo

Che venticinque secoli alla ‘mpresa

Che fé Nettuno ammirar ’ombra d’Argo.!'®
One single moment only is greater oblivion for me
than five and twenty centuries to the emprise

which made Neptune wonder at the shadow of Argo.'”!
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The tension in the first of these three lines is between the momen-
tary and the hugeness of time. One moment in time has become to
Dante much greater than twenty-five centuries, the centuries that sepa-
rate what Dante feels now from what Neptune in much the same way
felt then. It is interesting to note that Dante and Neptune are in effect
changing positions. Dante is the man who has just completed his jour-
ney and bears witness to a greater level of understanding. Dante has
come to know things hitherto only open to the divine. Neptune on the
other hand is precisely such a divine being, a god. His astonishment
is at the intrepidness, the inquisitiveness of man, this being that could
dare to use the sea to travel and to discover distant lands. Argo, the
first ship, and therefore by extension man’s first journey, leaves this
god perplexed, astonished at man’s audacity and his inventiveness. So
here, towards the end of the Comedy, we see a merging of man and
god, with god astonished at man and man astonished at god/God and
all his works. And all this in an instant, in an insight, banishing time
so that a momentary vision, a paradigmatic myth reveals more of man
to god and god to man than twenty-five centuries of slow and steady
progress. “The summit of poetry” is Seferis’ laconic comment on these
three lines'®.

This humanistic, ancient Helleno-centric approach to Dante is ref-
lected in Seferis’ poems some of which I will briefly touch upon here:
“The Thrush”, “The Cistern” and finally “Engomi”. By the time he
wrote “Thrush” in 1946, Seferis was already being deeply influenced
by Eliot’s verse and so here, too, we find an abundance of allusions to
earlier texts. Following in the Dantean tradition he depicts a prophet
going down into the underworld'®. At the crux of the poem, verses III
13-14, he quotes Dante directly. Seferis’ words are:

...yiBvpot ptevol Kot dSuyacpuévol

7oV Pyaivav amd Tov AoV T GALO HEPOG TO GKOTEWVO. ..

...whispers that came cheep and are thirstful,

that come from the other side of the sun, the dark side...
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In Dante we read:
Non vogliate negar I’esperienza,

Di retro al sol, del mondo senza gente...'*

Wish not to deny the experience,
following the sun, of the world that has no people...'%

It is interesting to note, first, that Seferis here uses Dante in a Greek
context, the descent to the underworld, mirroring Odysseus’ descent in
the “Odyssey”. Second, we find Seferis following Dante in his empha-
sis on the human condition, the human tragedy. But Dante is simulta-
neously subtly altered. Thus, whereas in Dante this nether world is a
world of shadows, without people, in Seferis a few lines further down
we read:

Xdpeg TOL A0V KOl OEV PTOPELTE V' OVTIKPIVETE TOV MAL0

Xopeg 00 avBpdmov Kot dev  pmopeite v avtikpivere Tov
avipowmo...

Lands of the sun and yet you cannot face the sun,
Lands of man and yet you cannot face man.

Thus, for Seferis the distinction between the upper and the nether
world is blurred. Both are the realm of man, but a man that cannot
approach and understand his fellows human beings, and is therefore
left solitary, struggling and dehumanised. Unlike the last section of
Eliot’s “Waste Land”, for Seferis there is no Christian resurrection, no
transition to hope.

“The Cistern”, written in 1932, is Seferis’ earliest Dantean com-
position. It follows Dante’s eleven syllable metre with no fixed stress
pattern, a metre that since Dante’ period is regarded as the reference
metre of Italian poetry and which had earned a regular place in Greek
poetry only in the nineteenth century'®. As R. Beaton points out, this
poem in many ways mirrors Seferis’ novel “Six Nights on the Acropo-
lis”. Here, as in the “Thrush”, we witness a kind of descent to the un-
derworld, though this time in a more overtly Christian context. Thus,
in the “Cistern” the traditional Good Friday ritual is prominent: a pro-
cession carrying the Epitaphios, a flower-adorned effigy of the dead
Christ, parades through the streets!?’. This is Christ’s descent into lim-
bo, into Hades. In the “Six Nights”, Stratis and Salome make love in
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the basement of her apartment on the evening of Good Friday and then
go out and join the religious procession. Stratis says to Salome, “We’ve
damned ourselves today”, which could be construed as “We’ve been
to hell today”. This is connected to the epigraph for the “Cistern” that
Seferis retained until the very last moment, three lines from Dante that
describe the poet’s state just after he had passed the lowest pit of Hell:
leaving behind the sight of Lucifer, heading up from the underworld
towards the sun, but in a state of shock'®:

e s’io divenni allora travagliato,
la gente grossa il pensi, che non vede

qual & quel punto ch’io avea passato.'”

And if [ then became perplexed,
let the dull folk suppose it, who see not
what that point is which I had passed.

It is worthy of attention that one of the main and most important
themes going through the whole Seferis’ work and life is the Homeric-
Dantean descent into Hell''°. The poem “Thrush” also follows such a
plot: to return back home Odysseus has to descend into the world of
the dead and learn there his fate. The ancient myth became prophetic
for Seferis himself. In 1948, as a diplomat in Turkey, the poet visited
his native town of Smyrna, and more particularly the house in Ska-
la where he had grown up. The house, bequeathed to Seferis in his
grandmother’s will, was destroyed; another larger house that had also
belonged to his grandmother, had been completely rebuilt, and was
now inhabited by strangers. This was the only time in his life when he
witnessed for himself his own “world of the dead”. He never returned
again'!!,

Another poem that encapsulates this feeling is “Engomi”. In 1953,
on a visit to the prehistoric archaeological site of Engomi in Cyprus,
Seferis had the initial experience that would inspire his writing the
eponymous poem''2,

The form of this poem also reveals Dantean influence on Seferis.
The repeated motif of “I-self” with monotone descriptions harks back
to its Florentine progenitor:
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K1 eyd mpoydpeca mpog Toug avOpdTovs mov dovieday,
Yovaikeg K AvIpeg e T a&ivia o€ yovtdkia.

‘Htov o moAteio mahd teyyid dpdpot Kot omitio
Eexymplov Gov TETPOUEVOL LUMOVEG KUKADTOV...

K1 ey®d yopumAmoco to pdtior Hov Tpyvpo:

kopitowa {Opwvay, kot Lopn dev ayyilov

yovaikes yvEOave...

And I moved on towards those at work,

women and men digging with picks in trenches.

It was an ancient city; walls, roads and houses

stood out like the petrified muscles of cyclopes...

And I lowered my eyes all round:
girls kneaded, but they did not touch the dough
women spun. ..

The poem is Dantean not only in form, for example the recurrent
“KL gYd... K1 €YD...”, but also because archaeological work, the con-
stant act of digging out the past, the discovery of the dead world of an
ancient polis, is similar to Dante’s journey down to the underworld.

Furthermore, the erotic element in the poem “Engomi” also seems
to evoke Dante. Shortly after visiting Engomi Seferis wrote to the lite-
rary critic and translator Philip Sherrard about his experience:

“The diggers, mainly women, were digging. One of them a young
very beautiful girl was handling her spade with such a rhythm, that
one had feeling that her naked body was emerging out of the move-
ment — the actual Aphrodite”!*.

In the poem itself the description of this vision is at first both hu-
man and erotic. Seferis admires a beautiful naked female body:

To poAMd povpo YOVoLVTaY GTNV TPOYNALL, TO PPV
elyave T0 ETEPOVYIGUA TNG YEMOOVAG, TO. poLBOHVIL
KOPOpOTE TOVEO o’ To XEilo, Kol T0 GO0

£Pyave amd TO XEPOTAAELO EEYVUVOLLEVO
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pe T’ dyovpo Puld g odnynTpog,

¥0pOG aKivnTog.

The black hair spilled over the collar, the eyebrows
had the flutter of swallows, the nostrils

arched above the lips, and the body

emerged from the labouring hands stripped

with the unripe breasts of the Virgin,

a dance motionless.

But as the term “odnyntpa” suggests, the visionary moment is
expanded to become an epiphany, in which the pagan Aphrodite beco-
mes fused with the Virgin Mary, a composite emblem of love ascen-
ding to Heaven, a miracle which came and left; the poet adds, start-
led:

Tdpa 1 Ko ™G EAapTE Gov TO PEYYAPL
Kol TOTEVA TTOG O OVPUVOG NTAV 1 UNTPOL
oV TNV gyévvnoe kal v Eavamarpve, péva Kot pEog.
To o100 TNG peivay aKOUN LOPLOPEVIO
KoL xankay piee avaAnym.
O kdopog
Eovaywvotav Omg NToV, 0 O1KOG [LOG
LLE TOV KOPO KOl LE TO YDA
Her belly now shone like the moon
and I thought the sky was the womb
which bore her and took her back, mother and child.
Her feet remained marble still
and vanished: an Assumption.
The world
became again as it had been, ours
with time and earth.

This reminds us of the meeting between Dante and Beatrice, the
woman he admires more than any other, and who leads him through
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the spheres of Paradise. She is a real woman who Dante loved though
their love was never consummated, and at the same time, she is also
a goddess. As she approaches, a hundred angels sing ‘Benedictus qui
venis!’!3; that is ‘Blessed are thou that comest” which is only a slight-
ly modified version of Matthew 21:9: ‘Blessed is He who cometh’.
Virtually the same words are applicable to both Christ and Beatrice!'®.
Dante stands trembling in adoration before her. Virgil, as a pre-Chris-
tian pagan, can serve as guide no longer, and it is Beatrice who con-
ducts Dante through Heaven. Thus, we can note a similarity between
Dante’s vision of Beatrice and Seferis’ vision of the young archaeolo-
gist in the “Engomi”. Both are depicted as human and erotic, but this
vision is immediately transcended and they are then seen as divinely
beautiful, in Seferis’ case as an embodiment of Mary, the one who
shows Seferis the way (odnyntpa) to a rejuvenated time and a rene-
wed land, just as Beatrice led Dante into Paradise.

But there is a further point of contact between Seferis and Dante
here. Seferis believed that the Greeks were conservative in the sense
that they try to conserve what has been handed down to them'!”. Both
Christian and pre-Christian traditions continued to coexist diachroni-
cally. When going to church on Good Friday Seferis claimed that he
was not sure which god was being laid to rest there, Christ or Ado-
nis"®, “There is something in the light of our country, which makes us
such as we are,” he claims, “we, Greeks, are somehow specially close
to the universal”!"’. Here too then in his vision of the young archaeo-
logist in the “Engomi” Seferis is merging the Christian and the pagan.
Like Dante’s praying to Apollo, or Beatrice presented as both human
and divine, Seferis’ beautiful archaeologist is both woman and god-
like, both Aphrodite and at the same time the Virgin Mary. A vision
outside time, that recreates time.

In one of his articles the Cypriot poet and literary critic Michalis
Pieris refers to the poem “Engomi”, pointing out Seferis’ passion for
collecting allusions or voices from different worlds, from Euripides
and Aeschylus through Medieval and Renaissance images down to the
poets of modern times'®. In this poem then we can find both Greek
and Western-European voices because Seferis is conversing with
Chortatsis and Kornaros but also — as I have tried to explain in this
article — with Dante. It would be wrong to give precedence to Seferis’
allusions to Dante over the other influences on his work, but equally
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it would be misguided to ignore his use of the Florentine poet. In
Dante Seferis finds elements which nourish his own poetry: above all
the sense that the myths whether of the Virgin Mary or Aphrodite, of
Adonis or Christ that make up the Greek tradition into which he was
born are elements in a more universal understanding of the world. The
archaeologist is Aphrodite and is the Virgin Mary, if only for a fleeting
second, and this use of myth, or mythical paradigms, frames Seferis’
poetic vision. This, if anything, is the secret that the poet can reveal
through his verse, in the process transfiguring the world.

In conclusion, Dante was an author that both Seferis and also
T. S. Eliot read, commented on and used in their work. It is clear that
in using Dante’s work and writing about him, they reinterpreted him.
Our knowledge of Dante can — if we choose this route — pass through
our understanding of these two later poets. Thus whereas for T. S.
Eliot Dante is above all the climax of a Christian worldview, for Sefe-
ris Dante is par excellence not the Christian but the humanist, placing
man at the centre of all things, and viewing man’s brief existence as
a tragedy. It is this particular point that Seferis finds most interesting
in Dante. As Seferis himself explains, posing the questions: “to what
extent is the Underworld, which Dante visits, connected to the every-
day life of this world”; and, “how does this poet who lives and expres-
ses a vague vision of Hell, at the same time express intense feelings
and recollections from this real life”!?'.

In the “Cistern”, in the “Thrush” and also in “Engomi” the Un-
derworld and this world are equated. The “Cistern”, an all too real
place, is also the site of Seferis’ descent. But while the poem flirts with
the flickering lights of the procession, it ends on a pessimistic note,
facing the reality of the night, the death:

Mo 1 voyta dev ToTEVEL BTNV 0LYN
Kt m aydnn Cet to Bdvato va veaivel
€101, cav TV eAevBepn yoyn,

Hio 6TEPVO TOV SIOACKEL TN 61y

LEGO OTNV TOMTELD TN PAOYIGLEVT.

But night does not believe in the dawn

And love lives to weave for death



126 ANNA A. NOVOKHATKO

Thus, like a soul that’s free,
Is a cistern that teaches silence,
Within the city that’s all aflame.

Seferis returned to the site of Engomi where he had met his divine
archaeologist. But instead of Aphrodite or Mary he found only a ser-
pent sliding through the grass:

GTOV GO0 TOTO e TO AyooTd YopTdpt Kot T° ayKado

OOV YAMOTPOLGE EEYVOLOGTO Eva PidL,

omov £0devovve TOAD Kapd yio va meddvouv.
in that empty place with the sparse grass and the thorns
where a snake slithered heedless
where it takes a long time to die.

Serpent, guardian of the underworld, lording it over fallen earth.

I am grateful to Prof. Irina I. Kovaleva for all her help.



IEVA KALNINA (LATVIA)

Hellénu pasaules atspidumi Raina dailradé
Reflections of the Hellenic World in the Works of Rainis

The interest of Rainis, the Latvian greatest dramatist and lyricist,
most often was drawn to three segments in the culture of the past —
Latvian folklore, ancient culture and Goethe.

Rainis is filled with a life-long passion for the ancient world which
is reflected in his readings and studies of ancient sources, in the plays
he has conceived, as well as in his thoughts about the people of the
Ancient world, characters and plots. He notes that his most vivid im-
pressions from his schooling were gained from his reading works by
Homer, Aeschylus, Herodotus and Plutarch. He claims to be much less
impressed by the achievements of later authors.

How come that Rainis was so fascinated by ancient Greek culture?
There is no definite answer to that but it is evident that the unique char-
acter of his personality and mentality have played an important role.

Hellenic culture which over its 2000 years of history has lost
nothing from its power, was attractive to him as the origin of European
culture.

Rainis as social democrat was certainly attracted to the ancient
culture; he was an adept of the traditions and ideas of European So-
cial Democracy.

Rainis established tragedy as a genre in Latvian literature. He
was well acquainted with the history of the genre and considered
Aeschylus as the founding father of European drama of ideas which
was popular in the course of the 20" century. Rainis considered the
conflict in Prometheus Bound by Aeschylus as one with important
repercussions for the later tragedy genre: this conflict was distinctly
developed in his own plays. Rainis had a keen interest in the concept
of tragic fault which stems from Greek tragedies, as well as in the
perception and interpretation of it in different epochs. He was also
attracted to the idea of self-sacrifice in Greek culture, and this attrac-
tion is also reflected in his plays.
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LatvieSu ieverojama dramatika un lirika Raina (1865-1929) ska-
tienu visbiezak pagatnes kultlira piesaistija tris lielumi — latviesu folk-
lora, antika kulttira un J. V. Gétes dailrade.

Aizrautiba ar antiko pasauli — darbu lasiSana un studéSana, drama-
tisko darbu ieceres un pardomas par antikas pasaules cilvékiem, t€liem
un sizetiem — Raini pavada visu mizu.

Raina interese par antiko kultliru aizsakas jau skolas gados, kad
ving macas Rigas klasiskaja (vacu) gimnazija (1880—1884). Saja laika
vins apgist latmu un grieku valodu, lasa antiko filozofu un dramaturgu
darbus:

“Visstiprakie iespaidi man bija no sengriekiem: Homera, Eshila,
Herodota, Plutarha un lirikiem; no romieSiem man patika C&zars, Li-
vijs, Ovidijs, Katuls, Juvenals — ja, Horacijs neé. Grieku iespaids palika
visdzilakais arT péc, kad naca visa masa jaunlaiku rakstnieku.”!??

Gimnazija Rainis grieku un lattu valodu bija apguvis tik labi, ka
arT brieduma gados lidztekus antiko tekstu tulkojumiem vacu valoda
vins izmantoja grieku un latipu tekstus. Ta, piem&ram, vestulé Aspazi-
jai 1901. gada vins raksta no Slobodskas izstitijuma:

“Atsiiti “Antigones” grieku tekstu un Aeschylos “Prometeju”.
“Antigone” man ir Jelgava, “Prometejs” tev ir janopérk.”!?

Raina lugu skaita nav neviena pabeigta darba ar antiko sizetu vai
telu izmantojumu, vina dzives laika ir publicéti un uzvesti tikai plasa-
ki skati no nepabeigtas tragédijas “Kajs Grahs”. Bet lugu uzmetumos,
ieceréto darbu virsrakstos, piezimes (radamas domas), dienasgramatas,
vestulés un politiskajas runas Rainis visdazadakajos aspektos atsaucas
uz antikas pasaules, pasi grieku, kultiiras tradicijam, personibam, si-
zetiem, teliem. Hellénu pasaule Raini fascing€ ka Eiropas kulturas sa-
kotne, ka jauna un liela kultiira, kuras speks nav mazinajies 2000 gadu
laika. Lielaka nozime hellénu vesturei un kultiirai Raina dailradg ir
divos aspektos — dramaturgisko darbu principu izveidé un politiskajas
runas, kuras Rainis teica LR Saeima, bidams Latvijas Socialdemokra-
tiskas stradnieku partijas deputats.

Veidojot savus uzskatus par dramu, Rainis apglist pasaules drama-
turgijas klasiku un mégina izvertét 20. gadsimta un savu darbu novato-
rismu, salidzinot tos ar iepriek$€jo gadsimtu dramu.
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No grieku dramaturgiem Rainim tuvakais ir Eshils'*, kuru vins
verte augstak par Eiripidu un Sofoklu. Raini interesé ideju dramas, un
tiesi $ada aspekta vinam nozimigakais autors ir Eshils, kuru vins ierin-
do blakus Fr. Silleram, franéu klasicisma parstavjiem P. Korneijam un
7. Rasinam. No Eshila darbiem Rainim tuvaka bija tragédija “Saisti-
tais Prometejs”, kura vins$ saredz cilvéka milzigo drosmi sacelties pret
dievu noteikto kartibu cilvécibas varda'?. Visa dramas vésturé Rainis
saskata §Ts sacelSanas turpinajumu, ari vina tragédiju varoni izvirza
un cens$as aizstaveét jaunus humanakus likumus, priek$status, normas.
Raina uzskati par Prométeju sasaucas ar Eiropas literatiras sastopamo
Prométeja tela koncepciju, kas redzama J. V. Gétes, Voltéra, Dz. Bai-
rona, P. Sellija, A. Slégela darbos.

Raini dzeja un drama interes€ja dazadi cikli, dzejolu krajumu un
lugu kopas, to saistiba. Pieméram, dzejolu krajums “Dagdas piecas
skicu burtnicas”, ko Rainis sauc par romanu dzejolos, sastav no 5 atse-
viskam dalam, gramatam “Addio, bella”, “Casku vardi”, “Uz majam”,
“Sudrabota gaisma”, “Meéness meitina”, kas veido vienu veselumu.

Lidzigi vin§ mégindja grupét arT savas lugas (pieméram, trijotne —
“Janis Virs”, “Ils”, “Miiziba”, éetrotne — “Ziles vests”, “Durbes darbs”,
“Zemgales gals”, “Imanta ausma”)'?®, Te vina piezimg&s ka viens no pa-
raugiem noradits Eshils un tragédiju cikls “Orestija”:

“Eshils arT lielaks makslinieks par Sofokli, jo §is nesaprata trilo-
giju ka organismu, lielako, kads ir dziva pasaul€, un tomeér nespgja
nodibinat viendramu, jo vina trTs dramas viena diena nebij pietiekosi
apmeérigas, lai dotu apalu un bagatu izaugSanas dramu, kadas ir masu
vakarus pildosas.”!?’

Vel asak Rainis ieraksta 1911. gada 1. septembra dienasgramata:

“Ka Sofokls iznicinajis sakaribu starp vienas [dramas?] tetralogiju,
nau solis uz prieksu, bet atpakal. Drama, kuras trilogija bija tik trTs da-
las, un kura bija lieliska caur visas dzives apnemsanu, ko grib paradit
Sillera un Sekspira drama, tika saskaldita, lieliskums tika atnemts un ap-
tverosas dramas vieta stajas “skati no dzives”, ka misu realistiem. Pats
dramas princips tika iznicinats, jo trilogijas dalas nau daudz lielakas
par miisu célienu, piem., Sillera “Don Karloss”, “M[arija] Stjuarte”.
Par to nu sauc Sofoklu par lielu; n&, Eshils ir liels.”'?
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Eshila sizetiski saistita trilogija “Orestija” Rainim ir paraugs kon-
sekventai dramas idejas realizacijai. Grieku autora darba nozieguma
un atriebibas probléma skatita cilvéku un dievu, pagatnes, tagadnes un
nakotnes tradiciju dimensija, kur apSaubiti un lauzti “pasauls balsti”
(Raina apzim&jums luga “Jazeps un vina brali”’) un ir realizéta “filozo-
fiska formula notikuma”'?’.

Rainis ir tragédijas zanra iedibinatajs latvieSu literatdra, un vins§
tragediju uzskata par nozimigako literatliras zanru:

“Drama ir dzives raditaja, ir viru darbs un dievu darbs, pasaules
radiSana. Drama augstaka veida ir trageédija, tapat, ka dzivibas augsta-
ka forma ir tragika.”'*°

Vigs rupigi ir pétijis Aristotela “Po€tiku” un par vienu no butis-
kakajam Aristotela izvirzitajam trag€dijas pazimém uzskata tragisko
vainu. Rainis ir daudz domajis par to, kas laiku griezos ir saprasts ar
tragisko vainu un ka ta izpauzas vina lugas:

“Grieku tragiska vaina bij sacel$anas pret likteni, fatumu.

Kristigas, S. [Sekspira vai Sillera] un modernas tragedijas vaina —
noziegums vai greks pret sabiedribu, dieva vai cilvéku likumiem.

Man tragiska vaina — noziegums pret sevi, atkapSanas no savas
parliecibas, skaidribas, no cipas un no uzvaras.”!3!

Visspilgtak tragiskas vainas kategorija iestradata Raina tragédijas
“Indulis un Arija” un “Jazeps un vina brali”.

Protams, Raini antikaja drama interesé mitologijas izmantojums,
vina lugu pamata ir latvieSu un arzemju mitu, tautasdziesmu, pasaku,
teiku t€li un motivi. Iecerot lugu “Dievs un Velns” (luga palikusi iece-
res Itmeni), Rainis raksta:

“Dibinat latviesu mitologiju, salasot gabalus no vecam teikam. Ta
darTja Eshils, arT velak dzejnieki.”'*

Raina lugu radamajas domas, ieceres, piezimés hellénu klatbiitne
ir jitama vienmer.

Aizsaktas vai tikai virsrakstos min&tas lugas par hellénu teému Rai-
na dailrad€ ir “Sokrats”, “Aleksandrs”, “Latvis — Aristofans”, “Lat-
vis — Menandrs”, “Daphnis un Chloe”, “Aleksandrs Abonoteihos”,
“Menandrs”, “Aristofans”, “Pasaku Aristofans”, “Demetrius” (Faléru
Deémetrijs).
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Visbiezak pieminétais filozofs Raina darbos un viena no vinam tu-
vakajam personibam kultliras vEsturé Rainim ir Sokrats. Nedaudzajas
rindinas, kas uzrakstitas lugai “Sokrats”, galvena ideja ir:

“Pasaules liizums ir iekS Sokrata. Te sakas jaunais laiks.
Aleksandrs, Kristus tik izvedgji.”!3

Toties visnoturigaka interese Rainim bijusi par Aleksandru Lielo,
darbu pie lugas vins aizsacis 1915. gada, kad rapigi studgja Plutarha
darbu vacu tulkojuma. Pie domas, ka vajadzetu rakstit lugu par Alek-
sandru, vin$ atgriezas vairakkart, bet pirmie iespaidi par Makedonijas
Aleksandru saglabajusies no bérnibas. Vecaku majas, béninos, glabajas
12 gleznu reprodukcijas ar Makedonijas Aleksandra dzives ainam, no
§1 laika Makedonijas Aleksandrs ir Raina milaka vesturiska personiba.
Bérnibas iespaidus Rainis fiks€jis viena no saviem dzejoliem:

“Bet dienas vidi, kad apklusis viss, z&ns Serpulos kratits,

Augsgja stava zogas, viss tukss un skan —

Tur kakta:

Zeltitas ietver€s, smagas, un stiklos divpadsmit gleznas:

Lielais Aleksandrs, un gleznotajs Rafagls lielais —

Brinums un skaistums, un noslépums, uzvaras gaita.

Visu pasauli appemt, talak, vel talak, kas tur?”!3*

Ar Aleksandra t€la palidzibu Rainis luga grib&ja risinat sev tuvo
lielas personibas — génija un vestures procesa attiecibu tému:

“(G3enijs sava rakstura un dzivé savieno nesavienojamas ipasibas,
tadel vins doma, ka nesavienojamas lietas var tapt savienotas arl ar-
pasaulé. Vins partakse pasauli, jo pats liels un skaita citus lielus. Vina
mérkis gandriz vienigi: pasaules apnemsana un savienosana. Vins vie-
nigais ka dievibas ideja.”'

Lidzigas iezimes Rainis cenSas ielikt arT Aleksandra t€la:

“Vin$ sagatavo jauno pasauli, salauz starpsienas.”!

Rainis Aleksandra t€la Tpasi cenSas uztvert ziedoSanas ideju. Te
Rainis 1915. gada saredz jaunu iezimi savai dramaturgijai:

“Drama nau bijusi ka galvena ideja: ziedoSanas. Varoni gajusi boja
griekiem, Sekspiram, pat Silleram aiz patigam kaislibam, parmé&ribam,
vainam. Bet man vini uzgemas vainu, kuras dg| ies boja, brivpratigi,
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ar skaidru apzinu par naves sekam, ne aiz savas kaislibas vai patiga
noliika, bet aiz gribas, darit labu visparibai, aiz ziedoSanas.”'*’

Visplasak ziedosanas ideju Rainis apcer iesaktaja luga “Alek-
sandrs”, bet jautajums par ziedoSanos ieskanas ar1 vina pabeigtajas lu-
gas. Tas nav lugu pamatjautajums, bet ziedoSanas ir Jazepa aizieSanas
butisks motivs tragédija “Jazeps un vina brali”, pie kuras Rainis $aja
laika strada. ArT tragédijas “Krauklitis”, dramatiskas poémas “Dauga-
va”, trag€dijas “Mila stipraka par navi” personazi ziedo savu dzivibu
kadam talakam merkim. Luga “Jazeps un vinpa brali”, tapat ka lugas
“Aleksandrs” uzmetumos, viena no galvenajam problémam ir dazadu
pretstatu savienoSana — piedot un sodit, juds un &giptietis, aizmirst un
atcergties.

Raina pabeigto un nepabeigto lugu sasaiste ir loti cieSa, ieceres
regulari papildina cita citu.

Nepabeigtaja luga “Aleksandrs” Rainis uzsver domu, ka Alek-
sandram ir nopelni ka hellénu kultiiras saglabatajam un izplatitajam,
bet paSas grieku tautas nelaime ir tas nesp&ja augstakas idejas varda
apvienot pretrunigas polisu intereses. Nesp&ja vienoties ir vienigais
aspekts, ko Rainis kritiski vertgjis hellénu vesturg, un sads vertejums
sastopams tikai luga “Aleksandrs”.

Raina piezZimés (radamajas domas) redzams, ka vins intensivi ap-
cergjis iesp&ju rakstit jaunu komédiju. Raina pirma luga un vieniga
komédija ir luga “Pusidealists” (1896), bet lugu kopas un uzmetumos
redzams, ka par komé&dijas zanru vin$ domajis 20. gadsimta sabiedris-
ko notikumu konteksta. Raini no pasaules kom&diju autoriem visvai-
rak interesgjusi Aristofana un Menandra darbi.

Raini Aristofana lugas saistija to sabiedriska aktualitate un iespgja
likt dieviem nokapt no debesim un iesaistities zemes likstu risinasana.
Raina komédija, protams, darbotos latviesu dievi. 1911. gada socialde-
mokratiskas noskanas veidota lugas uzmetuma “Latvis — Aristofans”
vins raksta:

“Olimps ar saviem dieviem ari, ka vadons visiem morituriem. Vini
un latviesu dievi pazaudg, bet piemina paliek muzigi, ka paraugi.

Zelta telam kristigie dievi, arT barbari, pret tiem pazaudgja olim-
piesi. Tagad tie pazaud@s pret stradniekiem — barbariem.

Lai tagad senie varoni palidz stradniekiem un dievi kungiem.”!3
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Uzmetuma tragédijai “Sokrats” Rainis izvirza Aristofanu par
Sokrata galveno pretinieku, tadejadi atsaucoties uz Aristofana kome-
diju “Makoni”. Iesp&jams, ka Raina labvéligo spriedumu par Eshilu
ietekmgja Aristofana komédija “Vardes”.

Raina uzmanibas loka nonaca arT Menandra darbi. Tas apliecina,
ka Rainis ir sekojis 1idzi notikumiem klasiskaja filologija, jo garaki
Menandra tekstu fragmenti publicéti tikai 19. un 20. gadsimta mija —
1891. gada V. K. Jernstets Krievija izdeva divu Menandra kom&diju
fragmentus, kurus 1855. gada Sinajas pussala bija uzgajis arhiman-
drits Porfirijs, savukart 1905. gada francu zinatnieks G. Lefevrs senaja
Afroditopol€, Nilas kreisaja krasta, atrada vél apjomigakus Menandra
darbu fragmentus'®®. Aizsaktaja komédija “Latvis — Menandrs” Rainis,
raksturojot jaunatisko komédiju, raksta:

“Grieku komédijas gluzi svesas mums, bet iespaids.

Raksturi, morale, sentences viegli atminamas, valoda, logiska
uzbiive, vienkarsa darbiba, asums. [..] Griekiem raksturi reali, bet
kontrastos!”'4

1913. gada piezimés vin$ apdoma, ka tad menandriska tradicija
varétu izpausties latviesu luga:

“Miisu komédija. Menandriska.

Labi der mazam skatuvém.

Atrast miisu laika galvenos tipiskos raksturus, tipiskos notikumus,
tipiskie netikumi, tipiska morale.

Atdzivinat vecu formu, radit jaunu.

Labumi: 1sums izvedams. Kinematografs. Visur izradamas, arT ma-
zas skatuves, var darit moralisku un politisku iespaidu.”!*!

Notikumi, kas atbilstu menandriskai komédijai, biitu: “Cipa ap
banku. V&l&sanas pilsétas domé. Biedribas dibinasana. Streiks.”!*?

Rainis neuzraksta vairs nevienu komédiju, bet vina meklgjumi ko-
meédijas zanra liecina par vienu Raina dailrades iezZimi — dramas zanra
vins nemitigi mekl€ jaunus izteiksmes veidus, sekojot principam “sena
dziesma — jaunas skanas” (lugas “Uguns un nakts” moto).

Ciena pret antiko pasauli, tas rosinoSie impulsi ietekm&a visu
Raina dailradi, bet ne tikai to — antikas pasaules apbrina redzama ari
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Raina politiskajas runas. Vina dailrade un sabiedriska darbiba vienmér
bijusas ciesi saistitas.

Nodibinoties Latvijas valstij, Rainis uzskatija, ka vina pienakums
ir aktivi iesaistities politiskaja darbiba. Politika vinu neinteres€ja ka
pragmatiska ikdienas darbiba — vina uzmanibas centra bija politika ka
perspektivu ideju istenoSanas iesp&ja!®’. Rainis bija gan Latvijas Sa-
tversmes Sapulces (1920-1922), pirmas vispargjas velesanas veletas
tautas parstavniecibas deputats, gan Pirmas un Otras Saeimas deputats
(1922-1928). Nenoliedzami, Raini antika kulttira saistija arT ka social-
demokratu, attiecksmé pret antiko kultiru vins$ seko Eiropas socialde-
mokratiskas domas tradicijai.

Rainis Latvijas Republikas Satversmes sapulcé un Saeima teica
seSpadsmit runas, bet, budams izglitibas ministrs un socialdemokratu
deputats, teica apméram divsimt runu stradniekiem, partijas biedriem,
skolotajiem, skoléniem, studentiem u. c. Visvairak alliziju uz antiko
kulttiru ir Satversmes un Saeimas sapulces runas, ka arT uzrunas, re-
feratos, lekcijas, kas veltitas jaunatnei. Sadu atsau¢u nav tekstos, kuru
adresati ir stradnieki.

Tikai paris Raina izteikumos pavid hellénu politiska vesture. Sava
pirmaja runa Satversmes sapulces 1. sesijas 20. s€dg, skatot Amnesti-
jas likumu, Rainis, atsaucoties uz grieku pieméru, skaidro amnestijas
biitibu:

“Veco grieku liela gudriba politika — un es politiku nemu kulture-
la zina — bija ta, ka vini $adus aktus sauca par nepiemingSanu. Tagad
vinus parasts saukt par apz&losanu. Sis vards ir pilnigi nepareizs, jo
biezi vien apzglotaji ir bijusi vairak vainigi neka tie, kas launos darbus
darTjusi, un labi biitu, ja m&s ne tik vien ar muti, bet arT ar sirdi sauktu
So aktu par nepieming$anu, lai blitu sp&jigi zinama kopiba radit jauno
darbu — Latvijas jaunbaivi.”'*

Savukart, diskutgjot par prezidenta institiicijas ievieSanu, Rainis
atzist, ka abas vina augsti vértétajas sabiedribas — Atenas un Sveicg, ari
senaja Roma tas ziedu laikos — nebija prezidenta, modernas republikas
prezidenta institlicija ir parmantota no monarhijam, bet “ka tads [pre-
zidents — 1. K.] nav vajadzigs, to rada agrakas republikas, kuras par-
sp&j kulturela zina modernas republikas.”'** Rainis ka socialdemokratu
parstavis uzsver, ka pilsonisko partiju ieviestais prezidenta amats, ku-
ram biutiskakas ir reprezentativas funkcijas, atri var parversties par
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ierastu ierédna amatu, bet pats prezidents par rautu un autobraucgju
varoni. Prezidentu vin$ redz ka “kulturelu garu”, kas “var dot kul-
turelas mantas”, jo “me&s ka valsts varam pastavet tikai tad, ja esam
kulturela valsts, un kulturela valsts meés varam bt tikai tad, ja esam
demokratiska valsts.”!46

Rainis grieku kulttras vésture saskatija butisku un aktualu pieredzi
Latvijas attistibai. Pec Raina domam, Griekija (precizak, Aténas) bija
maza valsts [1dzigi ka Latvija. Vins uzskatija, ka labaka valsts iekartas
forma ir demokratiska republika. Sveice, tas konstitiicija un demokra-
tiskas tradicijas bija Rainim paraugs tagadng, bet Griekija ar pilsonu
aktivo Iidzdalibu valsts dzivé un bagato kultiiru bija paraugs pagatné.

Grieku kultiira radija jaunu kultiiru, kas ir viens no Eiropas kulta-
ras pamatiem. Rainis uzskatija, ka Latvija ir pirmreiziga situacija — ir
radusies jauna suveréna valsts, kas sakusi veidot jaunu kulttiru. Latvi-
jai ir jaieklaujas Eiropas politika un kultlira, un maza tauta (nacija) ir
pamanama Eiropa un paliek cilvéces atmina tikai tad, ja ta ir radijusi
nozimigu kultliru. Apspriezot Saeima 1926./1927. gada budzetu, vins
saka:

“Atenas deva nedaudz gados to kultiiru, no kuras tagad mes varam
dzivot. Aténas bija demokratiska valsts, vinas tauta bija demokratiska
tauta. Kad skatamies tagad atpakal uz vesturi, tad redzam, ka gandriz
visa Griekijas vesture bijusi tikai, lai sagatavotu [augsni] prieks lie-
liem kultureliem darbiem, radoSiem darbiem, lieliem makslas darbiem.
Griekija bijusi tikai, lai bitu Homeérs, lai biitu Eshils, lai butu Sofokls,
lai butu Fidijs, lai biitu Platons. Tie palikusi no visas Griekijas pari —
nekas cits. Ja m&s gribam ieiet Eiropas tautas ka lidztiesigi locekli, tad
mums jaiet tur ieksa ar saviem kultiras darbiem.”!?’

Rainis uzskata, ka p&c Latvijas Republikas izveidoSanas gan valsts
Itment kultiirai, gan individa [imenT garigai dzivei ir pievérsta parlieku
maza uzmaniba, bet rakstnieks doma, ka periods péc lieliem sabiedris-
kiem satricinajumiem ir pats radosakais kulturalai darbibai (literatiru
Rainis atzist par nozimigako kultiiras dalu). So atzinu vina veidojusi
grieku kultiiras vesture:

“..m&s stavam tan laikmeta, kad tauta savu ienaidnieku padzinusi,
ir tikusi no jlga vala un kad vinai jauna dzive jauzbuve. Bet pie tam
arT beidzas viss. Grieki talit p&c persu padzisanas iesaka savu jaunbiivi
un strauja tempa veica to, kas varbiit gadu tiikstoSos nebiitu panakams.
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Grieku maksla ir no kada V [gadu] simtepa [idz apmé&ram III gadu
simtenim. Ap Aleksandra laiku maksla jau puslidz beidzas. Tatad tik
1sa laika grieki piepildija tos neizsmelamos makslas templus.”!4®

Latvijas péckara situacija, kura vienus interes€ja atras pelnas ie-
spgjas, bet citus uztrauca nabadziba, dzejnieks ironiski jauta:

“Visas griitibas, protams, ir finansielas dabas, bet vai griekiem
Aténas nebija finansielas grutibas?”!%

Rainis uzsver atskirigo pilsonu attieksmi pret kultliru Aténas un
Latvija:

“Varbiit viens otrs no miisu no pilsoniem jau tagad pabalsta misu
makslu, bet diemzel lielaka dala tiek uzturéta vienigi no valsts lidzek-
liem. Valsts nevar daudz darit. Se biitu pilsonu pienakums palidzét,
ja vini grib saukties par demokratiem. Pieméram, Aténas bija ta, ka
visu makslu pilsoni turgja uz saviem pleciem un valstij neko nepiena-
cas maksat. Tas nu butu tas ideals arT mums, bet no ta més esam vél
talu.”!s°

Rainis uzskata, ka literatiira un kultiira nemitigi mainas, tas nevar
bt sastingusas. leprieksgja literatiira — grieku, romiesu, Rainim tuvais
P. Korneijs, Z. Rasins, J. V. Géte, Fr. Sillers u. c. — ir tikai tagadnes
literatiiras ierosmes avots un virzitajspeks. Vins ir parliecinats, ka spe-
ciga un nozimiga ir tikai ta literatiira, kas interes€ un aizrauj jaunatni,
“es gribu .. teikt, ka v@sture tieSam ir bijis, ka jaunatne ir bijusi kultd-
ras nesgja”’>! un “kultiras nesgjas ir jaunas tautas”'*>. Rainis uzskata,
ka cilvéks jauniba uzraksta tos darbus, kam ir lielaka ietekme uz sa-
biedribu un literatiru, teiksim, ka spilgtu pieméru ving min Fr. Sillera
tragediju “Laupitaji”, bet jaunas iezimes literatira rodas tautas, kuras
notiek nozimigas sabiedriskas un garigas parmainas. Rainis plasa kul-
tarvesturiska konteksta apliiko arT grieku kultliru:

“Grieku maksla ka tada [idz Aleksandriskam laikmetam ir skaidra
jaunatnes, ne tik daudz, ka vina bijusi jaunu cilvéku radita, bet vinas
vispargjais raksturs ir jaunatnes raksturs. Vina ieksa ir tik daudz svai-
ga, cilvéciska, aizraujosa, kada var biit tikai jaunatnei, tada nesavtiba,
idealisms, atsaci$anas no blakus nodomiem, maksla makslas de].”!%?

Sada aspekta Raini interesé eposi “Iliada” un “Odiseja”:
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“Jau Homéra “Iliada” un “Odiseja”, abas ir jaunibas dzejas.
“Iliada” ir jaunaku un “Odiseja” — vecaku cilvéku dzeja, bet abam ir
tads svaigums ieksa, kads var bt tikai jaunatnei.”'s*

Rainis salidzina grieku epus ar latvieSu tautasdziesmam, kuru lie-
lakais dziesmu masivs raugas uz pasauli jauna cilvéka, visbiezak jau-
nas sievietes, acim'>>.

Raini Tpasi mulsina “Iliada” — vin$ ir pilnigi parliecinats, ka to ne-
var biit sarakstTjis vecs sirms cilveks, ka ierasti tika raksturots Homérs,
un vins netic, ka abiem epiem biitu viens autors, uzskatidams, ka abi
epi ir patstavigi makslas darbi, nevis rapsodu apkopojums:

“Homers biis pardzejojis sava laika dziesmas un radijis vienu lielu
darbu,”’*® un vins§ ir “jaunas kultiiras nesgjs”'>’.

Rainis uzskata, ka grieku autori — Eshils, Sofokls un Eiripids — ge-
niali savos darbos iemiesojusi jaunas kulttras garu, kas precizi atbildis
jaunatnes centieniem:

“Vini stavgja jaunas kultliras z&luma, vini bija vinas nesgji, vinas
izteic&ji. Nesgji bija pasu grieku jauna paaudze.”'

Tapat Rainis doma arT par Latviju — tas jaunas kultiiras un demo-
kratijas veidotaja biis jaunatne, un literatiras vesturé paliks tikai tie
rakstnieki, kas izteiks 20.—30. gadu jaunatnes centienus un ilgas.

Raina politiskajam runam hellénu pasaule dod plasuma, vesturis-
kas perspektivas un kultliras nozimibas izjitu.

Ka rakstnieks un politikis Rainis redzgja Latviju un tas kultiru
Eiropas kultiiras telpa, kuras vienojosais pamats ir antika pasaule.

Antikas pasaules, it Tpasi hellénu pasaules, t€li un autoru darbi ro-
sindja Raina izteli, veidoja vina filozofiskos un makslinieciskos uzska-
tus, palidzgja vinpam formul&t problémas. Tie arT bija darbi un personi-
bas, kam Iidzinaties.
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Grieku mitologijas motivi Aspazijas dzeja

Motifs of Greek Mythology in Aspazija’s Poetry

Aspazija (from Aspasia of Ancient Greece) has been one of the
leading Latvian poets who have followed the European tradition in
using images and concepts of Ancient Greek culture, especially mytho-
logy, to express ideas of her own time. From early on, the Bible and
Greek myths have been the two main sources that shaped the future
poetess. There are many motifs of Greek mythology in her poetry. The
image of Muse who embodies beauty in contrast to the harsh reality,
appears already in her collections.

Prometheus plays a special role in Aspazija’s writings as this cha-
racter has been mentioned throughout her poetry at various stages of
its development. At first, Prometheus is impersonates self-sacrifice to
a shared idea for the sake of a greater common good, the readiness to
rebel against the conventional order and to suffer in the name of an
idea. Later, Prometheus (just like Apollo) reveals the single-minded-
ness and imperfection of social ideas in contrast to the diversity of spi-
ritual life. Subsequently, Aspazija was also interested in pre-Christian
manifestations of the idea of the divine sacrifice — in ancient myths
and ritual traditions. In her poetry, this interest manifests itself in the
characters of Prometheus, Adonis and Helios. The social dimension of
these characters is closely intertwined with the spiritual one. Helios
is the saviour of his time and also the creative fire, the prototype of
existence.

The image of wanderer, adventurer which goes hand-in hand with
the spiritual aspirations of the intellectuals of a new nation, has a
special place in classical Latvian literature. In Aspazija’s poetry, such
characters are Argonauts sailing across the seas in their quest for the
Golden Fleece. In her two poems The New Argonauts, they symbolize
the quest for all things new and still unfound. In the first poem, the
main emphasis is placed on the social aspect — the searching spirit
is indispensable in all times to all nations as a precondition for de-
velopment. The second poem, however, speaks about the ‘voyage of
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spirit’— towards the within which is by no means less dangerous and
less important than the outward one.

Motifs of Bacchanalia also play an important role in Aspazija's
poetry. Pan, Bacchus, maenads and the vision of Bacchanalia are en-
tangled with witch-related imagery and stand for an infatuation with
the pleasures of life, the demonic roots of humans. Phoenix, mean-
while, represents the rebirth from the ashes of demonic self-destruc-
tion.

The motif of the divine symposium, man s longing for gods’ feast —
nectar and ambrosia — symbolize the wish to transcend the limitations
of human abilities, and also the opposition between the ideal and rea-
lity, longing for fulfilment in love.

Several other mythical characters, such as Penelope, Iphigenia,
Orpheus, Circe, Eros and others, have been used by Aspazija to con-
vey personal feelings in various situations.

Aspazija ienem vienu no vadosam vietam to latvieSu dzejnieku
vidi, kas sekojusi eiropeiskajai tradicijai — izmantot sengrieku kultai-
ras, Tpasi mitologijas, t€lus un jédzienus sava laika ideju izteik$anai.
Bibele un grieku miti ir divi avoti, kas jau b&rniba vinu veidojusi.

Aspazijas dzeja ir daudz grieku mitologijas motivu, $aja raksta ie-
spejams apliikot tikai butiskakos. Jau agrinajos dzejolos paradas Mi-
zas t€ls, kas iemieso dailes pretstatijumu skarbajai realitatei. No vienas
puses, Miiza pacel pari “mazam ikdienibas raiz€ém”, sniedzot mierina-
jumu. Vienlaikus Miiza apslépj dzejnieka acim dzives istenibu. Tacu
dzejniekam nav tiesibu lauties $adai atrautibai no realitates:

“Rau, bada, izsalkuma balsis

No sapniem mani spgji trauc,

Un skati riebigi un driimi

Man dailes spozas gleznas jauc.”'’

Dzejniece apsiidz sevi ka noziedznieci, jo atstajusi vél neizpilditu
lielo dzives uzdevumu. Te izpauzas 19. gadsimta beigdm raksturiga
ideja, ka arT makslas galvenais mérkis ir palidz&t lielo socialo parmai-
nu sagatavosana; tai nevar but kadi citi, autonomi méerki.

Veélaka laika dzeja $is jaunibas radikalisms ticis parvertéts. Cilve-
cei vajadziga arT daile. Tas neizslédz makslas socialo funkciju. Tiesi
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cilvéces gariga apgaismosSana ir makslinieka liela sabiedriska misija.
Neraugoties uz skérsliem, Miiza

“..visas tautas malas apstaiga.

Ta visur gara gaismas s€klu kaisa

Un cilvéci no tumsas saitém raisa.”'®

Aspazija tatad paliek ieskatos, ka makslai javeic nozimigi sabied-
riski uzdevumi, un tikai vélak vipa tos maina, uzskatot, ka makslai
vairs nav pienakuma tiesi iesaistities sociali ekonomisko problému ri-
sinasana, bet gan jaizvirza augstaki ideali cilvEcei un tautai.

Tadgjadi ir tikai likumsakarigi, ka Tpasa nozime Aspazijas dailrade
ir Prométeja t€lam, kur$ vijas cauri visai vinas dzejai dazados attisti-
bas posmos. Vispirms tas personific€ ziedosanos socialai idejai par vi-
sas cilvéces labumu, kuras d€l cildena personiba gatava sacelties pret
pienemto lietu kartibu, ciest sapes un nest upurus:

“Ka dzelzu stieni stiprie locekli, (..)

Bet viss vins sviedriem klats un putekliem, (..)
Vins siitits nak no visiem vargdieniem.

Vins nak ar visu ciesto parestibu, (..)

Vins nak ar iedegusos pretestibu.”!®!

Piekta gada revolcijas iespaida Prométeja nesta uguns nav “balta,
rama miera uguns”'%2, bet sarkans deglis, kur§ iemests vecas pasaules
gruvesu kaudzg. Sis sacel§ands process nenovér$ami saistits ar tradi-
cionalo morales normu parkapumu:

“Es nebijos greku izdarit:

Es zagu! (..)

Jo pasauli, auksto pasauli

Es gribu sildit ar vinu [ar nozagto uguni]!”!%®

Protams, Aspazija neatbalsta zadzibas burtiska nozimég, tacu, ma-
nuprat, atbilstosi laikmeta sabiedriskajam noskanam te izpauzas izjita,
ka morales normu parkapums kadu augstaku idealu varda ir attaisno-
jams.
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Sava talaka attistiba Aspazija nepaliek pie $adas viennozimigas at-
tiecksmes. No vienas puses, arT velaka laika dzeja apliecinats Promé&teja
kriitts mitoSais

“Romantisks dveseles c€lums, kas sevi liek ziedot prieks
citiem,”!¢4

kur§ dazados laikmetos izpauzas argji atSkirigi, bet saturiski ne-
mainas:

“Uguns reiz atrauta dieviem un nonesta tumsaja zeme.

Miizam ta spidés un degs laiku un laikmetus cauri.”'®’

Tacu, no otras puses, Prométeja (arT Apollona) t€ls atsedz socialas
idejas vienpusibu, nepilnibu pretstatd gara dzives daudzskautpainibai.
Varoni iet caur dzivi prométejiska spozuma:

“Tiem cel$ sev mérkis — nav cita aiz ta,

Tie pateiks, cik dzive skaista.”'¢

Stiprie cinitaji vienmér att€loti ka zinamas ieksgjas ierobezotibas
iemiesojums:

“Ne ilgu domu! (..)

Tik, asi tverot,

Tie izpilda lomu,

Ka, debesus verot,

Tver Apollons loku!

Ka zila upe tek dzive garam.”!'?’

Kad bus izdedzis viss “prometejiskais kvéls”, naks dzejnieks —
gara dzives parstavis, kur§ necinas argjas cinas:

“Vin$ nedara cita neka,

Vins tikai pasaules dvéseli apsarga, (..)

Vins pateiks, cik nave skaista.”!6®

Sis gara cel§ tatad aizved pari socialajai cinai, kas ir pati sev mér-
kis. Pasaules dveselei vajadzigs vel kaut kas “aiz ta”. Naves jédziens
te ietver nevis iznicibas, bet muzibas klatbutni.

Sada virziena transformgjas ari Prométeja t€ls, socialajai dimen-
sijai cie$i savijoties ar garigo. VElaka dailrades posma Aspaziju 1pasi
interes€, ka dieviska upura ideja izpaudusies jau pirms kristietibas —
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seno tautu mitologija un ritualajas tradicijas. Sada funkcija izmantoti
arT Adonida un Hélija t€li. Dzejniece zinamu laiku aizraujas ar filozofa
Teodora Celma popularizéto domu, ka Kristus kults izaudzis no seno
tautu auglibas kultiem, kuros kada dieviba tiek upuréta, bet pavasari
atkal atdzimst, simbolizgjot dabas atmosanos jaunai auglibai.

Adonida naves telojuma spilgti izpauzas §1 rituala upura ideja —
vina miesa gul, sagriezta blodas, asins lejas traukos'®. Nav butiski,
kada varda tiek nosaukts Sis pestitajs speks, kurs reprezenté dabas un
cilveéku sabiedribas miiZigo atjaunotni:

“Dzimst vienm@r mesijs, apsveikts zvaigznu koru, (..)
Lai saukts par Indru, Heliju vai Horu,
Ikviens tie savu laiku atpestis.”!”

Vilktas tieSas paral€les starp Kristu un seno tautu pérkona un sau-
les dievibam. Nepublicéta uzmetuma “Atravies Prometejs” Promé&teja
un Kristus t€li sapliist viena:

“Dievs tomér naktu un uz zemes mistu.
Laudis to no jauna krusta sistu.”!”!

Pasaule nenovérte dievisko upuri, bet tas nemazina ta jégu. Cita
nepublicéta uzmetuma HElijs ir radosa uguns, var€tu sacit, esibas
pirmveids'™.

Te, protams, nav runa par pestiSanu ST varda kristiga izpratng, tas ir
Visuma miizigas atjaunotnes simbols, radosa sakotne.

Mizigai atjaunotnei nepiecieSams meklgjoss gars. LatvieSu rakst-
niecibas klasika TpaSu vietu ienem pasaulé gaj&ja, mekletaja tels, rak-
sturojot jaunas nacijas inteligences garigo celu. Sads teéls Aspazijai ir
argonauti, Zelta aunadas mekletaji, kas divos dzejolos “Jaunie argo-
nauti” kliist par visa jauna, vél neatrasta meklgjumu simbolu.

Pirmaja dzejoli vairak uzsverts socialais aspekts. Zelta aunada ir
vispirms tautas liktenglabataja, tas sapnis, uz kura piepildijumu versts
mekletaju cels. Tauta mekleé to vienmér no jauna, nebaidoties griiti-
bu un briesmu. Tapat ka prométejiskais cipasspars, arT argonautiskais
mekl&taja gars nepiecieSams katram laikmetam, lai notiktu attistiba.
Mekl@taja gars te cieSi savits ar cinitdja garu, ar gatavibu upurim, pat
bojaejai:
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“Cina uzvaru mums sola.

Lai ta ar mis boja rautu,

Prieks ir biit par argonautu

MiiZam nemirstigo tautu.”!”

Saja meklgjumu cela ietveras esibas jéga un vertiba.

Otra, velaka laika dzejolt argonautu celojums ir “dvéseles celo-
jums” — gara cel$ sevi, tikpat bistams un nozimigs. No vienas puses,
“dveseles plasajos laukos™!™ var atrast kalnus, augstakus par Himala-
jiem, — cilvéka gara augSuptiecei nav robezu. No otras puses, tur ple-
Sas tuksnesis, staignajs un purvi — viss cilvéciskas tragikas un ieksg¢jas
netiribas bezdibenis, ar kuru jacinas. Tomér te vél izpauzas ceriba, ka
ar1 $adu cinu cilvéce var uzvarét:

“Samita nezvéra zobus ka seklu mes izs€jam laukos,

Nakosam paaudzém ta plauju un razibu dos.”'”

Te citesu kadu atzinu no Ojara Lama raksta “20. gadsimta argo-
nauti”:

“Pogtisku ekstraversiju ir nomainijusi intraversija, tas, protams,
liecina (..) par izmainam novecot sakusas dzejnieces pasaules izjita,
bet ne tikai, — ta ir arT vispariga zime izmainadm dzejnieka un laika
attiecibas (..), tatu Aspazija (..) tomér joprojam saglaba uzticibu no
19. gadsimta mantotajam optimismam. (..) Sis optimisms skan skumyji,
gandriz ka nodeva jaunibas idealiem, ka neuzdrikstéSanas, ka nespégja
atteikties no iltizijam.”!"

Manuprat, §is iliizijas pirmaja dzejoli izpauzas doma, ka socialas
parmainas var darit cilvéku labaku; otra dzejolt — ideja, ka ieprieksgjas
paaudzes noietais cel$ var atvieglot So celu nakamam paaudzeém. Par
godu Aspazijai jasaka, ka miiza beigas vina uzdro$inas atteikties no
§tm iltzijam. Nepublicéta dzejolt “Pazudusie deli” sacits:

“Ja tévs savam delam

Ar lielako milu

Savu dzivoto dzivi

Liktu par kilu!

Bet veca mila nedzgs jauno kvelu,

Cik daudz vel aizies pazuduso délu. (..)
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Vai tie vél majas parnaks, un kad?
Ak tévs, ak mamina — neprasat!”!”’

Tatad katrai paaudzei no jauna jaiet $is mekl&§jumu un arT maldu
cels, ieprieksgjo paaudzu pieredze te nevar lidzet. Jauzsver, ka latviesu
rakstniecibas klasikas tradicija pazudusais déls ir argonauta tipologis-
kais Iidzinieks — jaunu celu un ideju mekl&tajs, zaudgjot bibliski nega-
tivo nozimi.

Lidzigi argonautu télam izmantots arT Odisejas motivs; ta ir “miiza
nemieribas Odiseja”'”, vétras Odiseja, kas “klejotajam dveslém
rada”'”’. Tatad tas pats dzivais nemiera gars, kur§ nepiecieSsams rado-
Sai attistibai gan ar€ja, gan ieks¢ja realitate. Kada nepublicéta uzmetu-
ma tautas liktenupe — Daugava — nosaukta par latvju Odiseju'®.

Saja meklgjumu cela cilveka gars dzenas pakal domai, tapat ka
Apollons Dafnei:

“Bet ta no rokam tam izraujas,
Un sakas no jauna medibas.”!®!

Ja garam izdodas sagiistit domu, ta ir vislielaka mila, no kuras
dzimst darbi, kas veido pasauli.

Veétrainais nemiera gars dzejniec€ izpaudies ne tikai tieciba péc
cildeniem socialiem un garigiem mé&rkiem, bet arT kaisligds boh&mis-
kas izjutas, kuram iemiesoties palidzgjusi antikas pasaules teli. Bitis-
ku vietu Aspazijas dzeja ienem bakhanaliskie motivi. Tikai pirmaja
krajuma bakhansu virpulim ir socials zemteksts — pastavosas dzives
kartibas sagrausana, péc kuras gaidams brivibas uznaciens. Turpmaka
dailradé Pans, Bakhs, bakhansu un bakhanaliju vizijas, ciesi savijo-
ties ar raganiskajiem t€liem, reprezent€ aizrautibu ar dzives sniegtajam
baudam, cilveéka démoniskas saknes. Pans vairak iemieso dabas sp&ku
vitalitati, Bakhs — cilvécisko v&lmi “tvert mirkli”. Pana dzirés izpauzas
dabas zied€Sanas un auglibas vétraina, reibinosi parplastosa energija:

“Kip rozes, sarkanas ka ugunsgréks, (..)

Pa zelta zali kuiso kreimenes,

Ka Pana kausam putas parpliist pari, (..)

Viss debess pilns no drudza un no karsmes.”!$2

Tacu cilvéka vélme sekot Sai izjlitai biezi pienem atbaidoSi pro-
zaiskas formas:
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“Tik namos beidzas dzeja, iet viss proza,

Tur baudas, prieks 11dz nesamanai valda,

Pans aizbédzis, un Bakhus séd pie galda..”'®?

Aizmir$anas skurbumu pavada izjita, ka pec ta naks pagrimuma,
stinguma Sausmas vai pat izniciba. P&c Pana dzirém

“Lai zeme saplaisa, lai zalums vist —

Gan atnaks nakts un ritu nave stradas.”'®

Baudas 1slaicigums ir biedino$i nenovérSams. Pans dzivo vien tik
ilgi, kamér auglis nokrTt no koka. Lausanas S§im virpulim ir pasiznici-
nasanas, ardoSo speku atraisiSanas cilveka. Krajums “Raganu nakts”,
kura bakhanaliskie motivi ir centralie, beidzas ar dzejoli “D&moniskais
speks™:

“Tas speks pasas dvesles sakngs mit!

Un, ja tu gribi So speku zinat,

Tev vajga paSam sevi iznicinat.”'®

Rodas jautajums — vai tieSam Aspazija beidz krajumu ar démo-
nisku sevis iznicina$anu? Atbilde rodama p&dgjas nodalas virsraksta.
Raganiskaja skr&jiena dzejniece celo ar dazadiem parvietoSanas Ii-
dzekliem, un p&dgja nodala saucas — “Uz feniksa”. Fénikss tatad liek
cilvékam atkal atdzimt no démoniskas pasiznicinasanas pelniem.

“Bet naves slaniem cauri digla dvéslei skelties,

Ar tikstots navém mirt un aug$am celties.”!86

Velaka dzejolt “Putns ar uguns sparniem” §T garigas atdzim$anas
ideja tiesi saistita ar feniksa telu:

“No pasa nakts pérkla vins$ pacelas —

Mans rita putns, mans fenikss.”!¥

Izejot cauri bakhanaliskai dveseles naktij, cilveks, sevi izdedzi-
najis, atkal Skistds un no jauna atdzimst gara dzivei. Te ietverta ari
dialektiska doma par pretstatu vienibu — no tumsas izaug gaisma, no
naves — dziviba, no iznicibas — atjaunotne.

Nozimigs Aspazijas dzeja ir dievisko dziru motivs — cilvéka tiek-
sme pec dievu mielasta: nektara un ambrozija. Ta simboliz€ velmi iz-
iet arpus cilvecisko iesp&ju robezam, kura jaapvalda, jo sajuta, ka viss
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ieglits un izprasts, blitu navgjosa, ta atnemtu iesp&ju attistities — tatad
iet cilvékam lemto celu:

“Vai! ja tu dzertu nektaru malkiem,

Estu ambroziju &zdams —

Beigta tev veldze mizu miizam,

Nav vairs ko giit,

Nav vairs ko zaudet.”'s?

Cilveks drikst baudit dievu mielastu, tam tikai pieskardamies:

“Tiks tev mazam ko mingt.”'®

TieSi esamibas noslépuma ietverts tas skaistums.

Dievu mielasts simbolizé arT pretstatu starp idealu un Tstenibu,
starp sapni un realitati. Dzejnieks, Miizas de&ls, ir praktiskajai dzivei
nederigs; vina zemes dala ir nabadziba un neprasme iekartoties. Ar
rigtu ironiju secinats:

“Dz1ve nav neka tik licka

Ka &1 debess pagirnieka.”!”®

Apgazti dievu dziru galdi un nogriezti celi uz nektara kausiem
simbolizg cilvécisko sapnu un iliiziju sabrukumu.

Dazos dzejolos dievu mielasts simbolize piepilditas milestibas lai-
mi vai alkas pé&c tas.

Aspazijas dzeja sastopami arT daudzi citi grieku mitu t€li: Pénelo-
pe, Psihe, Ifigenija, Kirke, Eross (Erots), Orfejs, Kiprida, Persefone,
Persejs, Hebe, Danaida, Harons, Herakls, Helena, Pandora, Skilla un
Haribda, Semele, Ceiss (Zevs), Poseidons, Irida, dazadas nimfas, si-
rénas, titani, ar1 Hadesa (Aida) un Lé&tes t€li. Tie lietoti situativi, lai
izteiktu dazadas izjitas.

Plasais sengricku mitologijas izmantojums ir lieciba Aspazijas
dzejas organiskajai saiknei ar Eiropas kultliras mantojumu.
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Griekijas motivs latviesu péckara (padomju) dzeja

The Motif of Greece in Latvian Post-War
(Soviet Time) Poetry

Greek-related motifs do not appear often in Latvian post-war
poetry. Interestingly, in the post-war situation the motifs of Greece/
Greek culture have lost their independence and fulfil the same func-
tions as the motifs related to other European (England, France) and
Asian (Indonesia, Korea) countries or people. Contrary to the poetical
tradition, Greek motifs are no longer associated with the dimension of
time (veferences to mythology, ancient poetry), but have been included
in the myth of space.

In Latvian post-war poetry, Greece is mainly mentioned in con-
nection with post-war events, as it has lost its privileged status (his-
tory) and has been made equal to other European countries. Greece,
like other countries associated with stable semantics, is no longer ho-
mogenous in poets’ writings: poetry has developed an opposition of
the enemy and true sons; having lost its traditional semantics, Greece
is presented as the subject of a different centre — the Soviet State, the
centre of the world and the source of the voice organizing the future.

Griekijas un grieku motivi totalitarisma laika latvieSu padomju
dzeja (1940-1953) paradas vien atseviskos gadijumos. Varétu pat teikt,
ta ir periféra t€ma, ja vien grieku motivi netiktu saistiti ar nozimeém,
kas lauj ieraudzit to vietu peckara padomju literatiiras veidotaja telpas
un laika modeli.

Apgiitaja dzejas tekstu korpusa izdevies sastapties ar 6 dzejas tek-
stiem, kas velttti griekiem un/vai Griekijai, un 11 teksta segmentiem,
kurus varétu klasificet ka altizijas par grieku témam. Biezak neka Grie-
kija 40. gadu dzeja minéta tikai Spanija, 40./50. gadu mija — Indjija.
Skaitliski Iidztekus ierindojas arT Kina, Indonézija, Koreja; atseviskos
gadijumos — saistot ar satiriskam konotacijam — Francija vai Anglija.

Socialistiska realisma kanona loti skaidrs ir sav€as un svesas
telpas noskirums. Savéja — padomju zeme, kuru piestravo gaisma un
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siltums, pargja pasaule parasti ir svesa, kuru (raugoties no padomju
zemes puses) raksturo tumsa un aukstums. Padomju telpa tas robezas
saistTta ar centrtieci un ir hierarhiski organizeta. Katrs telpas elements
ir orientets uz centru un tam paklaujas. Geografisko un veértibu centru
dzeja ieZim& Maskava (taja — Kremlis), attieciba pret kuru sakartojas
“padomju zeme” no “rietumu kapam/ [idz austrumu ezeriem, ziemelu
siliem” (J. Sudrabkalns dzejoli “Dzimtene”*"). Bet ka strukturéta sve-
§a pasaule — aiz “dienvidu darziem” un “sniegiem” — pargja Eiropas /
Azijas telpa? Un kada vieta taja atvéleta Griekijai?

Tikko mingju, ka Iidztekus Griekijai dzejnieki izmantojusi atsau-
ces arf uz Spaniju, Indiju, Kinu, Indongéziju, Koreju, atseviskam Rie-
tumeiropas valstim. P&ckara situacija autori sava izvele nav brivi. Mi-
néto zemju izvéle nav nejauSa — tas visas saistitas ar regioniem, kas
ietilpa PSRS arpolitisko interesu sfera. Lidz ar to dzejnieku aliizijas
par “nepadomju” zem@m nav patvaligas un nejausas. Neraugoties uz
to, ka atrodamas “dzejas teksta”, tas kltst par dalu no padomju “poli-
tiska teksta”. Interesanti, ka dzejas teksta maz vai tikpat ka nemin&tas
paliek Rietumeiropas lielvalstis, pat PSRS sabiedrotas valstis Otra pa-
saules kara laika (atseviski mingumi atrodami vien satiriskajos tek-
stos), tapat ar1 valstis, kas atrodas tiesa politiska atkariba no PSRS.
Tapéc Griekijas klatbiitnei latvieSu dzeja ir ne tikai pogtiski, bet art
politiski un ideologiski iemesli, un tai ieradama vieta padomju dzejas
telpa. Iemesls Griekijas TpaSajam statusam — pilsonu kars, kura laika
no 1946. lidz 1949. gadam pretgjas puses nostajusies Grieku armija un
Griekijas Komunistiskas partijas vadita Demokratiska armija. Lielaka
dala dzejas tekstu, kas izmantoti ST raksta tapSana, sarakstiti Saja laika,
kas vienlaikus ir arT socialistiska realisma kanona veidoSanas laiks lat-
vieSu literatiira.

Griekijas motivu semantika tradicionali ir div§jada. No vienas pu-
ses — tie vienme@r atgadina par antiko pasauli un kultiru (nesaistot tos
ar 20. gadsimta realitatém), no otras — Griekija ir 20. gadsimta valsts,
kura parklajas sava laika norises un senas pasaules mantojums. Lidz-
tekus tam latvieSu dzeja antika pasaule ir bijusi klatesosa dzejas ritmu
un strofu stilizacija, laujot autoriem demonstrét savu meistaribu un va-
lodas iesp&jas. Grieku mitologijas reminiscences dzejniekiem lavusas
apjaust piederibu Eiropas kultiirai, veidojot dialogu starp jauno, toposo
kultliru un gadsimtiem senu pieredzi. Protams, var atrast laika pos-
mus, kad griekiskas aliizijas lietotas maz — 1pasi brizos, kad doming
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jauna laika patoss. Lidz ar to Griekijas/grieku motivi visbiezak iezimée
laika dimensiju-— sastatot pieredzes senumu un misdienas,
saikni starp pagatni un tagadni.

Fragments no Jana Grota dzejola “Dziesma par Griekiju™:

“No abelem Sovasar Griekija birst

Daudz ziedi, krasni un céli,

Daudz misu bralu un masu mirst,

Kas sirdi nes brivibas kveéli.

Gan ziedi saplauks, bet abeles augs

Uz nakoS$iem pavasariem,

Kad briva pati Griekija plauks

Ar dzivibas pilniem zariem..”'?

Dzejolis turpinas, tacu pretstata tradicionalajam sastatijumam pa-
gatne — tagadne taja tiecas domingét cits pretmets: tagadne — nakotne.
Tagadne saistas ar faSistu lodém, navi, tumsu, kapiem, kuros gulditi
krituSie. Karotaju sirdis ir nesusas “brivibas kveéli [uguni]”, kas na-
kotng partaps par “dziesmu”, kura dzivajiem iedegs “brivibas liesmu”,
resp., kliis par gaismu, kas Griekiju padaris “jaunu un skaistu”. Kri-
tusie dus — bet virs “klintim sarkani karogi pland/ Un laizas uz Aténu
pusi”. 20. gadsimta v&sturiskumu autors nostiprina ar atsauci uz kon-
kretu pilsonu kara personazu, piesaucot Griekijas Demokratiskas armi-
jas generali, GKP biedru Marku Vafiadi (1906-1992) — “Iet Markosa
VIri ¢ina par jums”.

Lidzigi anonimajiem J. Grota kritusajiem arT citu dzejnieku
uzmaniba pieveérsta “grieku varonim — komunistam” vai “grieku
matém”, kas apraud krituSos deélus (A. Balodis), ieslodzitajiem,
cinitagjam — demokratam (B. Saulitis). Aluzija par Griekijas pagatni
ir tikai A. Baloza jautajuma “Kur Perikls tavs, kur gaisas makslas?”,
kam, aktualiz&jot tagadni, pretstatits rétorisks izsaukums — “List asinis.
List asinis!”. Lidzigi jau 1941. gada dzejol1 J. Sudrabkalns, jautajot:
“Vai grieku marmortempli zaigo,/ Spid rita ausma Partenons?”, sniedz
atbildi: “Tur barga nave plaujot staiga,/ Dreb vecais akmens klons.”!%?
Pretstata mitiem autori impulsiem izmanto atsauces uz tagadnes tekstu.
B. Saulitis, iespgjams, avizu zipas (neviens no Siem dzejniekiem
Griekija ne tobrid, ne agrak nav bijis): “Protestgjot pret grieku patriotu
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sodiSanu ar navi, ieslodzitie Griekija uzsakusi bada streikus. Virs cietu-
miem pacelti melni karogi. 1948. g.” Andrejs Balodis savukart pievie-
nojis tekstu: “Lasot uz navi notiesato grieku varonu masu véstuli.”

V. Brutane ir vieniga, kas izmanto senatné un kultiras pieredzé
balstitus t€lus, taCu tie atklajas saistiba ar brivibas cipam — Griekija
tiek salidzinata ar senu vazi, ko kadreiz vérojis Dzons Kitss!**. Anglu
dzejnicka klusajam vérojumam pretstatits dinamiskais Bairona tgls,
kas traucies paliga “viriem drosmigakajiem” piepildit “meérki taisnigo”,
sena mantojuma vieta aktualizgjot “brives ritu” un “delus”, kas aizstav
grieku zemi.

Tatad dzejnieku uzmanibas centra nav vairs refleksija par Eiropas
kultiiras pirmsakumiem, laika pliidumu vai parejamibu, bet Griekijas
tagadne un iesp&jama nakotne.

Dzejnieki respekt&jusi padomju kultiira akceptto laika modeli,
kura par jaunas pasaules (nakotnes) aizsakumu kluvis 1917. gads, un
ar savu dzeju tiecas to legitimét. Lidz ar to senas pasaules téli paklauti
aizmirstibai vai izretis izmantoti, piemérojot tiem jaunas nozimes.
J. Grots dzejoli “Leninu atceroties”® salidzina to ar Promé&teju, kas
“liesmas rokas tvéris,/ Celu apgaismodams cilvécei.” Vai — A. Balodis
padomju Latviju nodévé par Féniksu, kas pacglies no pelniem!'®.

Savdabigi, ka visos dzejolos ar grieku / Griekijas motiviem dzej-
nieki vairas no antikas dzejas stilizacijas — neizmantojot ne seno grieku
dzejas zanrus, strofiskas formas, ne versifikaciju. Piemérojoties p&ckara
dzejas sillabotoniska varsmojuma dominantei, autori galvenokart iz-
manto 3—6 pedu jambus regularas un krusteniski atskanotas strofas.

Lidztekus pagatnes laika neitraliz€sanai padomju laika tapust dze-
ja aktualiz€jusi t e I p u, piesakot citu telpas koncepciju, kuras centrs /
sakums nebiit vairs neatrodas Griekija (vai Roma). Centra lomu
attieciba ne tikai pret padomju zemi, bet arT pret nepadomju zemém
uznemas Maskava. Abas senas kulttras, neitraliz€jot laiku, nonak
padomju telpas periferija. Mainoties telpiskajai semantikai, senajai
pasaulei tiek atnemts senums, respektivi, veésture. Griekija nav vairs
Eiropas kultiiras “Stpulis”, pastavigs refleksiju avots, bet tikai viena
no Eiropas valstim, kuru skar Otra pasaules kara un p&ckara notiku-
mi. Vairakkart dzejolos uzsverts — “Sodien Griekija”, “nu”, “tagad”,
pie tam grieku / Griekijas telpai piesaistot kadu citu geografisku (tel-
pas) aliiziju — “Sodien Griekija un vingpus Pirenejiem”, “dves Kinas un
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Griekijas varoni”, “visur — Griekija un Kina uzvar tautas cinitajs”, “no
Korejas nak, no Griekijas .. sauciens péc atmaksas”, grieki ierindojas
sastatTjumos ar “fran¢u oglra¢iem, be]giem, holandie$u jurniekiem”.

Grieku zemei raksturigie atribiiti kltst vienveidigi — galvenokart
tie ir kalni: klintajs, augstienes, klinSu gravas, kalnu grédas, klinsu
gales; augu valsti parstav abeles, cipreses, lauri; no putniem mingtas
lakstigalas; vé&sturiskais personazs minimals: jau minétais Vafiadis,
melnie karogi. T€li, kuri izmantoti, raksturojot Griekijas tagadni, ste-
reotipiski atkarto tos, kas raksturo padomju telpas tapsanu, — mocekli,
cina utt.

Tagadnes Griekijas telpa vairs nav viendabiga vai — sapliistot da-
zadu laiku kultiram — daudzslanaina, bet kliist salidzinama ar analo-
gisku posmu padomju veéstures atspulga interpretéjumos. Telpa ir am-
bivalenta. Griekija notiekoSais pilsonu kar§ lauj interpretét So zemi ka
teritoriju, kurd saduras divi pret€ji speki, no kuriem viens saistits ar
jaunas telpas tapsanu, otrs ar vecas neizbégamu sarukumu. Raksturojot
“bralus un masas”, dzejnieki izmanto tos pasus pap€mienus, ka t€lo-
jot “padomju varonus”. Grieku komunists dro$i veras Sautenu stobros,
“spita slietu galvu”, vina acts “liels miers un parliecibas speks”, pirms
naves vins$ sauc, ka nav iesp&jams nonaveét “tautas garu, kas brives
cinas iededzies” (A. Balodis).

Uz grieku tekstu tiek attiecinati tie pasi metonimiskie téli, kas rak-
sturo padomju telpu un tas tapSanas veésturi. Savéjie — “Tstie déli, kas
dodas cma / mirst” — pretstatiti ienaidniekiem, kuri ir “bendes, kas no-
galina” un “fasisti”. Cigas impulss ir brivibas alkas, bet mérkis — bri-
va zeme. Par iedvesmu cipai kalpo Sarkana armija, Kremla zvani un
vards, kas milaks par visu uz pasaules, respektivi Stalins, ko mil gan
oglracis Francija, stradnieks Spanija, ostas stradnieks Anglija, indong-
zietis un arT grieku “Istie deli”.

Lai gan Griekija nepieder padomju telpai (kuras robezas ir skaidri
defingtas), tacu to arvien vairak piestravo nakotni raksturojosa gais-
ma. TieSa sasaiste starp grieku telpu un padomju telpu netiek veidota.
Griekija neklust par padomju telpas dalu vai paplasinajumu, ta paliek
noslégta teritorija, kas atrodas cita — sveSaja telpa — un paraugam iz-
manto padomju zemi. Abas — padomju un grieku telpu — saista gaisma
un v&ji. J. Sudrabkalns raksta:
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“Kur fjeldu tideni skrej Salkaini uz dzelmi,
Kur zaigo Partenons, kur cina serbi trauc,

Kur belgi atceras vél Tilu, lielo $kelmi —

Kur dzelzains vacu jiigs, kur glabgjs japiesauc,
Tur piemin Maskavu un nikno kauju svelmi,
Sveic tur Sarkano Armiju.”'’ —

vai savukart B. Saulitis (1949):

“No misu robezam ar spirgtiem maija v&jiem
Lai sveiciens kvélakais skan speka audzém tam,
Kas Sodien Griekija un vinpus Pirenejiem

Cel kaujas karogu par tautu tiesibam.”!*8

Nakotni organiz€josa balss pieder Maskavai. Ka A. Baloza dzejoli
“Pusnaktt” (1950), kur, uzklausot Kremla zvanu skanas, autors raksta:

“Kad pusnaktt Krem]a pulkstenis sit,
Es saskaitu sitienus divpadsmit.

Tie dzidri ka zelta aboli birst,
Dzimst jauna diena, un veca mirst.
Visbrivaka dziesma par pasauli Salc,
Dzird vigu cinitajs, vazas kalts.

Dves Kinas un Griekijas varoni to
Ar elpas vilcienu pedgjo.

Sirds jut nakts stunda vistumsaka,
Kads gaiSums $ai dziesma varena.”'”

Savdabigs, pat kuriozs kads sena Griekija balstita t€la parkode-
jums saistits ar 1945. gadu, kad socialistiska realisma kanons latviesu
dzeja vel nav paguvis nostiprinaties. A. Balodis Dailes teatrim 25 gadu
jubileja velta dzejoli “Padomju Melpomena runa”. Tragédijas muzas
piemingjums teatra makslas sakara ir tradicionals. Teatra jubileja lauj
aktualizét laiku (latvieSu kultiiras konteksta arT laiku pirms “padomju
laika”, resp., Dailes teatris dibinats 1920. gada), ka arT piesaukt tas
makslas muzu, kas genétiski saistita ar seno grieku pasauli. Dzejnieks
negribéti veido paradoksalu savienojumu — padomju Melpomena.
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“Padomju” + “trag€dijas miiza” varétu $kist tradicionala metonimija
par teatri (nenemot v&ra tragiska patosa neiesp&amibu padomju tel-
pa), taCu autors ir spiests arT $aja t€la uzsvert miizu mizigo jaunibu,
saistit ar gaismu — “tas skats mirdz apskaidrots”, “balss skan ka sud-
rabzvans”, to rotd “prata atzinas un darba skaistums c€ls”, vairs tai
neseko driadas vai “vina skurbis Pans”. Caur aplausiem autors dzird

Melpomenas balsi, kas mudina autoru:
“Mums paradi un dzivos, skaidros t€los tver
To lielo cilvéku, kas komunisma durvis ver!
Ej tautai nakotni un darba mérkus spraust,
Si laika lielumu ikviens lai pilniba sp&j paust!”2®

Kopuma var teikt, ka grieku / Griekijas t€lus peckara dzeja auto-
ri saskano ar padomju telpas un laika modeli. Neitraliz&jot konotaci-
jas, kas saistitas ar pagatni, zuduSo antiko pasauli, dzejnieki akcepte
padomju telpas pretstatijumu nepadomju telpai, bet atseviskos telpas
punktus taja, kuri saistiti ar padomju intereseém, paklauj padomju
hierarhijai. Ja Otra pasaules kara gados J. Sudrabkalns dzejolt “Ir di-
vas Eiropas” vél atlavas teikt, ka Eiropa ir divas Eiropas, un “dargais
mantojums” nelava atteikties no pagatnes, kura izsenis risinajusies
gaismas un tumsas cina, tad péckara gados dzeja nostiprinas Rietumu
un Austrumu pretnostatijums, kur Rietumu telpa (arT Griekija) ir sais-
tita ar gaismu tikai tik daudz, cik taja iespid vai atspid Austrumu “ru-
binzvaigznes” gaisma. Ambivalenta telpa biezak lavusi dzejniekiem
aktualiz€t tragiskos motivus, kas padomju telpa iesp&jami tikai pagat-
n€ — cinitaju moceklu navi ienaidnieka telpa vecaja Eiropa, melnajos
Rietumos, kas nolemti boja ejai. Griekija, zaudgjot savu pagatnes di-
mensiju, ieglist nakotnes viziju, kura tas telpu pielej gaisma, kas pliist
no jaunas pasaules centra — Maskavas Kremla zvaigzném.



ZANE SILINA (LATVIA)

Grieku mits fran¢u dramaturgija:
Zana Zirodu Elektra

Greek Myth in French Drama:
Electra by Jean Giraudoux

The world drama construes the Electra’s myth in various ways.
If the ancient Greek tragedy treats it as a personal revenge, the 20"
century interprets it not solely as an allegoric reproduction of a con-
temporary historical situation but also brings it into play when reflec-
ting on issues related to human nature and existence which are always
topical.

French playwright Jean Giraudoux (1882—1944) finished his play
“Electra” in 1937 — few years before World War II. This play, the-
refore, is not only warning on the eve of war. Girodouxs “Electra”
confronts us with a web of virtually unsolvable problems and examines
a series of essential, inter-related questions:

— are crimes time-barred?
— is revenge permitted and what is its motivation?
— are compromises permitted in the name of happy future?

— can the sacrifice of an entire nation be justified in the name of
historical truth?

The chorus is an important feature of the ancient tragedy — it
builds up the required emotional undertones, gives the necessary com-
ments, acts as a peculiar mediator between the stage and the specta-
tors. Girodoux's play uses estranged personages (the Little Eumenides,
The Beggar) who take part in on-stage dialogues, give comments on
the acts of the protagonists as well as reveal their motives.

20. gadsimta fran¢u intelektualas dramas pamatlicgjs Zans Ziro-
di (Jean Giraudoux, 1882—1944) raksta, ka cilvEce, pateicoties bai-
1ém no liekiem sareZgTjumiem un sp&jai aizmirst, ir gatava norit lielus
noziegumus, bet katra laikmeta paradas kada sirdsskista biitne, kura
nevélas, lai laundaribas tiktu aizmirstas, un nepielauj aizmirSanu,
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laizot darba pat tadus lidzek]us, kuri péc tam izraisa citus noziegumus

un liela méroga katastrofas®!.

.....

(“Electre”) titulvarone. Luga pabeigta un Luija Zuvé (Louis Jouvet,
1887-1951) rezija iestudeta 1937. gada — dazus gadus pirms Otra pa-
saules kara, un Z. Zirodii taja runa par patiesibu un vésturisko tais-
nigumu, jautdjot, vai noziegumam ir noilgums, kur ir atriebibas pie-
laujamas robezas, un vai par vésturisko taisnigumu drikst maksat ar
tautas bojaeju. Ar Siem jautdjumiem saistiti v€l citi — par atriebibas
pielaujamibu vispar, par tas motivaciju, par kompromisu un noziegu-
ma nodoSanu aizmirstibai laimigas nakotnes varda, par nepretoSanos
Jaunumam un atbildibu par to.

7. Zirodi luga sakas ar Elektras brala Oresta ierasanos Argosa
(Iidz pat 1. celiena 6. ainas beigdm autors Orestu dévé par Nepazista-
mo). Vinu pavada tris mazas meitenites. Vienlaikus uz skatuves para-
das svétku dranas terptais Darznieks un viesi, kuri ieraduSies no apkar-
t&jiem ciematiem, lai svinétu Darznieka un Elektras kazas?”. Mazas
meitenites atvedusas Orestu Iidz Agamemnona pilij, bet §T pils ir Joti
savada celtne:

“Nepazistamais: Interesanta celtne... Izskatdas visai nestabila.

Pirma meitenite: Nestabila?! Jiis neesat talu no patiesibas. Labais
sparns vispar neeksisté. Jums, protams, skiet, ka to redzat, bet isteniba
ta ir parasta miraza. e viss ir miraza... [..]

Darznieks: Ak jis, krapnieces! Neklausieties $Sis mazas plapas,
svesiniek, pils uzcelta pamatigi, un viss Seit ir istaks par istu. Jis drosi
vien samulsindja, lik, kas — labais sparns veidots no Gallijas akmens,
bet tas laiku pa laikam izdala mitrumu. Un tad pilséta sacukstas — pils,
liik, raudot. Bet kreisaja sparna izmantots Argosas marmors, ar to ir
citadi — péksni tas ne no $d, ne no ta sak mirdzét, nu gluzi ka saule.
Gadas, ka art naktis mirdz. Ta ari nesaprotu, kas par lietu, sienas gan
raud, gan smejas vienlaikus.”*

St pils vai sligst ziedos — istaba, zem kuras loga zied jasmins, pir-
mais Argosas valdnieks Atrejs ir nogalinajis savus braladglus, licis iz-
varit vigu sirdis un pasniegt vinu t&vam mielasta, viena no pils torpiem
tikusi nogalinata Kasandra, bet mazgajama telpa, kuras logu apvij
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rozes, Elektras t€vam Agamemnonam paslid€jusi kaja, un vin$ némis
galu, uzkrizdams pats uz sava zobena.

Pils, kura vienlaikus raud un smejas, lugas konteksta funkciong ne
tikai ka Z. Zirodii dramaturgiskajam tekstam raksturigs poétisks tels,
bet iegiist arT plasu visparinajumu un ipasu jegu. ST savada celtne ie-
mieso pagatnes un tagadnes neviennozimigas attiecibas, jo, no vienas
puses, optimistiski liecina par noziedzigas pagatnes tieksmi partapt
skaista tagadibas laika, bet, no otras puses, liek skeptiski paraudzities
uz tik apSaubamiem pamatiem veidotas laimes stabilitati.

7. Zirodi liela méra seko antiko tragediju fabulu modeliem — Aga-
memnons, protams, ir nogalinats, péc vina naves Argosa valda Aigists
un Klitaimnestra, Elektras bralis Orests atgriezas dzimtené p&c dau-
dziem svesatné pavaditiem gadiem, Elektra tiek izprecinata vienkar-
$am zemniekam (Z. Zirodi versija tas ir Darznieks), Elektra un Orests
atriebjas t€va slepkavam.

Tadu atikiriba no antiko tragédiju varones Z. Zirodi Elektra ne
tikai lugas sakuma, bet lidz pat 2. c€liena 6. ainai nezina patiesibu par
téva navi. Agamemnons esot gajis boja mulkiga nelaimes gadijuma,
tapec Elektras naidam pret mati it ka nav iemesla — tas drizak ir tiri
instinktivs, bet no §1 naida pamazam izaug parlieciba par kadu nosle-
pumu, kas tiek uzminéts tikai 2. c€liena 6. aina (lugai ir 2 c€lieni un
2. celiena ir 10 ainas).

Tadgjadi Z. Zirodi lugas darbibu virza Elektra — tie$i vinas kais-
liga daba un gribasspéks panak Aigista un Klitaimnestras navi. Sava
zina tieSi vina pacel zobenu izskiroSajam triecienam, nevis liriskais
Orests, kuram dzivot nozZimé “smaidit — miegd un nomoda. Un milet,
un labi gérbties, un bit skaistam un laimigam..

Antikaja tragédija galveno varoni vipa cela pavada koris — tas ne
tikai uztur nepiecieSamo emocionalo atmosféru, sniedz vajadzigos pa-
skaidrojumus, komente varonu ricibu, darbojas ka savdabigs vidutajs
starp publiku un skatuvi, bet veic arl ideald skatitaja funkciju, kurs
ar sirdi un dveseli iesaistas dramatiskaja darbiba. Tiecoties nodibinat
péc iesp&jas ciedaku kontaktu starp skatuvi un skatitaju, Z. Zirodi iz-
manto modernaku, ta¢u radniecigu panémienu, un tadgjadi nonak pie
interesanta risinajuma — kora vieta darbojas tadi t€li ka Ubags un Ma-
zas Eumenidas. Kas gan Tsti ir §is Ubags — iereibis vecuks vai dievs,
bet varbiit dievu delegats Elektras kazas? Balansédams uz ironijas un
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daudznozimibas robezas, Z. Zirodii uz $o jautagjumu atbildi nesniedz.
Ubaga uzdevums ir, gan tieSi sarunas piedaloties, gan it ka no dis-
tances verojot, komentét aizkadra notikumus un pargjo lugas varonu
ricibu, ka arT atklat vinu Istenos motivus.

Mazas Eumenidas savu nosaukumu aizguvusas no Aishila “Ores-
tijas”. Tas tre$a dala — tragédija “Labvéligas” — attélo arprata parnem-
to Orestu, vina tiesaSanu Areopaga un seno atriebes dievieSu eriniju
samierina$anu ar jaunakas paaudzes dieviem, p&c kuras erinijas sak
devet par “eumenidam” (gr. eumenides — ‘labvéligas’) un Iidz ar to vi-
nas vairs nepilda l1dzsingjas funkcijas — cilveku kiidiSanu uz atriebibu,
neprata uzsttisanu slepkavam u. tml. (gr. erinyein — ‘but arpratigam’),
bet klaist par likumibas aizgadném?”. Z. Zirodia Mazas Eumenidas ie-
radusas Argosa nez no kurienes un lugas sakuma paradas ka mazas
meitenites, kuras rotaligi izspélé dazadas Atridu dzives epizodes, at-
kailinot personu un notikumu sléptako biitibu, turklat — atskiriba no
Ubaga — visu pazemina lidz parodijas un pat farsa limenim. Sajas mei-
tenités nav gandriz neka no eumenidu varda iesifréta piedodosa rak-
stura, un ar savu bérnisko tieSumu un b&rna nez€libu vinas saglaba
radniecibu erinijam. “Liktenis jau ta nav nekads joks, bet liktenis bér-
na izskatal.. ™ — ta 7. Zirodi liek izsaukties Darznieka personazam.
Turklat visu acu prieksa Mazas Eumenidas strauji aug — vinas aug Iidz
ar dramatisko spriedzi un lugas beigas uznak uz skatuves ka divdes-
mitgadigas Elektras vienaudzes, pieskirot papildu niansi arT lugas titul-
varones télam. Tadgjadi Elektra kltist par savdabigu eumenidas—erini-
jas divatniga t€la Iidzinieci, kura 1pasi akcentéta Skistiba, nepiekapiba
un nesaudziba.

7. Zirodii luga viens no biitiskakajiem, protams, ir Klitaimnestras
tels, jo Elektras un Klitaimnestras attiecibas veido vienu no asakajiem
lugas konfliktiem.

Antiko tragédiju autori Elektras un Klitaimnestras télus trakté
pietickami atSkirigi. Aishila (525.-465. g. p.m.€.)*”” Klitaimnestra par
spiti izdaritajam noziegumam izraisa cienu stipra rakstura un ieksgja
majestatiskuma deé]. Sofokla (ap 496.—406. g. p.m.€.) trageédija Elek-
tra, dzirdot mates pirmsnaves kliedzienu, uzsauc Orestam: “Ja vari,
otrreiz dur!”** Tau Seit meitas nez€liga attiecksme pret mati gust sav-
dabigu attaisnojumu, jo Klitaimnestra neapSaubami ir negativs tels —
vina ir kildiga, cietsirdiga un atklati priecajas par Oresta skietamo navi
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un lidzigu likteni labprat novélétu ari Elektrai. Savukart Euripida (ap
480.—406. g. p.m.E.) trakt€&juma®” launa un asinskara ir Elektra — vina
sp&j nirgaties par Aigista Iiki un pat piedalas mates noslepkavosana,
bet Klitaimnestras t€ls ieziméts tik cilvécisks un matisku jutu parpilns,
ka vinas varmaciga nave skiet pasi satriecosa. Turklat Euripids rada
nevis atklatu atriebibu, bet gan slepkavibas, kas izdaritas nodevigi un
ar viltu, — Aigists nem galu pie upuraltara, vinam pilnigi uzticoties ne-
pazistamajam Orestam, bet Klitaimnestru navigs diiriens piemeklI& bri-
di, kad vina, mates jiitu vadita, ieradusies, lai veiktu ritualu par godu
Elektras it ka piedzimus$ajam b&rnam.

Nav Saubu, ka Z. Ziroda, modelgjot Elektras un Klitaimnestras
konfliktu, némis véra Sofokla un Euripida pieredzi, jo ari vins$ abas va-
rones veido, izmantojot nesamierinamu opoziciju principu. Nav runa
tikai par Tpasi saasinatam mates un meitas attiecibam, bet drizak par
patiesibas un uzticibas pretnostatijumu meliem un nodevibai. Tadgjadi
var teikt, ka Elektras un Klitaimnestras attiecibu risinajuma ietverts ari
7. Zirodii dramaturgijai raksturigais ideju konflikts, tomér pats drama-
turgs vairakkart atgadina, ka, par spiti kritiku pieskirtajam apzimgju-
mam ideju drama, vina lugu varoni nav tikai ideju iemiesojumi — tie ir
dzivi cilveki ar savu dzives uztveri, vajibam un iek$gjo tragismu.

7. Zirod Klitaimnestra ir patmiliga, vél joprojam skaista sievie-
te, kura, ka apgalvo Elektra, nekad nevienu nav milgjusi — ne kadu
no saviem bérniem, ne viru Agamemnonu, ne ari savu noslépumaino
milako, kura vardu Elektra v€las uzzinat. Tacu, atklajot Klitaimnes-
tras noslépumu, Z. Zirodii rada nevis péc varas alksto$u vai baudkaru
sievieti, bet gan dzili dramatisku, pat tragisku likteni, jo Klitaimnes-
trai, kops vina tikusi atdota par sievu Agamemnonam, uz visiem lai-
kiem laupita milestiba, un tas vieta palicis tikai naids. Lugas 2. c€liena
8. aina Klitaimnestra pe&c divdesmit gadu ilgas klusesanas kliedz: “Ja,
es vinu ienidu!!! [..] Sievietei der jebkurs virvietis. Jebkurs var klit par
vinas viru. Bet pasaule ir viens vienigs virietis, kurs vinai ir pretigs,
par kura sievu vina nevar, nedrikst klit. Vienigais virietis, par kura
sievu es nedrikstéju kjit, bija [..] vips! ' Klitaimnestra Agamemnonu
visvairak ienidusi miizdien no citiem pirkstiem atstatus stavosa maza
pirkstina dg] — tas izraisijis riebumu, jau pirmoreiz savu nakamo viru
ieraugot, naktis vina allaz jutusi Cetru un nevis piecu pirkstu pieskarie-
nus, un ar1 tad, kad Agamemnons atdevis upurésanai Elektras masu Ifi-
geniju, Klitaimnestra Sausmas redz&jusi vira pret sauli pastieptas rokas
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ar ienisto pirkstu vienai no tam. Tacu naids ne pret mazo pirkstinu, ne
arT visu cilvéku nevar biit attaisnojums slepkavibai.

7. Zirodii lugas telu raksturojumam bieZi vien izmanto vispar-
steidzosakas detalas, kuru skietama nenozimiba ir krasa pretruna ar
varona ricibas nopietnibu. Varétu teikt, ka ar o detalu palidzibu Z. Zi-
rodi savdabigi seko Euripidam mita deheroizacijas virziena, tacu bu-
tiskakais, manuprat, ir kas cits. Izmantojot visai grotesko motivu par
naidu maza pirkstina dél, Z. Zirodd veic akcentu parbidi Elektras un
Klitaimnestras konflikta. Abi t&li ir pretstatiti nevis ideju [tment (Elek-
tra — patiesiba un uzticiba, Klitaimnestra — meli un nodeviba), bet gan
cita — idejas un cilvécibas sadursmes konteksta. Tagad Elektras — pa-
tiesibas un uzticibas ideju iemiesojuma — prieksa atrodas ne vairs Kli-
taimnestra ka melu un nodevibas simbols, bet gan Klitaimnestra ka
dzili tragiska personiba. Tadgjadi ideju un cilvécibu Z. Zirodi savérpj
arkartigi sarezgitas attiecibas.

Tomér lugas kodolu veido nevis Elektras un Klitaimnestras attieci-
bas, bet gan Elektras un Aigista sadursme.

Mits nav iespgjams bez dieviska klatbutnes. Antikaja tragédija
Elektra un Orests rikojas pretgji cilvécibas likumiem, bet saskana ar
dievu gribu, kas pausta vai nu ar Areopaga notieko$as tiesas, vai ari
ar deus ex machina palidzibu. Z. Ziroda luga “Elektra” par dieviem
runats daudz, tomer tie lugas darbiba nepiedalas, jo 20. gadsimta dievu
un cilveku attiecibas ir batiski mainijusas. Z. Ziroda Aigists par die-
viem saka $adi: “..es uzskatu, ka ticibas jautajums ir galvena problé-
ma, kas valsts darbiniekam reizi par visam reizém japardoma [..] Es
gan dieviem ticu. Pareizak sakot, es ticu, ka es vipiem ticu. Bet ne ta,
ka lielaka daja cilvéku, kas dievus iztelojas ka viszinus, kas vienmér
iejaucas zemes lietds, es vinus redzu ka atsveSinatu, bezkaisligu aug-
stako spéku. Vinu aukstais skatiens ir augstpratiba novérsts no doma-
Jjosa un jiitosa peléjuma, kas parpémis pasauli — no cilvéces [..] Sajos
augstumos dievi ir tikpat dieviski vienaldzigi pret visam zemdakajam
biitném, cik vienaldzigi pret mums ir miisu pasu kermenu atomi un mo-
lekulas... Tomér nedrikst aizmirst, ka dievu vienaldziba nav ne vajums,
ne bezspéciba — gluzi pretéji! Ta ir pérkona klusesana, klusums pirms
vetras. Vinu pasivitate — tas ir spéku sasprindzinajums pirms plésonas
leciena. ™" Aigists atzist, ka neapstridami fakti apliecina kadu augsta-
ku speku iejauksanos cilvéka dzive, tatad dievu tiesas pastavésanu vai
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vismaz dievu interesi par mirstigajiem. Ir katastrofas, kuru apmeri un
veiktie postijumi liek domat, ka tas nevar biit cilvéka roku darbs, tacu
zimigi, ka Sie notikumi parasti piemekl€ tos, kam tie nebiit nav pare-
dzeti. Pieméram, méra epidémija, kas plosas tiesi tad, kad kada pilseta
grimst gréka un izvirtiba, tacu meéris piemekl€ nevis grécigo pilsetu,
bet gan blakus esoSo — to, kas ir slavena ar saviem tikumiem. Vai, pie-
meéram, kar$ — tas uzliesmo tiesi tad, kad tauta degradgjas un jau tuvo-
jas lopiskam stavoklim. Bet ko gan kar$ nogalina vispirms? Protams,
viscildenakos laudis, kamér glévuli laimigi izvairds no briesmam.
Reizém iet boja veseli putnu bari — tos iznicindjusi neizskaidrojama
slimiba. Kap&c? Atbilde ir vienkarsa — dievi raidijusi sérgu cilvekiem,
tikai nav trapTjusi merki. Daudz &rtak ir sodit tos, kas pirmie gadas pa
rokai, nevis apgriitinat sevi ar isteno vainigo mekl&sanu. Dievi doma
lielas kategorijas.

Tacu vienmer pastav risks, ka dievu bulta var art trapit mérkt. Ta-
del ir svarigi nepieverst dievu uzmanibu, negadities pa rokai, it visa ie-
verot mérenibu, tacu Elektra ir dzimusi, lai dotu zZimi dieviem — vinas
alkas p€c patiesibas un taisniguma jau sen parsniedz visas robezas.

Protams, Aigista viedoklis ir grotesks, tacu arT Elektras nelokami-
ba visas lugas konteksta nav vert€jama viennozimigi — ta liecina par
moralu tiribu, tacu nes sev Iidzi arT lielu postu.

P&c Agamemnona naves Argosa zel un plaukst, taja valda tads
miers un labklajiba ka vel nekad, un Aigists ir parliecinats, ka gan
mazu, gan lielu noziegumu iesp&jams nodot aizmirstibai, nodarjjumu
aizsedzot ar kadu labu, sabiedriski noderigu darbu. Vina kredo ir rela-
tivisms gan politika, gan dzive, un viens no lugas varoniem — Tiesne-
sis — par to saka: “Aizmirstiba... nave un aizmirstiba — litk misu lab-
klajibas pamats, un tikai vajpratigie spéj pilna balst saukt péc cilveku
un dievu tiesas, pieprasot atriebibu. > Nekad nebis laimigs tas, kur$
nevis samierinasies ar likteni, bet neatlaidigi tieksies p&c patiesibas,
jo “laimiga gimene — ta tacu ir neliela pickapsanas. Bet laimigs gad-
simts — visparejs kompromiss.”?"3

At3kiriba no antikas tragedijas Z. Zirodi sizetu papildina ar kara
tému. Argosu negaiditi aplenkusi ienaidnieka armija, un pilsétu var
glabt tikai vienots argosieSu karaspeks likumiga valdnieka vadiba. Ta-
tad Argosai tobrid vajadzigs vadonis Aigists, tacu Elektra nav ar mie-
ru atlikt atriebibu ne uz mirkli, jo pilséta, kura valda aizmirstiba un
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kompromiss, noziegumi krajas cits uz cita, un tautai vairs nav sejas —
ta kluvusi par “milzigu ganampulku, kuru vajag ganit un barot™".
Tapec Elektra neatsakas no atriebibas pat tad, kad vinas parliecibas
del pilsetai draud bojaeja, jo “tauta — tas ir mirdzoSs skatiens. Lai art
ST gaisma dazreiz klust blava un izkroplota, — ta tik un ta ir patiesibas
gaisma. Palitkojieties uz pasaules dizakajam tautam: kas tajas ir pats
skaistakais? — Skaidras, plasi ieplestas patiesibas acis ™.

7. Zirodii “Elektra” paradas uz skatuves divus gadus péc vina lugas
“Trojas kara nebis™'® grandiozajiem panakumiem Luija Zuvé reZija,
tapec jauna iestudgjuma idejisko polemiku it ka papildina lugas perso-
nazu un ari skatitaju apzina klatesosie “Trojas kara” varoni — Hektors,
Ulikss, Kasandra, Andromahe. Tas nav tikai tap&c, ka Sie abi darbi ir
sizetiski saistiti un viens it ka turpina otru — “Trojas kara neblis” un
“Elektra” iezZim& autora polemiku pasam ar sevi, saviem varoniem un
skatitaju: par ieganstu Trojas katastrofai kliist vienaldzibas un patmili-
bas iemiesojums Heléna, bet arT Elektra, kas tacu ir pati Skistiba, patie-
siba un taisnigums, nes nelaimi un bojaeju veselai tautai.

Lugas beigas atklats paliek jautajums: kas ir lielaks launums — tau-
tas fiziska vai gariga nave? Z. Zirodii it ka neatbild, jo par Aigista
un Elektras skirgjtiesnesi jakltst skatitadjam. Tomer, lai gan autors par
bojaejai nolemto pils€tu liek atspidét ceribas vestosai rita blazmai, Tstu
un noteiktu atbildi iesp&jams giit vienigi konkréta laikmeta konteksta,
jo skaistas, bet abstraktas jiitas var 11dzi nest arT lielu postu.
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The Odyssey of Brendan Kennelly: a Contemporary
Ulysses Setting Sail for an Irish imram

Brendana Kenelija Odiseja: miisdienu Ulikss 1ru
imram mekl€jumos

Raksta mérkis ir atklat klasisko episko topu (topoi) klatbitni divos
miisdienu iru rakstnieka Brendana Kenelija romanos “Likais krusts”
un “Florenciesi”.

Pirmkart, raksta iztirzata heroisma, emigrdacijas, trimdas, sava
veida paganu religijas tema romand “Likais krusts”. Tiek uzsverts, ka
Sis témas izvérstas, padarot So iso romanu par klaustrofobiska auten-
tiska 1ru eposa paraugu, ne tik Joti intelektuali un sistematiski veidotu
ka DzZoisa “Uliksu”, tacu ne mazak klasisku un universalu.

Otrkart, “Florenciesi” — dazas literaras un kulturalas saiknes ved
atpaka] uz pasas Irijas vésturisko un mitisko pagatni. Analizéta jiras
brauciena téma.

-

“Likaja krusta” télotais iru ciema mikrokosms ar ta mutvardu tra-
dicijam, folkloras un legendu materialu sniedz bagatigu augsni kultu-
ralai, literarai un stilistiskai mijiedarbei, kas lauj atklat interesantu
starpkulturalu komunikaciju.

Isa jiras celojuma no Irijas uz Angliju télojums “Florenciesos”
atgadina lasitdjam pasas Irijas tradiciondlo Odiseju: vienu no biitis-
kakajiem sendas iru literatiivas zanriem, kas lidzigs citiem mutvardu
tradicija balstitiem literatiiras paveidiem, pieméram, imram, labpra-
tiga jiuras brauciena stastam.

Our consciousness is in Hellas. It is not exaggerated to believe
that the Western World will survive until it can preserve the memory
of Greek civilization. Without the latter we would lose the use of the
reason we have been taught by Aristotle and the idea of investigating
God we have inherited from Plato. Without Greece we would not know
the adventure of travel, the pattern of our whole literary creation as it
is inscribed in the Odyssey?!’.
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These words, recently uttered by a famous Italian classicist in an
article commenting on a newly-published volume on Greece, made me
reflect once more on my research aiming at investigating the presence
of classical epic topoi in Irish literature. I started my research almost
by chance a few years ago after completing the translation into Italian
of the novel The Crooked Cross*'®, written in the 60’s by a contempo-
rary Irish poet, Brendan Kennelly. The occasion was offered to me by
a congress of Anglo-Irish studies held in Sad Paulo, Brazil, in 2002,
entitled “Interrelations: Irish Literatures and other forms of know-
ledge”. My first idea was to focus on the process of translating from a
purely linguistic perspective, however, my attention was soon drawn
to the deeper relationship, that is, the cultural and literary interrela-
tions between this novel and Homer’s Odyssey. Thus, 1 completed the
initial title, “Translating Brendan Kennelly’s poetic prose”, as follows:
“Translating Brendan Kennelly’s poetic prose: The Crooked Cross or
the claustrophobic representation of a Classic Irish Odyssey”".

The Crooked Cross presents a mixed literary form with passages
of intense lyricism and the agile and flexible pace typical of epic narra-
tion: it is the sour epic of a village in Western Ireland threatened with
drought and disease, the concrete metaphor of a social and spiritual
aridity which takes hold of the people of the village itself, Deevna.
Among the villagers, many find their equivalent in the Odyssey: Shei-
la Dark is a fortune-teller depicted as Circe; Ann Dillon, the young
girl on the beach reminds the reader of Nausicaa; the local poet Pad-
dyo, who intersperses the text with rhymes relating to events about the
village and its inhabitants, is a sort of Homeric bard; the Old Sailor,
who is well-travelled, albeit more in his fantasy than in reality and,
being half-crippled, cannot move and spends his time telling stories
to the children of Deevna, embodies a sort of local Ulysses. His main
deed was when he swam from Tureen Quay to the opposite town of
Kilkee in County Clare, a story he recounts with an epic emphasis
that reminds the reader of Ulysses swimming towards the land of the
Phaeacians. Indeed, all the novel is locked in immobility, nevertheless,
it conveys a general feeling of movement, at least in the form of emig-
ration. It tells the static epic of Irish history as it is lived in Ireland’s
smallest villages. There is the echo of Homer’s Odyssey but what Ken-
nelly has created is a classic Irish Odyssey, that is, an Odyssey lacking
its main theme: the journey out of one’s own land. No Ulysses goes
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ever leaves Deevna, if only by means of imagination, and the potential
Ulysses who actually emigrate never come back to tell and share their
experiences, they just disappear.

Many are the themes that The Crooked Cross shares with Homer’s
Odyssey: heroism, exile as well as a sort of pagan religion intermin-
gled with some magic. There is no systematic correspondence between
the two texts, however, the novel is embedded in epic motifs and ima-
ges that create discoursive configurations reminding the reader of the
Homeric work.

An example is given by the presence of the dog, called Lighting,
the description of which is very close to that of Argos in the Odys-
sey, though here the dog does not belong to any master and does not
display faithfulness: it is an empty, slightly oleographic image which
plays a functional role against the backdrop of the whole description:

There was a dog especially that caught the eye and disgusted and
repelled everybody who saw it. This was an old sheepdog, black in
body, with a white neck. At least, these were the colours it had been,
until it was stricken with a terrible attack of the mange, the scourge of
all dogs in hot weather. As a result of this awful affliction it was like
a waking corpse. Nearly all the fur and hair had disappeared from its
body, leaving practically all the flesh visible. The flesh was a horrible
raw red, covered with scabs and sores of all sorts, which festered and
stank in the terrible heat. Ironically, the dog’s name was Lightning.
Lightning slouched along the hot, dusty street, stopping now and again
to lick its sores. Every living thing and person shunned it, but nobo-
dy took the trouble to destroy it. Sometimes a child, in its innocence,
would approach it, but would scamper off on seeing the grotesque sta-
te of the body. (31-2)

The figure of the drunk One-eyed Palestine, is in fact described as
a Cyclops:

“I’'m the only man in this place,” he would say, his one eye glin-
ting with pride, “who can say that he saw the grave of Jesus the Jew.”
So he got his name through his disability and his distinction [...] Pa-
lestine was a big man, with a massive head, strong shoulders and a
brown moustache. Physically, he was a giant. He had a quick mind,
and enough imagination to appreciate the appalling nature of his bo-
redom. (47)
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A few lines further we read: “When sober, Palestine was a man of
few words.” (47); but as soon as he sees a pint in front of him:

He downed it without taking the glass from his lips and ordered
another which promptly got the same treatment. A third pint stood in
front of him before his tongue loosened a little. [...] Palestine drank
steadily for the next three hours, all on his own. Little talk between
himself and the widow. But the alcohol was having its effect on Pa-
lestine who, when he began to get “merry”, liked to talk nonsense to
himself and to the world. [...] One-eye Palestine sweated and drank
like a hog. (48-9)

This description of the drunk Palestine reminds us of the Odyssey’s
Cyclops, drinking the wine Ulysses offers him. Then Ulysses, a dwarf in
comparison with the Cyclops, blinds him by a fiery stake as Palestine is
defeated by the Dwarf while fighting during a brush-handle contest:

It must have taken the Dwarf two minutes to rise. He struggled
to the last. Finally, realising he was beaten, he screamed madly like a
wounded bull. As he did so, he released his grip on the brush-handle.
Palestine, still straining, did not expect this, so that his body plunged
backwards and the back of his head hit the concrete floor with a sicke-
ning thud. He lay on the floor, writhing and moaning. (59)

All the characters of the book are like epic characters, flat like
cardboard cut-out figures, symbols rather than individuals. However,
the most stunning parallelism is that between the poet of the Odys-
sey and the poet of The Crooked Cross, Paddyo himself who shares
with the former the knowledge of different stories coming from va-
rious sources. But Paddyo is a satiric poet and in many of his lines he
ridicules the formulaic tradition and the repertoire of epic predictions
and anecdotes.

Paddyo “half-chanted” (14) his first lines:
Come in, dark woman from the Maharees
With your step more light

Than a feather in a breeze. (14)

No rhyme to signal poetry, just the chanted rhythm, as the author’s
voice points out before remarking the sudden shift to prose:

“Welcome to Deevna”, he said, lapsing into prose. (14)
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Hereinafter, Paddyo’s lines are in the form of quatrains with al-
ternate rhymes as in the ballad form. In fact, Paddyo’s verses are so-
metimes nonsense, often invective and in general just two or three
quatrains of a ballad as a chronicle of everyday events, that is, events
about Deevna and its inhabitants.

Paddyo finds a complimentary figure in the Old Sailor, the true
storyteller of the village.

The Crooked Cross at the end proves to be an unintentional parody
of the Odyssey, though the parody does not affect the model as much
as the represented Irish reality and conveys once again a denunciation
of its paralysis: an endemic paralysis connatural to Irish nature. Ken-
nelly draws characters and motifs on the Odyssey mixing them with,
and adapting them to, the Irish material. These motifs often live in his
text in the form of epiphanic moments which Kennelly, unlike Joyce,
does not introduce as mere and isolated stylistic devices, in so far as
they contribute to the developing of a story and to the characterization
of the general setting.

Therefore, the microcosm of this Irish village, with its oral tradi-
tion, its folkloric and legendary material, is a fertile soil of cultural,
literary and stylistic interrelations suggesting a captivating cross-cultu-
ral communication, an aspect that deserves deeper analysis.

Kennelly’s The Crooked Cross is a more local and rural version
of Joyce’s Ulysses: they both contain, first, the theme of a journey
taking place inside the Irish territory, second, an exemplary stylistic
fragmentation of the text which Joyce obtains by means of a disrup-
tive technique, while Kennelly achieves this by interrupting narration
with fragments of poetic lines, quotations and intertextual references
to the Homeric work. However, what could be simply seen as the well-
known literary mechanism of intertextuality, is here inscribed inside
an essentially coherent narrative structure and its coherence rests on
the presence of a community which still survives.

This aspect highlights the structure of the tale typical of the va-
rious cycles in which the ancient Irish stories have been somewhat
haphazardly collected and preserved in Medieval Manuscripts. The
most archaic texts often present an alternation of prose and poetry:
dialogues in prose include fragments of apparently more ancient
poems. Therefore, in The Crooked Cross we can hear the echo of the
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classic Odyssey on the one hand and detect the prevailing mode of the
tale of traditional Irish epic on the other. In fact, what proves note-
worthy is the natural graft of the model of the Odyssey on an autochtho-
nous tradition which, in its turn, offers its own original model with the
im(m)ram, one of the chief types of ancient Irish literature, a type also
known in other orally-based literatures and indicating a voluntary sea
expedition story:

The surviving immrama date from the seventh or eighth centuries,
and describe voyages out into the North Atlantic, with sightings of or
landings on various islands, and encounters with extraordinary beings.
Five immrama survive: The Voyages of Bran, of Mael Duin, of the
Ui Chorra, and of Snedgus and Mac Riagla. To these we can add the
Navigatio Sancti Brendani, the Voyage of Saint Brendan, written in
Latin. Brendan visits some of the same islands that are described in
the voyages of Mael Duin and Bran. The Navigatio was widely known
in the Middle Ages, and versions survive in French, Italian and Dutch,
making it also part of the pan-European cultural tradition®*’.

The voyage of Mdel Duin is certainly the most popular and best-
known also owing to the fact that it was reproduced in several Irish
texts of folklore and legends, including Lady Gregory’s Book of Saints
and Wonders (1907). Joyce himself knew it and it has been recently
emphasized that The Voyage of Mdel Duin is an invisible contributor
to his Ulysses. As Stanley Sultan points out, although the contribution
to Ulysses that Joyce extracts from the Odyssey is immesurably more
extensive, he overtly exploits another classic story of a wanderer retur-
ned to his native land:

[...] it is either sheer accident or significant for Ulysses that in
contrast to occasional analogues with Maelduin’s experiences in the
stories of other voyagers, the kinship between the Irish poem (its
extant form is actually both prose and verse) and The Odyssey is stri-
kingly close.

The similarities between the two poems begin with the basic ac-
tion of “wanderings” leading to the righting of a wrong done to the
hero’s family. As does The Odyssey, “The Voyage of Maelduin” opens
with a young man (Maelduin himself) who is impelled to undertake a
quest out of devotion to a father whom he does not know.

[-]
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The “adventures” themselves involve: the throwing of boulders
at the escaping curragh by a giant monster who had hoped to eat its
occupants, [...]; Laestrygonian-like voracious animals which eat at
each other; islands like that of the lotus-eaters, which affect men psyc-
hologically, and which members of the crew are unwilling to leave;
[..] a prophecy that all but one man will return home safe (the direct
opposite of the prophecy of Tiresias in The Odyssey); the underworld
(under the sea); a Scylla-like ravenous sea monster; and a woman
who — as though combining Circe and Calypso — has magical powers,
develops a special interest in Maelduin, entertains him and his crew in
her palace for a year, promises them eternal youth and “for ever a life
of ease and pleasure” (p.153), and is refused because of their longing
to return home**'.

Therefore, the two models on the whole are easily assimilated.

As early as 1892, Arbois de Jubainville, the great French scholar
of Celtic history and literature, described the Odyssey as an immram
and a few years later (1899) he compared early Celtic society with that
of the Homeric age. Joyce is very likely to have known these studies.

The strong similarity between the immrama and the Odyssey offe-
red Joyce the opportunity to make Ulysses at once European, by pa-
rodying one of the source books of the European tradition, and at the
same time specifically Irish, by parodying a genre developed among
those who wondered or imagined what lay west of Ireland in the vast-
ness of the Atlantic. An immram was an account of a voyage out into
the western ocean, and of the strange places, beings, and objects en-
countered on such a voyage. Latinists may recognize an affinity be-
tween the word immram and the biremes and triremes of the ancients,
ships with two or three banks of oars (remi).

Immram literally means rowing around, oaring around, and im-
plies a voyage with no specific destination.

[...]

Though each individual immram does have a theme, the search for
a murderer, the expiation of guilt, the search for an earthly paradise, in
practice these texts are mostly about randomly hopping from one is-
land to another. The voyagers come to an island, land to view its won-
ders or prudently observe them from offshore, then sail away. Joyce’s
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use of the immrama reflects the arbitrary nature of his models, and so
necessarily lacks the coherence of his use of the Odyssey.

As Stephen Dedalus reminded us, no Pisistratus ever appeared to
preside over the imposition of order on Irish epic material®?2.

Stephen Dedalus’s statement does not sound as criticism but rather
as his declaration of a method that underpins the the two-level archi-
tectonics of Ulysses: the structure of the Odyssey along with the Irish
cultural-symbolic-mythical level.

In The Irish Ulysses, an innovative study published in 1994, Ma-
ria Tymoczko?? shows how immrama contribute to the building of
Joyce’s Ulysses: they would represent the mythical determinants be-
hind Leopold Bloom’s wanderings. She also implies that all immrama
are journeys to the “otherworld” though, as Tracy points out, “they
are actually imaginative journeys among islands that are exaggerated
versions of natural phenomena, some of them inhabited by exagge-
rated versions of the human condition. By considering immrama as
explorations of a kind of alternate reality, of what might be, we can
recognize more fully their imaginative power, their connection with
certain traditional Irish modes of thought, and their role in Joyce’s pro-
ject. Immrama describe adventures among categories and properties of

5 9924

being, voyages ‘through strange seas of Thought’.

Hence, the importance of the language and of that peculiar type of
erratic writing called stream of consciousness technique.

Besides, Timoczko highlights another important aspect: Joyce’s
drawing on The Book of Invasions, the title of the original Lebor
Gabdla Erenn (The Book of the taking of Ireland). This book con-
tains the pseudo-history of /reland before 432 AD, the usual date for
the coming of Patrick and the beginning of written history in Ireland.
Its prototype was probably composed in the 7th century to fill in the
gap for Ireland and, though the story was originally restricted to the
account of the postdiluvian history of the Milesians, supposed ances-
tors of the Goidelic stock in Ireland, it was supplemented at an early
period to include bits of cosmogony and old myth. Eventually it came
to cover the “history” of Ireland since the Creation, giving accounts of
several conquests of Ireland before and after the Flood and culmina-
ting in the invasion of the sons of Mil. Thus, The Book of Invasions,
tells the story of the Irish past as the Irish in Middle Ages liked to have
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it, a myth of their own origin which detected Irish ancestors among
the Jewish, the Egyptians, the Greeks and the Iberian Celts. In any
event, it has become the fundamental text in Irish history and literature
and was included in the famous 12th century manuscript, The Book
of Leinster, an epitome of narrations, stories, genealogies and learned
poetry.

Joyce certainly was acquainted with its contents since all successi-
ve Histories of Ireland are based on it. It is not incidental that the three
main characters of his novel are: a Greek (Stephen), a Jew (Bloom), a
Spaniard (Molly).

In Brendan Kennelly’s second novel, The Florentines (1967)*%,
we can easily detect the theme of the sea-voyage.

The Florentines is a hybrid imram: the protagonist sets sail from
Ireland for a well-known island, England. Our Brendan (Gulliver
Stone in the novel) navigates to the opposite direction in order to go
and spend a year as a graduate student who specialises in mythology
in a land which is “mythic” in a way that is special for Irish people.
As Terence Brown observes, The Florentines, the story of a young
Irishman’s coming of age in a university town in the English Mid-
lands, Leeds (Barfield in the novel), finds its place as an Irish-accen-
ted version of a familiar Sixties type of fiction where the scholarship
boy makes his way through a realistically depicted university milieu.
The novel drawns keen attention to the kind of social reality which is
the focus of realist fiction and, while The Crooked Cross is concerned
with the effects of emigration on the youth of Ireland of that period,
The Florentines is pervaded by the slightly hectic atmosphere of the
1960’s England when fear of nuclear holocaust was palpable in the
wake of Nagasaki and Hiroshima. However, the novel is not simply
a realist account of a social moment in the 1960’s and of a young
man’s coming of age. The central preoccupation of The Florentines
is an encounter: Gulliver Stone’s encounter with England, its univer-
sity life, with political commitment, with the mythology he is stu-
dying, with women, with English pubs®®. In these various encounters,
however, Ireland is always there, even more than just there, namely, in
this trans-navigatio Gulliver zealously preserves his Irish myth.

The Florentines as well draws much of its narrative force from
writing which borders on epic narrative and that of tales of heroic
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deeds. Several are the fights, in the streets and in the pubs, in which
the hero is either indirectly or directly involved. Just arrived in Bar-
field, he and a new companion “are set upon by a gang of thugs as if
he must show his Irish mettle in a rite of passage which allows this
Irish youth to enter the English world. Thus, the work seems to imply
that Gulliver is undergoing a series of trials of strength and competen-
ce like a hero in one of the myths or folk-tales he is studying during
his year abroad.””?’ Terence Brown quotes a very effective passage in
Chapter Seven in which the local university hero is challenged by an
Oxford man and compares the episode to the epic descriptions of the
Tain.

The imram, too, runs through the novel, albeit through its nega-
tion. As we already noticed, the direction is towards England and not
towards the wondrous islands in North Atlantic. Gulliver does not
expect much from this island and there is an intense passage in which
the sea is described in a sort of sour parody of the descriptions we
find in the imrama, where the rhythmic movement of the waves which
accompanied the serene voyage of Saint Brendan, is here perceived by
Gulliver Stone as disturbing:

He could see nothing at all only a kind of shifting blackness. He
blinked and tried to focus his eyes on something definite, but there
was nothing that his sight could grasp and hold on to. [...] It was a
strange sound, or rather a blending of sounds. There was, first, a cru-
de battering sound as the boat cut the waves, and the broken waves
clouted the sides of the boat. Then there was a sound of other waves,
rhythmical and hovering, a sound that seemed to fill the area beyond
what was noisily immediate. The intimate and rhythmical immensity
disturbed him; it corresponded with something within him. (9)

A passage which betrays all the unease of Gulliver in his encounter
with a new world represented by England and slowly affecting Ireland.
In fact, it continues with the following invitation to Ireland:

Behind the wall, sprawled in the uneasy waters, lay Ireland. Settle
back on your green haunches, take your fill of sleep in the sea. Long
may you smile. Sleep in the darkness. Close your eyes, forget the ships
roaring from your shores with cargoes of your blood. Sink into the
sea’s sleep and forget everything and everybody; (10).



172 GIULIANA BENDELLI

The only cultural displacement in the novel is indicated by the title
that was suggested by an image Kennelly found in John Mitchel’s Jail
Journal where the Florentines in plague-time were compared to the
Irish during the Famine.

What is worth noting then is that the presence of autochthonous
Irish literary culture can be strongly felt both in Joyce and in Kennel-
ly and, with some obvious distinctions, it easily coexists with classic
patterns and topoi. We might conclude by assuming that it is the same
all over the world and that all peoples tell the same stories. Anthropo-
logists claim the existence of literary motifs that migrate along with
their peoples. This is a crucial point that brings about an interesting
issue: who really are the peoples who settled in Ireland in ancient ti-
mes? The Celts themselves, with whom Irish identity has always been
identified, who exactly are they?

We know there are several problems as to the real identity of the
Celts and nowadays some archaeologists are getting more and more
sceptical about their conventional history. Simon James, in a well-
documented and challenging study, The Atlantic Celts: Ancient People
or modern invention? (1999)*2, suggests an alternative history of Cel-
ticism claiming that the concept that the Scots, Welsh, Irish and some
other groups in the British Isles can be called ‘Celtic’, evolved over
the 18th and 19th centuries, and he wonders if it is a rediscovery of a
forgotten past reality or simply a modern invention.

James claims that until 1700, nobody in Britain or Ireland really
thought of themselves, or their ancestors, as ‘Celtic’ and until then,
ever since the period of the Roman Empire, ‘Celtic’ was only used
with regard to the ancient Gauls of France and their related continental
peoples.

Simon James and other archaeologists are carrying on with their
research and they may find satisfactory answers to this question.
Meanwhile, I would like to focus the attention on another extremely
challenging book, Omero nel Baltico by Felice Vinci, where the author
claims that the real scene of the events which take place in the Iliad
and the Odyssey should have been the north of Europe rather than the
Mediterranean Sea where it proves to be weakened by many incongruities.
She alleges that the sagas that gave rise to the two poems would come
from the Baltic region where the Bronze Age flourished in the 2nd
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millennium B.C., and many Homeric places, such as Troy and Ithaca,
could still be identified there. The blond seafarers who founded the
Mycenaean civilization in the 16th century B.C. brought these tales
from Scandinavia to Greece after the end of the “post-glacial climatic
optimum”. They then recomposed their original world, where the Tro-
jan War and many other mythological events had taken place, in the
Mediterranean; through many generations the memory of the heroic
age and the feats performed by their ancestors in their lost homeland
was preserved, and went down to posterity®*.

It is certainly a revolutionary theory that implies a complete re-
versal of the traditional assumptions on Homer’s geography. However,
the essay is so well researched and documented that it has already
convinced a lot of readers, including distinguished scholars, in so far
as it poses pertinent questions and offers brilliant solutions to various
problems arising from the Homeric epic.

I think it helpful to our discussion to quote the following long pas-
sages devoted to the British Isles:

In the Odyssey, Ortygie is introduced in relation to another island
in its vicinity called Syrie, swineherd Eumaeus’ homeland: “There is an
island called Syrie, you may have heard of it,/ beyond Ortygie where
the Sun sets” (“hothi tropai eelioio”). Judging by the text, Ortygie
seems to be more familiar than Syrie. However, both of them lie west
of Ithaca, more than six days away by ship, even when the winds are
favourable. Neither of them has ever been identified in the Mediterra-
nean. They are linked with Leto’s two children, Apollo and Artemis;
moreover, in a passage where Ortygie is mentioned, the Odyssey refers
to Artemis, who killed Orion there with her arrows. (Od. V, 121-124).
At this point, let us listen to Diodorus Siculus: “There is an island, no
smaller than Sicily, beyond the country of the Celts. It should be found
under the Bears and is inhabited by the Hyperboreans (..). People say
that Leto was born here and this is why Apollo is honoured more than
any other god. Its inhabitants in a sense are Apollo’s priests (..). There
is a grand shrine dedicated to Apollo on this island and a big circular
temple, adorned with many offerings.”?" By locating the Mycenaean
traces found in southern England — to be precise, in the Stonehenge
area whose marked “solar” traits could call to mind Apollo’s “grand
shrine” mentioned by Diodorus — this setting identifies Homeric
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Ortygie with Great Britain, which lies west of Danish Ithaca, i.e., in a
geographic position that fits perfectly with Eumeus’ directions.

Furthermore, according to ancient Greek writer Ecateus (quo-
ted by Levalois in his Land of Light), the Hyperborean island, where
Leto was born and her son Apollo had his priests, was called “White”
(“Leuke”). Tt seems natural to associate this with Great Britain’s an-
cient name “Albion” — Pliny quotes: “Albion ipsi nomen fuit,” “its
name was Albion,” that is, “White.”?! This could be linked with “the
white cliffs of Dover,” which greet sailors coming to the island, or
with the white hills of Wessex, where the culture that constructed
Stonehenge flourished between the third and second millennium B.C.
We are also reminded of the puzzling similarities between this culture
and the Mycenaean, which appeared in Greece some centuries later.
(Vinci: 253/4)

Regarding Syrie, the island next to Ortygie, in the light of the abo-
ve, it could be Ireland which fits well with the description the swi-
neherd Eumaeus (who was the son of Syrie’s king) gives of his ho-
meland: “It is not densely populated, but good,/ rich in cattle, sheep
and grain.”**? These words reveal a touch of homesickness in a man
who had been forcibly separated from his homeland at an early age
and had never been back since (he had been abducted by Phoeni-
cian pirates who sold him into slavery in Ithaca). This could be anot-
her indication of the relationship between the Homeric “Danaans” of
the Early Bronze Age — that is, the ancestors of the Mycenaeans who
left traces in Wessex before migrating to the Mediterranean — and the
mysterious Tuatha Dé Danaan, i.e., “Goddess Dana’s Tribe,” who in
the Cath-Maige Tuired (The Battle of Mag Tuired) are mentioned as
Ireland’s ancient inhabitants, coming from “the islands in the north of
the world.” It would also be tempting to associate the name “Syrie” to
Eire. But let us note that there is a river in the south of Ireland, called
“the Suir;” furthermore, the Irish name of the River Lee, which flows
through Cork, is the “Laoi,” a typically Greek-sounding name (which
is almost homonymous with the River Lao in Southern Italy, the an-
cient “Magna Graecia.”) In any case, the extraordinary hospitality that
Eumaeus shows a poor beggar who could never have reciprocated,
makes him seem the most “Irish” of the Homeric characters. (Eumaeus’
name itself could recall Emain, the ancient Irish capital.) With re-
gard to his Phoenician abductors, they bring to mind the mythical
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“Fenians,” i.e., a people of ancient Ireland mentioned in some traditio-
nal tales, such as Echtra Fergusa maic Léti (The Adventures of Fergus,
Lete's son). (Vinci: 254)

Scholars have noted the connection between Homer and the ci-
vilizations of Northern Europe. In The Druids, Stuart Piggott claims:
“Celtic literature was orally created and handed down by a barbaric
society, just like the original version of the Homeric poems and the
Sanskrit Rigveda.” Still, on the Celts, he states: “It was a barbaric ci-
vilization (..). From the archaeological evidence we deduce that it was
a model of society going back to barbaric Europe of the second half of
the second millennium B.C. at least. This was a heroic age, similar in
one way to Homer and the Rigveda, in another to the Beowulf and the
Norse sagas.” (Vinci: 76)

As to the Celtic poets, known as “fili,” they entertained the Court’s
noblemen, just as the Homeric bards did. Their favourite themes inclu-
ded “adventure” (“echtra’) beyond human bounds and “wanderings”
(“immram”) from island to island across far-off seas. This, of course,
reminds us of Ulysses when he was intent on narrating his fabulous
adventures and wanderings in Alcinous’ palace. Besides, one of the
favourite destinations in Celtic tales are the paradisal islands situated
in the middle of the ocean, towards the far west, where divine women
refresh and make love with the heroes arriving there. They also offer
them immortality and everlasting youth, as we see in Immram curaig
Maele Duin (The Voyage of Mael Duin’s Ship) and Immram Brain
maic Febail (The Voyage of Febal’s Son Bran).

For instance, according to J. Markale, this is how the queen of
one of these fabulous islands addresses a hero after he goes ashore
there: “If you remain here, the old age will not catch you. You’ll be
young as you are now, and will live for ever.” All of this is identi-
cal to the island of the goddess Calypso, remote in the ocean towards
the west, who had promised to make Ulysses “immortal and ageless
(“athanaton kai agéron”) forever.”?3 Incidentally, one could match
the name of Ogygia itself with the Celtic island of everlasting youth
which is called “Tir-na n’Og.” In a word, “Ogygia” may mean “the
Land of Youth.” (Vinci:77)

It is, in fact, from the island of Ogygia that Vinci, together with
Ulysses, sets sail for his research, following Plutarch’s hint in De
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facie orbe lunae apparet. In chapter XXVI the Greek writer quotes
a Homer’s line “A certain island, Ogygia, lies a long way off in the
sea...” (Od. VII, 244) and adds that Ogygia (the island of the goddess
Calypso, where Ulysses landed after a long period of wandering and
from where he much later set sail for his native land) is situated at a
“five days” sailing distance from Britain, towards the west”**. This
means that one of the island visited by Irish seafarers during their im-
rama might have been the Homeric Ogygia itself.

Vinci, along with a very detailed remapping of Homeric geography,
identifies several themes and motifs shared by the Homeric poems and
the mythologies of Northern Europe, including Celtic mythology and,
what I have found particularly significant, is the occurrence of these
motifs in Kennelly’s novel. Though the identified analogies are not
always sufficiently stunning to claim a close contact between Homer
and Northern European mythology, they are interesting coincidences,
hints that certainly authorize further research.



IRINA KOVALEVA|(RUSSIA)

Greek Literature in Russian Cultural Consciousness:
The Beginning of the 21% Century

Grieku literatiira krievu kulttiras apzina:
21. gadsimta sakums

Pirms desmit gadiem raksta autore zurnala “Jlureparypnoe 060-
3penue” (1997) publicéjusi analitisku apskatu par triju grieku literatii-
ras lauku — antika, bizantiesu un muslaiku — ietekmi uz krievu kultiiras
apzinu. Tolaik izverteta grieku kultiras mantojuma apguve padomju
gados.

Vel vienai desmitgadei apritot, laiks pievérsties izmainam, kas ve-
rojamas Saja joma, raksta galvenais uzdevums — iepazistinat ar tam.

Devindesmito gadu beigas vairakas izdevniecibas Krievija ak-
tvi publiceja klasiskas un Bizantijas laika grieku literatiiru, lai gan
miisdienu grieku literatiras tulkojumi un to izdosana vél bija sakum-
stadija. Tomér Eiropas robezu atvérsana darija savu: krievu taristu
piepliidums Griekija, atgriesanas ar izcili labiem iespaidiem par So
zemi nodroSinaja pieaugosu interesi ne tikai par senatnes kultiiru vien,
bet art par misdienu griekiem, vipu domu un vertibu pasauli. Liela
nozime jaunlaiku grieku kultiiras un seviski tekstu izpété un populari-
zesana bija art 1996. gadda Maskavas Valsts Lomonosova universitaté
atvertajai Bizantijas un jaungrieku filologijas nodajai.

Pirmais plasakais ieskats mislaiku grieku literatira nacis ar
20. gadsimta klasiku (K. Kavafis, A. Embiriks, M. Aleksandropuls)
darbu publicejumiem, kas Krievija izpirkti isa laika. Musdienu
grieku dzejas joma specializéjies apgads ITHACA, kas veidojis art at-
seviskus bilingvalus izdevumus (M. Pieris, D. Jalams, G. Pavlopuls,
K. Montis).

Tiek publicéeti art zinatniski un analitiski raksti par jaungrieku li-
teratiras témam (sérija “Moskovia” un “Modern Greek researches”),
lai gan vél tritkst atbilstosa periodiska zurndla, kas uzturétu regularu
kritiku un biitu veltits jaungrieku témai.
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Palaikam nakas vérot art komercmérku vaditu izdevéju darba re-
zultatus: tiek publiceti izcilu grieku autoru vaji tulkojumi ar apsauba-
mas kvalitates komentariem.

Pagaidam vel jaatzist, ka krievu neohellénistu darbs atrodas in
statu nascendi, tomer tam ir labas nakotnes izredzes, jo lasosas publi-
kas interese ir liela.

In 1996, 1 wrote a programmatic essay published in early 1997 un-
der the title ‘Greek Literature in Russian Cultural Consciousness at the
End of the 20" Century’**. That article summarised some acquisition
of the Greek cultural heritage during the Soviet era: I analysed the role
which all three ‘branches’ of Greek literature — the Antique, Byzantine
and modern one came to play in Russian cultural consciousness. I was
interested in what a wide readership knew about Greece by the 1990s:
students, engineers, doctors and others rather than linguists and other
specialists in the field. Naturally, it was necessary to analyse the over-
all picture of translations and academic works available to the reader-
ship in each of the three fields. Summing this not so recent work up,
one can say that the interest in classical antiquity used to be enormous
then and was generally satisfied by excellent translations and a num-
ber of academic publications. Readers were familiar not only with the
names of Homer and Plato but also with those of Averintsev, Gasparov
and Losev. Byzantium was associated with ‘something ecclesiastical’
and thus forbidden, secret and interesting. There were just a few books
but publications as Byzantine Romantic Prose (1965) or a collection
of saints’ biographies published under the timid title of Byzantine Le-
gends (1972) became bestsellers. It was not only Byzantologists who
celebrated the publication of The Poetics of Early Byzantine Literature
by S. S. Averintsev. The situation was perhaps much worse in respect
of Modern Greek literature: there were few translations (in general of
good quality, though) and the ones that appeared were most often than
not ‘ideologically biased’. In 1984 the publication of a small volume
of Cavafy’s poem was made possible and, at a later stage, S. [I’inskaya
published her monograph on his work?°. T recall what a success the
appearance of these books made — they were eagerly read by all sorts
of poetry lovers, not only the fans of Greece.

It has been almost a decade since I wrote that essay. The time has
come to analyse what has changed during those very difficult years,
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what has been done and what remains to be done. For the most part,
I would like to concentrate on the place of Modern Greek literature
in our culture. As far as publications of classical texts are concerned,
one should note that the have been quite many of them. Previously,
however, the publication of such or such translation in the scientific
series ‘Literary Monuments’ was not only a guarantee of quality of
the translation but would also mean a well written commentary. Now,
the series has practically ceased to exist and neither the publications
by the publisher “Ladomir” nor the ‘Classical Library’ series by the
St Petersburg publisher “Aletheia” which have in fact replaced their
famous predecessor can compare with it (admittedly, many of them
are of perfectly good quality). Academic works in the field of Clas-
sics (both Russian and translations of foreign works) are now pub-
lished by all kinds of different publishers and here one finds both
successes and failures. Byzantine studies in Russia are undergoing a
revival, although than is more interest in classical antiquity than in
Byzantium. Readers of the literature in question can generally be di-
vided into two groups — those who are interested in Byzantine culture
from a historical perspective, as it were, and those who are principally
interested in religious thought and the heritage of Orthodox writers.
In 1996, “Aletheia” created a series called ‘Byzantine Library’ which
has turned out to be one of the publisher’s most successful projects.
So far, over a hundred publications have appeared, including trans-
lations of Byzantine texts, republications of the classical works in
Byzantine studies by leading Russian scholars (from A. A. Vasil’ev to
A. P. Kazhdan), books by our contemporaries (M. V. Bibikov, G. G. Li-
tarvrin, I. P. Medvedev, to quote a few), and also translations of the
works by leading foreign scholars in the field. As regards publication
of the texts of theologians and ecclesiastical authors, here we find re-
prints of both old translations from the period before the Russian Re-
volution in 1917 and new ones. These works are published by a num-
ber of different publishers, some are related to the Russian Orthodox
Church, others being purely academic or commercial publishers. Na-
turally, the quality of translations is variable. More often than not the
main consumers of this literature are mainly interested in the authors’
‘halo’ in the Orthodox hierarchy or their sanctity rather than accuracy
and literary quality of the translation.
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In 1996, when I came to assess the presence of Modern Greek cul-
ture in Russian cultural consciousness, I wrote, ‘“We hardly know more
about the 20" century than about the so called “dark Middle Ages”:
Demis Russos and Mikis Theodorakis, the singer and composer, and
perhaps that’s about it.”**” Of course, my statement amounted to some-
thing of a rhetorical exaggeration: some of my compatriots would have
supplemented that list with the names of Beloyannis and Lambrakis;
others would have remembered the uprising at the Polytechnic. So-
meone would have named Yannis Ritsos and somebody else even Ca-
vafy. However, for the crushing majority of Russian people, Modern
Greece was Terra incognita. Much has changed since. First, owing to
the development of tourism, thousands of citizens of the former USSR
(not only from the metropolises but — more importantly — from provin-
ces as well) have visited Greece. We have now to a large extent come
closer to those ‘images of “the total harmony of the Greek islands”
that one is looking for during the holiday season®®, over which Sefe-
ris waxed ironic (in respect of West Europeans) as early as in 1942.
However, for an average Russian, a ‘holiday in Greece’ is firmly lin-
ked to the idea of ‘the Greek fur coat’. No doubt, the guidebooks and
booklets on Greek mythology in Russian sold pretty much everywhere
from Salonika to Crete, abound in comical mistranslations and incre-
dible inaccuracies. Admittedly, Russian tourists are not always capable
of imaging that Mount Pilio which they ski across is the ancient Pe-
lion on which centaur Chaeron raised Achilles or that Dodoni is just a
type of yogurt but also of the ancient oracle of Zeus. The main thing
is that the Russians who have been to Greece tend, as a general rule,
to have an extremely positive impression on that country. Many de-
velop interest in its history and culture — even, I would emphasise, in
its contemporary culture. Of course, not only those who have spent
holidays in Greece are interested in it. So are those who have business
connections or family ties with Greece, those who feel the closeness of
Russia and Greece as two Orthodox countries, and many more.

The opening in 1996 of the Department of Byzantine and Modern
Greek Studies at the Moscow State University was a symbolic expres-
sion of this growing interest. Feeling a need to publish the best works
of Modern Greek literature in good translations and with commenta-
ries from the best scholars in the field, the Department established the
series ‘Greek Library’ which was launched in 2000 with the volume
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Russkaya Kavafiana®®. This book contained a representative selection
of translations of Cavafy’s poems, and also scholarly articles devo-
ted to the work of the great Alexandrian. The publication of the book
was a significant event in literary and academic life, bringing about
lively discussions among literary critics some of which were trans-
lated and published in Greece. In 2003, a volume of prose works by
Cavafy appeared to mark the 140™ anniversary of his birth and the
70" anniversary since his death??. As a result, almost all of Cavafy’s
work is now available to the Russian readership. One should note that
at two non-fiction book fairs in Moscow (in the autumn of 2003 and
2004), Cavafy’s prose sold, as they say, ‘like hot cakes’. At the same
time, there was an increase in demand for the more expensive Rus-
skaya Kavafiana which is now almost sold out. A single volume con-
taining translations of all poems by Cavafy is now being prepared. In
2002, the series ‘Working Notebooks’ was born under the aegis of the
‘Greek Library’. Under its imprint, a selection of works by Embirikos
appeared*!, followed by a collection of poems by Sachtouris Golova
poeta*?. Both appeared in the context of the preparation of a large
volume on Greek surrealists. Sachtouris, who died this year, the last
from the Pleiad of ‘the Great’, lived long enough to know that he was
being translated into Russian and even saw the book itself. I now have
the copy he signed for me, his translator. In 2003, the series ‘Poet’s
Prose’ debuted (the volume of Cavafy’s prose mentioned before ap-
peared in this series) and in 2004 the Greek Library’s ‘Little Series’,
devoted to the publication of prose translations, saw the light. This
series was inaugurated with the third publication of Scenes from the
Life of Maxim the Greek by M. Alexandropoulos, a popular novel in
Russia®®. Opyt izucheniya novogrecheskikh studii v Rossii (The Expe-
rience of Research in Modern Greek Studies in Russia), a monograph
by D. A. Yalamas, is to appear in the near future and will mark the
beginning of the new ‘Scholarly Series’ of the Greek Library.

The ‘Greek Library’ series is, I would emphasise, published by the
Department for Byzantine and Modern Greek Studies of the Moscow
State University which ensures both the quality of the translations and
that of the scholarly commentary, introductions, etc. The series prima-
rily focuses on the translations of those poets and prose writers who
belong to the core of the 20" century Greek literature. In addition to
those named above, there are plans to publish the poems and prose
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of G. Seferis, the poems of O. Elytis, the novel Third Marriage by
K. Tachtsis and others.

The poetic series of the ITHACA Publishers which brings to the
fore contemporary Greek poetry, has published a couple of bilingual
volumes: The Metamorphosis of Cities, a collection of the poems by
Michalis Pieris*** and A World without Poets by Dimitris Yalamas®®.
I have also prepared a number of publications for the influential ma-
gazine Inostrannaya Literatura (World Literature) which specialises in
translations of literary works. In June 2005, a large volume of material
devoted to Seferis appeared in the magazine, including translations of
his poems “Mythistorema” (tr. by M. Gasparov) and “Kihli” (tr. by
V. Aristov), as well as three of his essays. The translations were ac-
companied by a long biographical essay which I wrote myself, and
bibliography of Seferis translations in Russian. In August 2004, I pub-
lished an article in the same magazine, analysing various translations
of the poem “Waiting for the Barbarians” by Cavatfy, along with a
collection of those translations, including one of my own which I did
especially for that occasion. In January 2005, I published a large col-
lection of translations of poems by remarkable poet G. Pavlopoulos
and in December of this year, material devoted to Kostas Montis is
due to appear®.

As far as scholarly work on Modern Greek Studies is concerned,
I would mention the first issue of Moskovia which came out in 2001
and contained a collective work prepared in the Department of Byzan-
tine and Modern Greek Philology at the Moscow State University, in
cooperation with eminent specialists from Russia and abroad (R. Be-
aton, M. Vitti, S. II’inskaya and others). Right now, another volume
of Moskovia is being prepared. In 2004, the series ‘Modern Greek
Studies’ was launched by “Aletheia”. It is devoted mainly to the pub-
lication of historiographic works, for instance, loann Kapodistriya v
Rossii by G. L. Arsh.

In addition to the planned and programmatic series, a certain
number of translations of more or less randomly selected authors by
semi- professional translators are being put on the market. In some
cases, the translators do not quite master Russian, let alone Greek.
Such publications are driven by exclusively commercial considerati-
ons. It is especially distressing if significant Greek writers like Seferis,
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Papadiamandis and Kazantzakis fall prey to such poor translators.
Some of these translations are published and sold in Greece itself, so
Russian travellers are likely to bring home not only somewhat hapha-
zardly translated travel guides to Athens or the Peloponnese but also
an unhappy translation of a novel by Kazantzakis. Sadly, in Russia,
too, ‘raw’, unedited, poor translations are sometimes published, as are
the translations done by philologists utterly lacking literary talent in
Russian. Things are further complicated by the fact that there is no
periodical in which one could regularly publish reviews of translations
(for example, in Classics, the “Vestnik drevnei istorii” regularly publis-
hes reviews of foreign and Russian scholarly works but does not cover
translations). It must be said that this is not a problem of neo-Hel-
lenists only: translators and researchers who deal with world literature
generally complain about the lack discussion fora which would focus
on their work (the influential Novoe literaturnoe obozrenie and Vo-
prosy literatury are primarily concerned with Russian literature, and
articles on world literature appear in them all too seldom).

Thus, five years on since the beginning of the new century, one
can assert that the presence of Greece in Russian cultural conscious-
ness is gaining ground but this presence has more of day-to-day,
down-to-earth features (holidays, travel, shopping) rather than proper-
ly cultural ones. Poetry lovers, indeed, are now quite well acquainted
with Cavafy, and it is telling a sign that Sergei Zav’yalov, a brilliant
Russian poet, in his review of Russkaya Kavafiana wrote that ‘Cavafy
has become a fact of Russian culture.’?*” Muscovite poetry lovers and
critics were equally enthusiastic about the collections of the poems by
Sachtouris and Yamalas... Russian neo-Hellenistics as a science (un-
like Byzantine studies which already has its own honourable record)
still finds itself in statu nascendi. One would only hope that it has
everything to look forward to**.



VALDA CAKARE (LATVIA)

Tragedijas dekonstrukcija. Albéra Kam1 Kaligulas
iestudéjums Dz. Dz. DzilindZera rezija
Deconstruction of Tragedy in J. J. Jillinger’s Stage
Version of Caligula by Albert Camus

Decconstruction as an analytical method questions all kinds of in-
terpretation. The Greek view of tragedy defined by Aristotle has been
questioned through the centuries, and the subject of tragedy has con-
tinued to engage the attention of theorists, dramatists and stage direc-
tors in modern time.

Latvian stage director J. J. Jillinger feels that tragedy is still a re-
levant genre and stands to approach it by way of paradox, suggesting
that the tragic spirit in the modern theatre can best be expressed in co-
medic terms. Jillinger sees the tragic world as devoid of meaning. He
uses post-modern style, recognizable by its self-reflexivity and irony.
In the stage version of Caligula by A. Camus, his work takes the form
of parody, which has an ambivalent relation to its object of imitation.
Jillinjer attempts to deconstruct the authorial control and stability of
the written text, as well as the Greek view of tragedy.

Pirmas liecibas par tragédijas izradém saglabajusas no Pilsétas
jeb Lielajiem Dionisijiem 543. gada p.m.€. Pirmais zinamais tragiska
agona uzvarétajs ir Tespids (Thespis), kur§ sengrieku tekstos biezi tiek
saukts par tragédijas aizsacgju. lesp&jams, tiesi vin§ Aténu valdniekam
Peisistratam (Peisistratos) ieteica padarit Dionisijus krasnakus un at-
raktivakus ar tragédijas uzvedumu. Piepemts uzskatit, ka tiesi Tespi-
dam ienaca prata doma atdalit aktieri no kora, lai starp tiem veidotu
dialogu. Ta¢u no Tespida tragédijam neviena nav saglabajusies, un pir-
mais darbs, ar kuru sakas Eiropas teatra veésture, ir Aishila (deschylus)
tragedija “Persie$i”, izradita 472. gada p.m.g.

Sengrieku trage€dija mes sastopamies ar augsti attistitu, nobriedusu
kultoras produktu, kas ir attalinajies no saviem izcelsmes avotiem, par
kuriem nav nekadas informacijas. Par spiti nezinamajai izcelsmei grieku
tragedija iedibina Rietumu teatra tradiciju. Grieku tragédijas definicija
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un struktlras analize pieder Platona (Plato) skolniekam filozofam
Aristotelim (Aristoteles, 384-322 p.m.€.), un arT musdienas veids, kada
mes parasti domajam par dramu un tragédiju ka vienu no tas tipiem, ir
tiesa vai ne tik tiesa veida Aristotela “Poétikas™ ietekmg&ts.

“Tragédija ir nopietnas un pabeigtas noteikta apjoma darbibas
atdarinajums, kas ikkatra tas atseviska dala iet€rpts dazadi izdailota
valoda; $is atdarinajums tiesi ar darbibu, nevis ar stastijjumu, izraisot
lidzjiitibuun bailes, panak $adu dvéseles pardzivojumu tirisanu [katarsi —
V. C.]”, apgalvo Aristotelis “Pogtikas” 6. nodala (1959: 46). Termini, ko
Aristotelis lieto (katharsis — ‘SkistiSana, attiriSana’; hamartia — ‘greks,
kluda’; mimesis — ‘atdarinasana’), kluvusi par literatliras un teatra kri-
tikas klisejam. Izsmelosu vésturisku apskatu par $o jédzienu interpre-
tacijam var atrast Marvina Karlsona (Marvin Carlson) sist€émiskaja un
aptverosaja gramata “Teatra teorijas” (Carlson 1984, 1993).

Aristotelis cildinaja tragédiju ka augstako po€zijas formu un tra-
gedijas ka poétiska Zanra definicija ieklava teatralo reprezentaciju,
uzsverot, ka tragédija ir darbibas atdarinasana, nevis cilvéku atveido-
Sana. Ja tiek atveidoti cilveki, tad tikai ar darbibas starpniecibu, kura
tie iesaistiti. Jaunakajos teor€tiskajos pétijumos, tostarp BendZamina
Beneta (Benjamin Bennett) eseja “Aristotela sakave” (Bennett 2005:
13-26), Aristotela ideja par teatrim raksturigo vizualo reprezentaciju
un tieksme darbibas redzamibu uzlikot ka tragedijas poétiskuma kri-
teriju noverteta ka neatrisinamu pretrunu raditaja. Aristotelis neiet tik
talu, lai konstatgtu, ka poé€zijai ka literatiiras veidam piederigs ir tikai
dramaturgiska sacer&juma “stasts”, bet ta sadalijums aktieriem pare-
dzetas lomas ir tikai “stasta” po€zijas parraidiSanas Iidzeklis. Saskana
ar Benetu Aristotelis vainojams pie ta, ka dramatiskajai literatiirai un
teatrim ir tendence savstarpgji parklaties un sajaukties. Par to liecina
kaut vai augstskolas macibu darba ikdieniskas diskusijas starp litera-
tliras vestures un teatra vestures pasniedzgjiem par to, kuros kursos —
literatiirai vai teatrim veltitajos — biitu macami, teiksim, Strindbergs
(Strindberg), Direnmats (Diirrenmatt) vai absurda dramaturgi.

Pat ja Aristotela iedibinatais uzskats ir konceptuali kroplojoss, tas
vienlaikus ir arT augligs. Pieradijumus tam var atrast gan pasaules, gan
Latvijas nesenaja teatra vesturé. Viens no 20. gadsimta otras puses ie-
verojamakiem latvieSu teatra rezisoriem P&teris P&tersons (1923—-1998)
savu dzejas teatra koncepciju, kurai 20. gs. 60.—70. gados bija liela
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nozime latviesu skatuves makslas formu daudzveidosana, balstija tiesi
aristoteliskaja prieksstata par dramu ka poézijas augstako formu. “Dra-
ma ir ieprogrammeéta dzeja ka tas pirmdiglis un attistibas turpinajums.
Pirmatngja teatra elementi izaug no lirikas. Dionisa svétku ditirambis-
kakas kora dziesmas atraisa deju ka So lirisko dziesmu 1pata ritma or-
ganisku turpindjumu un izpausmi. DejojoSie koristi t€rpjas aza adas un
att€lo no dziesmas satura kapjosa notikuma konsekvences. Dzimst aza
dziesma. “Azis — tragos; dziesma — oide; tatad — tragedija. So pirmsa-
karibu, kas tagad apbérta ar tragédijas varda gandriz vai sikpsihologis-
ko nozimi, nevajag aizmirst” (P&tersons 1987: 162).

Tragédija ir vards, kura nozime mainas lidz ar teksta vai izrades
laiku un vietu. 20. gadsimta saistiba ar tragédiju visbiezak tikusi iztir-
zati divi jautajumi: vai trag€dija ir iesp&jama laikmeta, kuram trakst
ticibas vienotibas, un vai demokratiska laikmeta ikdieniskais individs
spgj but par tragisko varoni. Franéu filozofs, rakstnieks un drama-
turgs — eksistencialists Albérs Kami (Albert Camus, 1913-1960) uz
Siem jautajumiem atbild apstiprinosi. Pasaulg, kurai Dieva nave atne-
musi metafizisko dimensiju un kura palicis tikai cilvéks ar mokosu ap-
zinu par eksistences bezjédzibu, ir viena vieniga 1sti nopietna filozofis-
ka probléma — izlemt, vai dzive ir dzivoSanas verta. Par to Kami raksta
sava ietekmigaja eseja “Mits par Sizifu” (1943), kur cilveks, ieslodzits
noteiktu situaciju loka, ar savu ikbriza izveli tiecas radit jégu par spiti
pasaules absurdumam un vienaldzibai. Par to Kami raksta arT darba
“Par traggdijas nakotni” (1955). VérSoties pie grieku un renesanses
laikmeta pieredzes, vin$ secina, ka tragisks laikmets vienmeér sakrit ar
evoluciju, kura cilveks, apzinati vai ne, atbrivo sevi no senakas civi-
lizacijas formas, tacu, saravis saites, neatrod jaunu formu, kas vinu
apmierinatu. Grieki un renesanses autori radija varoni konflikta ar pa-
saules kartibu. Modernajos laikos arf, tikai liktena masku te pienémusi
cita dieviba — intelekts, zinatne, vésture. Individs, meklgjot brivibu no
§T jauna dieva, vélreiz nonak divdomiga un pretruniga stavokli, kas
veicina tragisku izpausmi.

1938. gada sarakstitaja luga “Kaligula” Kami rada individa agoni-
ju vienaldziga, svesa, haotiska vide. Kaligula ir noladéts ar sapratu un
nespgj rast mieru, jo nemitigi censas saprast nesaprotamo un izskaidrot
neizskaidrojamo. Vins ir makslinieks, dzejnieks, provokators, kur§ me-
gina parskelt apmiera, automatisma un liekulibas sienu, atbrivot cilvéku
no nejausajiem sociala stavokla vai vesturiska konteksta apstakliem, lai
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konfrontgtu ar biitiskajam eksistences situdcijam un izvélem. ST konfron-
tacija ir nez€liga un sava zina norada uz atgrieSanos pie teatra originalas
religiskas funkcijas — nostadit cilvéku aci pret aci ar mita un religiskas
realitates sferam. Lidzigi grieku tragédijai Kami luga atgadina publikai
par cilvéka nedroso un noslépumaino stavokli pasaule.

LatvieSu teatra vidgjas paaudzes rezisors Dz. Dz. DzilindZers savu
versiju par Kamt “Kaligulu” Dailes teatrT iestud&ja 2005. gada, tatad
jau 21. gadsimta. Dzilindzera izradg, kas tapusi, asist&jot aktrisei R&-
zijai Kalninai, Kaligula ir izklaides menedzeris, Sovmenis, kur§ savu
eksperimentu parvers grandioza teatra priek§nesuma. ST priek$nesuma
atseviskas epizodes, kuras Kaligula virtuozi pazemo savus padotos, ir
veidotas ka estrades révijas numuri un verstas uz vienu un to pasu
mérki — panakt aktieru (Romas patriciesu) protestu pret Kaligulas uz-
spiestajam lomam. Lidzigi ka francu 20. gadsimta teatra reformators
Antonéns Arto (Antonin Artaud) sava nezglibas teatri (Théatre de la
Cruauté) ar1 Kaligula ir iecergjis, ka vina inscenétais nez€libas teatris
parveidos dzivi. Tadgjadi iestudgjuma tiek istenota divpakapju struk-
tiira — DzilindZera izrade noder par satvaru Kaligulas izradei, tapat ka
komponista Raimonda Paula dramatiski vérieniga originalmizika — ci-
tatu un parodiju daudzveidibai, kas veido Kaligulas inscen&juma ska-
nu partitiiru.

DzilindZera izrade sakas ar tablo — senatori frontali, taisna Iinija no-
stajusies, stingiem skatiem raugas publika. Visi vienados, kostimu maks-
linieces Ilzes Vitolinas modelétos efektigos dendijiskos apgerbos ar at-
kailinatam kriitim, iezpaugtiem vidiem un kuplu apaksdalu, kas sniedzas
lidz gridai. Visiem pie vaiga ka tikko pamanama réta pielipusi mobilie
mikrofoni. Sejas balas un neizteiksmigas. Cits pec cita vini npem vardu,
lai dalitos savas bailés un satraukuma. Kurs tie$i runa, nemaz nevarétu
pateikt, ja par to nesignalizétu elkont saliekta roka, kurai nervozi kustas
pirksti tiesi tik ilgi, kaméer skan vardi. Sis Zests rada maldigu iespaidu, ka
skanas pliist nevis no mutes, bet no nervozi kustigajiem pirkstiem. Jaat-
zimg, ka aktieru neverbala uzvediba — Zesti, mimika, pozas un kermena
kustibas — izrad€ neilustré, neatkarto pateikto, bet to aizvieto vai papildi-
na. Talab par spiti vizualo izpausmju parbagatibai nerodas liekvardibas,
bet gan izteiksmes ekonomijas un precizitates iespaids. Aktieri kustas ka
dejojot, platie, garie gérbi vinu kustibas dara plasas un svinigas, balsis
mikrofonos skan trauksmaini jutekliska cuksta: Kaligula pazudis, un kas
zina, ko no vina var sagaidit.
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Tad paradas Kaligula — stiegrainais, naviga apnikuma maktais
Girts Kesteris vai jaunekligi izmisuSais Gints Gravelis. Dardosas mii-
zikas skanu pavadijuma vin$ uzbrauc uz skatuves milziga melna dzipa,
kura [idzibu ar katafalku vél vairak pastiprina divi lieli masinas priek-
S€jo lukturu vieta piemonteti svecturi ar plivojosam svecu liesmam.
Kaligula acimredzami ir méginajis dz€st sapes par milotds masas navi
ar lielu daudzumu alkohola, vinam ir slikti, vin$ uzkapj masinai uz
jumta, parliecas pari malai un vemj. Vinu mac riebums pret visu pa-
sauli, un ties$i no riebuma piedzimst Kaligulas izrade — Sovs. Ta sakas
ar kolektivu deju stundu par t&mu “es jus visus izdraziSu” un turpinas
ar greznam dzirém, kuras uz servéjama galdina tiek pasniegts senatora
Lepidija d€la Iikis. Laura Subatnieka Lepidijs ar nazi un daksinu me-
gina pieskarties pasniegtajam “@dienam”, bet Sausmas salimst. Savu-
kart Ara Rozentala reprezentabla Miicija jauno skaisto sievu Kaligula
aicina uz deju. Sarmites Rubules Miicija kundze sakuma negribigi, tad
gluzi ka transa laujas kustibu konsultantes Ilonas Petrikas iestudétas
dejas brutali izaicinoSajam ritmam, kaut skaidri zina, ka deja beigsies
ar publisku pazemojumu — izvaroSanu. Lidz transam $1 priekSnesuma
laika sevi noved arT Kaligulas sieva — Rézijas Kalninas Cezonija, kura,
gitaru rokas krampjaini sazpaugusi, stav avanscéna un dzied operas
ariju, meklgjot patvérumu un aizmirSanos miizikas skanas.

Dz. Dz. Dzilindzers savu “Kaligulas™ skatuves versiju nosauc par
“postmodernu dramu divas dalas”. Zanra apzim&juma maina ir reZiso-
ra atbilde uz to, ka miisdienu sabiedriba, tostarp teatri, pasos pamatos
mainTjusies komunikacijas nosacijumi. Lingvistiska zimju sist€ma ir
gazta no trona, un runatais vards zaudgjis savu prioritaro lomu. Valo-
das atvirziSanas talaka plana ir saistita ar vizualitates un izrades ma-
terialas dabas uzsveérumu. Realas lietas (objekti, cilveki) ne tikai rada
nozimi, bet arT ik bridi atgadina par sevi ka par realam lietam un, t€lai-
ni izsakoties, draud saraut savas semiotiskas vazas.

Vel viena iezime, kas raksturo miisdienu teatri un ar ko rékinas
Dzilindzers, — fragment€ta uztvere. Publiku primari vieno tas, ka ta
pulcgjusies vienuviet un viena laika, lai statos attiecibas ar vienu un
to paSu darbu — izradi. Bet publikas uztveres individualas perspektivas
ne vienmer veido vienotu veselumu. Gan tapéc, ka musdienu cilveks
pieradis ar TV pulti roka no programmam veidot pats savu montazu,
gan ar1 tapec, ka pat simultanas skatuves noris€s nereti griiti pateikt,
vai atseviskie elementi ir savstarp€ji saistiti, vai ar1 vienkarsi paradas
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vienlaikus. Zimju ir vai nu par daudz, vai arT par maz, un tas ir vai nu
sablivétas (ka Dzilindzera izradges), vai izkaisitas (ka Eiropa atpazista-
mibu iemantojusa Alvja Hermana iestudéjumos). Gan viena, gan otra
gadijuma zimju savienosSana nolasamos, jégpilnos rakstos no skatitaja
prasa 1pasu piepiili.

Skiet, arT tapéc Dzilindzers Kaligulas inscenéto izradi veido ka
Sovu, kas neparprotami asocijas ar izklaides industriju un irdena
numuru kolaza lauj apvienot zimes no visdazadako kultiiras laikme-
tu apcirkpiem. Viena no spozakajam izrades epizodém savu t€lainibu
aizguvusi no Latvijai piecpadsmit gadus talas padomju pagatnes. Uz
skatuves marsSa takti cits aiz cita uzsolo senatori, gérbusies pionieru
formas terpos — Tsas, zilas bikses, laivincepurém galva un sarkaniem
kaklautiem — un sastdjas rindas. Artira Skrastina dzejnieks Scipions
stav avanscéna un izmisigi skaniga balst dzied dziesmu “Good-bye,
America” no krievu kulta filmas “Bralis 2” un rokgrupas ‘“Nautilius”
repertuara. Bet Kaligula un viga sieva Cezonija tikmer sp&lé boulingu.
Ar bumbu met pa boulinga valitém — senatoriem, un tie cits p&c cita
krit, lai atkal steidzigi pielektu kajas un nostatos miera staja. Nav liela
nelaime, ja Cezonija, pret savu gribu piedalidamas pazemojosa spele,
tiSuprat met bumbu sanus un netrapa — Kaligula pacel pirkstu un nora-
da, kuram jakrit. Spéle turpinas, kamér apnik, kas notiek loti driz, un
Kaligula ar Cezoniju aiziet.

Pionieru formas terptie senatori uzlec, pievelkas, uzrapjas uz sce-
nografa Martina Vilkarsa veidotas grandiozas konstrukcijas, ko veido
platformas, kapnes un $k&rsi, un paker lodamurus. Sak Svirkstét un
Saudities liesmas, raisot plasu asociaciju loku, kas sniedzas no tuksas
pirotehnikas SvirkstinaSanas katra sabiedriski nozimiga situacija lidz
apveérsuma planu kaldinasanai un visbeidzot — darbam ziemelu soda
nometng&s. Senatoru protesta un dumpibas gars izlauzas uz aru klaigas
un nevienam nevajadziga, bezjedziga darbiba.

Rezisora izvEletais t€lu repertuars verSas pie skatitaju kolektivas
apzinas, liekot piecpadsmit gadus talajai padomju pagatnei klut par
Zimi pazemojumiem, kuriem Kaligula paklauj savus padotos. ST pa-
gatnes pieredze un ar to saistitie t€li rezisoram vajadzigi ka klisejas,
no kuram tiek konstruéta jauna realitate — gal€ji ironiska attieciba pret
pasreizgjas dzives realitati.
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lestudgjuma zanra formulgjums “postmoderna drama” norada ne
tikai uz komunikacijas nosacijumu mainu sabiedriba, bet arT uz trage-
dijas neiesp&jamibu. Izrade atgadina lubeni gan tapéc, ka rezisors spé-
I&jas ar citatiem un kliSejam, gan ari tapéc, ka tapat ka lubené tragedi-
ju aizstaj melodrama, likumsakaribu — nejausiba. Tas, ko DzilindZers
rada no jauna, ir radits no jau eksistgjosu tekstu drupam. Kami teksti
parveidoti un papildinati ar latvieSu un krievu nenormativas leksikas
paraugiem, bagatigu atsaukSanos uz kino, popmiiziku un rokmiiziku,
tadgjadi veidojot universalu diskursu, kur§ liek izzust “individuala-
jiem” autoriem. Jaunais teksts ir balstits sasp€leé ar skatitaju kolekti-
vajam un individualajam atminam par citiem §1s lugas iestudéjumiem,
par Tinto Brasa (7into Brass) filmu un pasa Dzilindzera lidz§ingjo dar-
bibu, par vipa autoritates — krievu rezisora Romana Viktjuka (Poman
Buxmiok) dekadentisko teatri, par aktieru — izrades dalibnieku — agrak
spelétajam lomam, spéles telpu, kostimiem, scenografiju. Izmantojot
Marvina Karlsona formul&jumu, varétu teikt, ka DzilindZera teatris ap-
zinati veidots ka kulttratminas muzejs (Carlson 2003: 165).

Kaligulas inscenéta Sova kulminacija ir makslu nakts, kura Kali-
gula sartko dzejnieku sacensibas, lickot uzstaties ar improvizaciju par
naves teému. Pasakums tiek ievadits ar kartgjo deju, ko izpilda senatori
ar savam partnerém dejotajam. Senatoriem mugura kostimi, kuru di-
zains uzsver valkataju androgino dabu, asocigjoties tiklab ar seksualu,
ka tikumisku nenoteiktibu. Mirdzosi balti krasturi skietami sl€pj mil-
zigas kriitis, bet balto plato bikSupriekSu rota saslgjusies elektrozilas
krasas “gailisi”. Svirkst bengaliskas ugunis, dard mizika, un pari mo-
toriska neatlaidiba izdejo erotiski energétiskus dejas solus. No foruma
galerijam uz vigiem vienaldzigi noliikojas izbazti suni — melnbalti dal-
maciesi, kas asocigjas ar labi pazistamo animacijas filmu.

Tad Cezonija piesaka Veneras uznacienu un kapnu augsgala pa-
radas imperators sudrabota, augumam ciesi piegulosa sievietes kleita,
kas pasita, lai akcent&tu sieviskigas aprises. “Es Sodien esmu Venera,”
Kaligula koketi pazino, un sakas dievietes pielfigSanas rituals, kuru
vada Cezonija. LiigSanai seko erotiska solo deja un visbeidzot dzej-
nieku sacensibas.

Par paraugu sacensibu vizualizacijai, Skiet, nodergjis starptautis-
kais estrades dziesmu konkurss “Eirovizija” vai kads cits no daudza-
jiem lidziga rakstura pasakumiem. Imperators nokapj no skatuves un
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aps€zas starp skatitajiem. Senatori cits pec cita iznak avanscéna, lai
izpilditu kadu popularu $lageri, ka “putninu” deja vai lambada, bet Ka-
ligula, kad vinam priekSnesums apnicis (un tas notiek visai driz), gluzi
ka tiesnesis sacensibas iesvilpjas, un publikas prieksa stajas nakamais
dalibnieks. Vienveidigi histériskajos priekSnesumos disonansi ienes
Laura Dzelzisa Oktavijs, kur§ iznak uz skatuves etnografiski latvis-
ka izskata ar gitaru roka un skaidra latvieSu valoda sak dziedat senti-
mentalu dziesminu “Uzsniga sniedzin$ balts” no 80. un 90. gadu mija
Latvija popularo bralu Ziemelu repertuara. TieSi §T uzstaSanas, kas
skatitaju zale sedosajai haizivju kapitalisma rtditajai publikai ironis-
ki atgadina Latvijas dziesmotas revoliicijas un neatkaribas atgiiSanas
laika naivos sapnus, pieliek punktu Kaligulas pacietibai, vins izrauj re-
volveri un izsauj uz dziedataju. Te vajadzetu sekot izrades emocionali
specigakajam mirklim, kad uz skatuves karta kapt Kaligulas draugam
Scipionam, kuru spélé Artirs Skrastins. Scipionam péc notikusa vairs
nav, ko teikt, un vin$ savu izmisigo protestu ietérpj klusésana. Skras-
tina Scipions ilgi un saspringti raugas imperatora un skatitaju zalé. To-
mér aktierim isti neizdodas panakt tadu spriedzi un emocionalu pie-
satinajumu, lai klusé€Sana izskane&tu ka kliedziens. Publika mulst un
reiz€m pat gatavojas aplaudet, lai pasteidzinatu Skietami iestrégusos
notikumus.

Kaligulas un Scipiona nakama divcina — diskusija par cilveka dzi-
ves jegu — tiek izsp€léta uz platformas, kas no iek$puses izgaismota ar
asinssarkanu gaismu. Draugu un antagonistu konfrontaciju — kur$ kuru
paklaus, kur§ kuram notic€s — rezisors rada ka krievu ruleti. Kaligula
ieliek revolverT vienu patronu un abi diskusijas dalibnieki, savus argu-
mentus izklastot, pamiSus ce| revolveri sev pie deniniem un nospiez
gaili. Bet nekas nenotiek. Lidz bridim, kad izradas, ka arT te Kaligula
ir blefojis, — atklatiba naves prieksa bijusi tikai teatris, jo patrona pa-
tiesiba ir tuksa.

Kad Kaligulu spele Girts Kesteris — pieredzes bagats aktieris ar iz-
aicinosi provokativu gestus —, vina varonis jau pasa sakuma zina, kads
biis eksperimenta rezultats. Senatoru liekulibas brunas caursist neizdo-
sies. Kestera Kaligulam savu padoto psihologiskas konvulsijas analizét
nav interesanti, un vins$ dzivo ka Isti postmoderns cilveks, kur§ spelg,
sp€l&jas un giist baudu no teatra. Otra t€lotaja Ginta Gravela Kaligula
ir aizrautigs un nepieredzgjis un klusiba, iesp&jams, cer, ka vina bries-
mu darbi — nirgasanas, izvaroSanas, slepkavosanas —, kuri kliist arvien
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briesmigaki, piespiedis senatorus sacelties. Tacu patiesiba parmainas
notiek nevis ar senatoriem, bet ar pasu Kaligulu. Tas biedé un dzen
izmisuma, tapéc Ginta Gravela Kaligulam vairak neka Girta Kestera
Kaligulam vajadzigs atbalsts, apstiprinajums savas ricibas pareizibai,
ko var sniegt Jura BartkeviCa viltigais Helikons un R&zijas Kalninas
pasaizliedziga Cezonija.

Atskirigas attiecibas ar abiem imperatoriem veidojas ar1 vinu gal-
venajam pretinieckam — K&rejam. Martina Vilsona K&rejam piemit per-
sonibas valdzinajums un speks, kas lauj nezaud@t paScienu pat bez-
cerigas situacijas. Kad Girta Kestera Kaligula pavél pasniegt vinam
dz@rienu, kura iesp&jamo iedarbibu I1dzsingjas pieredzes konteksta nav
griti iedomaties, Vilsona K&rejam ir drosme trauku iztuksot. No Ginta
Gravela Kaligulas piedavajuma vinam ir drosme atteikties. Spélmanim
Kereja spele preti, eksperimentétajam atbild ar reakciju, kas apstrid
eksperimenta gaitu.

To, ko Dzilindzers izdarijis ar Kami “Kaligulu”, visprecizak vargtu
apzimét ar vardu dekonstrukcija. Dekonstrukcija (latiu tulkojums grie-
ku vardam analize) ir poststrukturalas kritikas virziens, kura pirmais
ievérojamais praktizetajs bija Derida (Jacques Derrida, 1930-2005).
Ta censas izvairities no strukturalismam un semiotikai raksturigas
tiecibas pec stabilam, noteiktam nozimém vai nozimju sisttmam. De-
konstrukciju var raksturot ari ka intelektuala darba tehniku, kura rodas
tiklab no konkrétu tekstu lasiSanas pretgji vispargjiem modeliem, ka
no darba filozofiskas vai zinatniskas integritates apSaubijuma. Citiem
vardiem — dekonstruét nozime paradit, ka teksts nenozime tikai to, ko
tas nozim&. Tam raksturigs nozimes parnesums, nozimes nebeidzama
izkaistsanas. Dzilindzera izrades realitate atSkiriba no Kami lugas ne-
ved pie teatra ritualajiem pirmsakumiem un tragédijas, bet rada iro-
nisku t€lu virtenes, kuras nemitigi “nosiita” p&c nozimes uz citiem
makslas veidiem un uz dzives istenibu. Izrades finala Kaligula iet boja
ka terorists—pasSnavnieks, uzspragstot pie kermena piestiprinatajiem
spridzekliem, bet uz scenografijas centrala elementa — triumfa arkas,
kura asoci€jas gan ar romieSu triumfiem, gan ar Parizes Triumfa arku,
nirb kino kadri — fragmenti no Kventina Tarantino (Quentin Tarantino)
filmas “Lubene” (“Pulp Fiction”) finala, kur no revolveru stobriem
atri un ritmiski lido lode p&c lodes. Fona tikmér skan Leonarda Koena
(Leonard Coen) balss, kas dzied “Dance me to the end of love”.
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Derida dekonstrukcija naves problémai ieradita centrala vieta, jo
nave ir cilvEka esibas vieniga situacija, kura cilveks ir vienatné ar sevi
un nav aizvietojams tada nozimé, ka savu navi nav iesp&jams atdot
(paradresét) kadam citam. Lidz ar to tiesi naves bridt cilvéks pilniba
identific€jas pats ar sevi un apzinas savu isto biitibu tad, kad pasaule
aiziet. Varbut tapec Kaligulas dzive DzilindZera izrad€ nozime pa$na-
vibu.
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Dg legibus, II, XV, 37.

Ka raksta Aristofans pats — citadi tie ir banali jokdaru vardi nevieta
(L1'v kairpa). Vardes, 358.

Piem@ram, anglu valoda (Loeb Classical Library) jau pieejami jaunaki,
precizi, tiesi, pilna apjoma, nesagroziti Dzefrija Hendersona Aristofana
originaltekstu tulkojumi.

Sk. Frisk H. Griechisch Etymologisches Worterbuch. —Heidelburg. Tulk. —
kautréties, kautrums, kautrigs, kaunéties, kauns, neglits / apkaunojoss.
Arist. De arte poetica. 1449a: dA\a kaTd TO yeholov, Tob &  aloxpob
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aloyos dvwduwor kal ol dBapTikéy Sal. Cic. De Oratore 2,238: mater-
ies omnis ridiculorum est in vitiis.

Seit un turpmak pédinas liktie citati Abrama Feldhiina tulkojuma.

Sk. Frisk H. Griechisch Etymologisches Worterbuch. — Heidelburg.

For the role and purpose of ekphrasis see e.g. H. Morales. Vision and
Narrative in Achilles Tatius’ Leucippe and Clitophon (Cambridge: Cam-
bridge University Press, 2004) p. 96f; B. Zimmermann. Poetische Bilder
(Poetica - Zeitschrift fiir Sprach- und Literaturwissenschaft, Bd. 31, 1999)
p. 61-79; S. Bartsh & J. Elsner. Ekphrasis through the Ages. Introduction:
Eight Ways of Looking at Ekphrasis. http://humanities.uchicago.edu/
depts/classics/people/PDF. Files/Ekphrasis.briefintro.final pdf.

The analysis is based on the editions by J.-Ph. Garnaud (ed.) Achille Ta-
tius d’Alexandrie — Le Roman de Leucippé et Clitophon. Paris: Les Belles
Lettres, 1995; and I. Hilberg (ed.) EvotaOiov IlpwrtovwBeAeoipov
o0 MakeppoAitov twv kad' Youivnv kat Youwioav Adyou i
(Vindobonae: Sumptibus Alfredi Hoelderi, 1876).

Achilleus Tatios wrote his novel probably in the second half of the second
century AD (see e.g. B. P. Reardon. Achilles Tatius and ego-narrative. In:
J.R. Morgan & R. Stoneman (eds.) Greek Fiction: The Greek Novel in
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Context (London & New York: Routledge, 1994), p. 80-96). Eustathios
Markembolites’s novel dates back to the 12" century AD (see e.g. Eusta-
thios Makrembolites. Hysmine und Hysminias. Eingeleitet, tibersetzt und
erldutert von Karl Plepelits (Stuttgart: Anton Hiersemann, 1989) p. 1-6).
Cf. Eustathios Makrembolites. Hysmine und Hysminias. Eingeleitet,
iibersetzt und erldutert von Karl Plepelits. Anton Hiersemann (Stuttgart,
Anton Hiersemann, 1989) p. 14ff.

The analyzed descriptions are: 1.15-1.16 (garden); 1.1, 3.6-3.8, 5.3 (pain-
tings); 3.1-3.2 (storm); 1.19 (description of the heroine) in the novel by
Achilleus Tatios and 1.4-1.6 (garden); 2.2-2.5, 2.7, 2.9, 4.5-4.16 (pain-
tings); 7.8 (storm); 3.6 (the heroine) in the novel by Eustathios Makrem-
bolites.

The analyzed figures are: I lexical repetition: 1 — polyptoton; 2 — word
repetition; 3 — anaphora; 4 — rare rhetorical repetition; II structural repeti-
tion: 5 — parallellismus; 6 — antithesis; 7 — chiasmus; 8 — isocola: 9 — pari-
son; 111 figures of tempo and affection: 10 — asyndeton; 11 — enumeration;
12 — brachylogy; IV address: 13 — rhetorical question; 14 — exclamation;
15 — address; V change of speech situation: 16 — change of speech situa-
tion; 17 — quotation; VI sound repetition: 18 — alliteration; 19 — homoio-
teleuton; 20 — paronomasia.

The analysis is based on texts referred to in note 2. I have counted the
length of ekphraseis in rows (the length of rows of both these editions is
equal concerning the number of letters in it) and divided the number of
rhetorical figures in the particular description with its lengths in rows.
I. Nilsson. Erotic Pathos, Rhetorical Pleasures. Narrative Technique and
Mimesis in Eumathios Makrembolites. Hysmine & Hysminias (Uppsala:
Uppsala University Library, 2001). See also I. Nilsson. Static Imitation or
Creative Transformation? Achilles Tatius in Hysmine & Hysminias. In:
S. Panayotakis, M. Zimmerman, W. Keulen (eds.) The Ancient Novel and
Beyond (Leiden: Brill, 2003) p. 371-380.

Cf. A. Littlewood, H. Maguire, J. Wolschke-Bulmahn (eds.) Byzantine
Garden Culture (Washington D.C.: Dumbarton Oaks Research Library
and Collection, 2002) p. 7-8.

Cf. B. Zimmermann. Poetische Bilder, p. 71f.

See K. Novikov. Retoorika ja tekstitiitip: struktuur, tekstuur ja retoorilised
figuurid Achilleus Tatiose romaanis “Leukippe ja Kleitophon” (Rhetoric
and text type: structure, texture and rhetorical figures in Achilles Tatius’
novel “Leucippe and Clitophon”. Master Thesis, Tartu: Department of
Classical Philology, University of Tartu, 2004) P. 55-61, 66—69.

The first time Kleitophon sees Leukippe is in 1.4. It is quite elaborated,
but only 6,5 rows long. As the minimum length of the analyzed descrip-
tions was 10 rows, it couldn’t have been included in the analysis.
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Cf. H. Hunger. Antiker und Byzantinischer Roman (Sitzungsberichte der
Heidelberger Akademie der Wissenschaften, Heidelberg: Carl Winter,
Universititsverlag, 1980) P. 18.

See K. Novikov. Retoorika ja tekstitiiiip: struktuur, tekstuur ja retoori-
lised figuurid Achilleus Tatiose romaanis “Leukippe ja Kleitophon”,
p. 48-100.

I owe this information to my colleague Zita Andersen, Copenhagen.

In a similar way Greek uses verbs of learned origin, especially, but not
exclusively, metaphorically: avépyopar, katépyopar, etoépyopon, eEEpyo-
ot
The corresponding nouns do not constitute a semantically coherent
system: up/down: dvodoc/kabodoc, avafaon/katdpacn, avnedpa/katn-
@opa, in/out: gicodog/ £€0dog and the popular nouns éuna and £Bya. Of
course there are also other verbs, e.g. avapprydpot climb up, avneopilm
go uphill.

See H. Lausberg. Handbuch der literarischen Rhetorik. Eine Grundle-
gung der Literaturwissenschaft (Miinchen 1960).

See H. Diels, W. Kranz, eds. Die Fragmente der Vorsokratiker. Bd. 2
(Berlin 1952). For the authorship of Helen, see Fr. Blass. Attische Bered-
samkeit (Leipzig 1868), p. 65—72 and Leipzig 1887, p. 68—75. For modern
opinions, see F. Donadi. Gorgia. Encomio di Elena. Testo critico, intro-
duzione, traduzione e note (Roma 1982), D. M. MacDowell. Gorgias.
Encomium of Helen (Bristol 1982) and J. Pall. Form, style and syntax:
towards a statistical analysis of Greek prose rhythm: on the example of

“Helen's encomium” by Gorgias (Tartu 2007).

The manuscript is presently at the Library of Tartu University, TUB F.7-3.
It belongs to the collection of student exercises in Latin, all written on
the occasion of school inspection. The time of the creation of this speech
is between November 3, 1995 and May 14" 1996 (according to old ca-
lendar), the times of death and burial of the professor of theology, Cris-
pinus Jernfeldt, whose death is mentioned in the chreia, cf. E.-L. Jaanson
Tartu Ulikooli triikikoda 1632—1710. Druckerei der Universitiit Dorpat.
1632—-1710 (Tartu 2000), p. 370-379.

Between 1691-1697, in Academia Gustviana-Carolina a series of short
prose speeches (7 printed and one manuscript speech) was written un-
der the direction of Gabriel Skragge, the professor of Greek language
in the academy (1690-1698). One of the more elaborate examples, the
prose gratulation by a student from Reval, Bernhardus Rodde, has been
re-edited in K. Viiding, J. Orion, J. Péll. O Dorpat, urbs addictissima mu-
sis (Tartu 2007), p. 174. Other printed Greek prose speeches (the biblio-
graphy numbers 901, 906, 943, 995, 1033, 1071 in E.-L. Jaanson, op.cit.)
have not been re-edited.
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See J.-P. Reding. Les fondements philosophiques de la rhétorique chez les
sophistes grecs et chez les sophistes chinois (Bern 1985), p. 212-219.
Cf. Empedocles, Fr. 3.14-18 and Democritus, Fr.135.65-66, as well as
Gorgias, Fr.3.81 in Diels-Kranz, op.cit.

See L. Radermacher. Artium Scriptores. Reste der voraristotelischen
Rhetorik. Wien 1951: 5257 and M.-P. Noél. Gorgias et I’invention des
T'OPTIEIA XXHMATA. REG 112, 1999, p. 204-207.

According to K. Hamburger. Die Logik der Dichtung (Stuttgart 1957).
Either as 16 syllables or 41 syllables from the total of 69.

The index of syllabic rhythm engagement (revealing, how many syllables
from the period participate in isosyllabic structures) is 51.6%, see J. Péll,
op.cit.

Ep. ex Ponto 1.3.17-18: Non est in medico semper reveletur ut aeger:
interdum docta plus valet arte malum.

Cf. G. A. Kennedy. Progymnasmata. Greek Textbooks of Prose Composi-
tion and Rhetoric (Atlanta 2003).

The text is presented according to the rules of parsing of periods into
smaller units, see Fr. Blass, op.cit, E. Norden. Die antike Kunstprosa vom
VI. Jahrhundert v.Chr. bis in die Zeit der Renaissance (Leipzig-Berlin
1909), E. Fraenkel. Kleine Beitrdge zur klassischen Philologie. Bd.I-11
(Roma 1964), and J. Pill, op.cit.

This could happen in Gorgias as well: although the average length of
period in Helen is 25 words, his longest complex periods can be as long
as 79 words. At the same time, in Helen, the average length of smallest
elementary prose rhythm units, the cola and the commata is only 2.9
words, revealing a very strong tendency to segment the period into as
many elements as possible (see J. Pill, op.cit.).
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