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Ievads

nav ne sends, ne jaunds Griekijas,
ir tikai viena — pasaule,
kas leceréta un radita uz miiiem.

Henrijs Millers

Eiropas vésturiska kopiba un identitate nav jaunatklajama — (2 ir antika
pasaule, Hellada, vélak Roma. No antikas pasaules viedok]a sends barbaru
tautas, vélakais kristigas ticibas un kultiiras nesgjas no Viduseiropas ari lidz
misu regionam atnesa zinas par $o klasisko senatni.

Divdesmit pirma gadsimta ieskana, kad jau tre$o gadu desmitu Grie-
kija ir piederiga Eiropas Savienibai, bet misu valsts tikai gatavojas taja
iestaties, ne tikai sena, bet arl mislatku hellénu kultdrtelpa jau visai pladi
apgiita un pazistama pasaulei ar saviem kultiiras korifejiem: pirms misu
gras Homeérs, Sofokls, Sokrats, Platons, divdesmitaja gadsimta — Jorgs Sefe-
ris, Konstantins Kavafis, Marija Kallasa, Mikis Teodorakis, Angelopuls
un Melina Merkuri. Ja klasiskas senatnes vardt un darbi mums vairak vai
mazak pazistami, tad jaunds Helladas vardi un veikums daZzadas dzives
jomas Eiropas ziemelaustrumu zemes un tautas veél gaida detalizéiu izpet,
pat vienkarfi uzmanibu un iesp&ju (valodas apguve, kvalitativi tulkojumi,
tik3ands) uzzindt, izlasit, ieraudzit.

2001. gada nogalé Latvijas Universitates Klasiskas filologijas katedra
un Hellenistikas centrs pulcgja 3ai nolika vairaku valstu hellénistus uz
konferenci par helleniskis dimensijas nozimi Eiropas kultiras telpi. Dau-
gavas krasti k|uva par vietu, kur satikas antika Hellada, Bizantija, mis-
dienu hellénisms, kas saista valstis un tautas centienos izprast esamibu,
kura esam ievesti. Par talas barbaru zemes notikumiem neviltota interese
bija pasai Helladai, ko konferencé parstivéja Kultiras ministrijas starp-
tautisko sakaru departamenta direktore Dr. Alkiste Sulojani, kura darbojas
ari literatirzindtnes lauka. Ipads prieks bija par Berlines Brivas univer-
sitdtes profesora Konstantina DimaZa klatbatni, jo ving jau gadiem ilgi
sniedzis butisku atbalstu jaungrieku studijam Latvijas Universilate. Tomer
hellegu dimensijas pamati ir klasiskas studijas. Gan vésturnieka Harija
Tumana apcerigums, gan jauno pétnieku Gitas Bérzinas un Ingara Gusana,
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gan vinu skolotiju Vitas Paparinskas un Ilzes Rumnieces petijumi seno
tekstu un valodas v&sturé ir lieciba klasiskas filologijas stiprajam tradici-
jam Latvija. Grieku un citu Eiropas valodu saskarsmes jautajumi ir valod-
nieku Daces Strelévicas no Latvijas un Rolfa Hesses no Danijas pétijumu
pamata. Latvija sve§addka ir Bizantijas pasaule, bet tapéc jo interesanti ir
uzzinat, ka ari Bizantija Baltija un Riga nebija gluZi rerra incognita, par to
var lasit Lundas Universitates profesora Jerkera Blomkvista apcergjuma.
Bizantijas mantojums ir ari jauno Péterburgas hellenistu Elenas Ilvesas un
Maksima Kisiljera uzmanibas loka. Vinu koléges Dinara Abdrakmanova
un Anna Borisova pieverias grieku un krievu kulturas saskarsmei un sav-
starpgjai ietekmei. Sengrieku mita interpretacija krievu literatiiras sudraba
laikmeta ir LU profesores Silvijas Radzobes izpétes objekts. Savukart Bri-
gita Cirule pievérias sengrieku un latvie$u mitologijas paralélém. Grieku
un krievu dzejas paraléles ir Maskavas Universitates profesores Irinas Ko-
valovas pétniecibas loka, bet franCu rakstniece un tulkotija Anna-Laura
Brisaka peta K. Kavafja skan&umu franciski. FranCu un helignu kulctiras
mijiedarbe ir ieinteres€jusi ar1 Latvijas Kultlras akadémijas pasniedzgju
Zan Silir)u. Gluzi jaunas atklasmes latvie3u lasitajam par grieku literatiiru
piedivd Island€ dzivojod3d grieku literatiiras tulkotija poligiota Dena
Dimiga pétijums. Tomér konferences un rakstu krijuma lielaka vértiba ir
13, ka hellépu dimensija ir vertiga un nozimiga ari latvieu literatiiras un
makslas pétniecibas konteksta. Teatra zinatniece Valda Cakare, literatirzi-
natnieces Mira Grudule un Dace Liise gan uz zinamam, gan mazak zina-
mam lietam liek paskatities svaigi un neierasti.

Gadu taksto$us p&c Sokrata un vina klausitdja Platona laikiem Eiropa
atkal aktuils ir dialogs — saruna, lai vairdk un precizak izzinatu lietas un
cilvEkus un bagatinatu sevi un savu vidi. Zinatniskas sarunas formas — kon-
ferences dalibnieku viedok]i apkopoti $aja krajuma. Hellénu dimensija
miis dara bagatakus, Helladu mums tuvaku. Bet ar1 més tai ceram tuvoties.

Sastadinaji



ALKISTIS SOULOGIANNI (GREECE)

Bilateral Cultural Relations between Greece
and Europe

According to the Roman historian Cornelius Tacitus (c. 56 — c. 120), there
had been great development in commercial relations between the Mediter-
ranean and the Baltic region, especially between the Latvian people and
the Roman Empire, since the hellemstic years, from the second century
B. C. until the second century A. D. Nowadays, Greece has been dedicating
a significant part of the foreign cultural policy to the relations with the
countries in the Baltic Sea area.

In this framework, Greece participated in 2001, in the celebration for the
800-anniversary of Riga as a capital of Latvia. Namely, the Greek Ministry
of Culture, through the Department of Cultural Relations, supported financially
the participation in the Riga celebration, of the New Hellenic Quartett,
which is a prominent Quartett of international reputation. The New Hellenic
Quartett presented works by the contemporary Greek composers Nikos
Skalkottas (1904—1949) and Dimitris Mitropoulos (1896-1960).

Likewise, the Greek Ministry of Culture through the Department of
Cultural Relations, participating in the year 2000, in the celebration for the
75-anniversary of the National Ballet of Lithuania, supported financially
the production of the ballet Zorba the (sreek by Mikis Theodorakis (1925},
at the State Opera and Ballet Theatre of Lithuania.

But the most important part of the foreign cultural policy as applied by
the Greek Ministry of Culture, for the promotion of the Greek culture
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abroad, is the offer of scholarships to students from the Greek Studies
Departments at the foreign Universities, so that they are able to attend the
International Summer School for Greek Language, History and Culture,
which has been held in Thessaloniki, in August, for 25 years now, by the
Department of Cultural Relations, in fruitful cooperation with the Institute
for Balkan Studies. The direclor of this School is Professor Konstantinos
Dimadis, from the Frei Universitiat Berlin.

In this framework, we have had the pleasure to receive the last seven
years, e¢leven very prominent students from the University of Latvia as our
scholars. These scholars are the distinguished result of the work which is
being done at the University of Latvia, by Professor [1ze Rumniece — work
of a very high level, as it is internationally acknowledged. Last August, I had
the pleasure to meet in Thessaloniki Mr Dens Diming and Mr Ojars Lams.

May I now proceed to the cultural life in the Baltic region, which is
very close to the Greek culture — to the Greek world. And here and now let
me focus on the music, which is the most universal or general code of
communication, and the most oecumenic instrument for forwarding the
message of the creator.

Having these data as a working hypothesis, I would like, first of all, to
refer myself to the distinguished Latvian composer Péteris Plakidis (b. in
Riga, 1947) and to his favourite genre: the concerto for orchestra with solo
group. The distinguished maestro Odysseas Dimitriadis (1908), of interna-
tional reputation and of prominent career in Russia and in Greece, has
once mentioned the deep roots of a distant Greek origin of the composer
Plakidis.

Speaking of contemporary Latvian composers, I would like to mention
that by surfing the Internet, I learnt that Aeschylus’s drama has inspired
Maija Einfelde (b. in Valmiera, 1939) to create her chamber oratorio Af the
Edge of the Earth (as the title appears in English).

On the other hand, the famous Estonian composer Arvo Pirt (b. in Paide,
1935) has composed Kanones and Kontakia, following the Byzantine
tradition of choral music. If [ may go further and more deeply, let me
stress a point to the fact that among the most important twelfth century
cantors at Smolensk, Belarus, was Manuil, one of the three Greek singers
in the city.
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As it is known, later Greek chants were brought in Belarus, in 1588, by
a choir from Constantinople, some 100-and-more years after the fall of the
Backebovoa. During the 17th century, Greek-rite cantors were able to
compile heirmologia and hymnbooks, often richly decorated with minia-
tures. An early 17th century Cherubicon was composed as a four-part
chorale with florid bass and alto runs.

And may [ also stress a point to the fact that in the 19th century, Glinka
received his basic musical education with his uncle’s capella near Smolensk.

Most of the composers of the Ballic countries studied at the Conserva-
torium of Saint-Petersburg. A very prominent student and later teacher at
this Conservatorium was Vasily Pavlovitch Kalafati (b. in Crimea, 1869), of
Greek origin, the “Greek teacher”, as his famous pupil, Igor Stravinsky
named him in his book Musica Poetica. Among Kalafati’s pupils, there was
also the Estonian composer Heino Eller (1887-1970). Kalafati studied
composition with Rimski-Korsakov, and he was a friend of Shostakovitch.
Kalafati was killed at the siege of Leningrad, in March 1942.

These elements, in an almost epigrammatic form, represent documents
of a perpetual multicultural dialogue of diachronic value, between the cul-
tural South and the cultural North, a cultural bridging between mentalities,
a real process of mutual understanding and communication.

This is a representative element of identity in our world of globalization —
globalization being a main katalyst of supermedernism, according to Marc
Augé and his book Non-lieu; introduction a4 une anthropologie de la
surmodernité (Edition du Seuil, Pans, 1992).

Divpuséjas Griekijas un Eiropas kulturas attiecibas

Jau romieu vésturmeks Komélijs Tacits (ap 56. g. m.&. - ap 120. g.m.&.)
ir rakstijis par cie$am savstarpgjam tirdzniecibas attiecibam starp Vidusjii-
ras un Baltijas regionu kop hellénisma laikmeta (I gs. p. m. &.~ Il gs. m. &.).

Misdienas Griekija ¥paSu uzmanibu argja politika pievers kultiiras saka-
riem ar Baltijas juras regiona valstim. Griekija, istenojot 3is politiskas
nostadnes, piedalijas Latvijas galvaspilsétas Rigas astonsimt gadu jubile-
)as svinibis.
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Vismaz pedgjos septinus gadus Griekija ir veicindjusi Latvijas Univer-
sitites studentu iesp€jas apgit grieku valodu, literattru, vesturi un kultiru,
pieskirot stipendijas macibam Kultiras ministrijas un Balkanu institita
organiz&taja Starptautiskaja grieku valodas, vEstures un kultiiras vasaras
skola, kas augusta jau 25. gadu notiks Thesaloniké (Pereja).

Serfojot internetd, ir iespéjams uzzinat par grieku kuitiras iedvesmo-
tam latvie$u kultiiras izpausmém — latvie$u komponistes Maijas Einfeldes
kameroratortju “Zemes mala”, kurd izmantota Aishila teksti.



HARIJS TUMANS (LATVDA)

Hell€éni un més — dialogs vai muzejs?

Jau no bérnibas més esam pieradufi dzirdét un lasit par antikas Grie-
kijas kultiiras mantojuma nozimi miisu, t. i., visu eiropie3u kulttra. Sodien
pilnigi banala 8kiet doma, ka sena Hellada ir modernas Eiropas Sipulis
vai, teiksim, vecmamiga. Tik tie§am, ieejot jebkurid makslas muzeja, lasot
literataras klasiku darbus, klausoties klasisko miiziku vai apskatot iepriek-
§8jo gadsimtu arhitektiru, més visur atrodam sengrieku t€lus un siZetus.
Tapat, ieskatoties Eiropas domas vésture, var labi redz&ét antiko ideju dzivi-
gumu cauri daudziem gadsimtiem. Tas viss ir labi zindms, bet méginasim
izprast, kadu vietu antika kultira ienem misu diends, tiedi Sodien. Més
automatiski uzskatdm sevi par senis Helladas mantiniekiem un parasti ne-
aizdomajamies par to, vai sengrieku mantojums ir aktuals misu kultiira?
Mes pétam, ka misu latvieSu kultaras klasiki ir izmantoju3i antiko manto-
jumu, bet ki ir ar mums padiem? Vai més saprotam $o mantojumu, vai
meés to izmantojam sava rado3aja darba? Es nepretendgju uz to, lai pilniba
atbild€tu uz Siem jautajumiem, bet piedavaju tikai daZas pardomas par 30
tému, pardomas, kas veiktas plafa perspektiva, “no putna lidojuma”

Telaini runajot, jebkur¥ kultiras mantojums pastav divos veidos —
“dziva veida”, kad tas turpina dzivot rado3o cilvéku daijradg, t.i., kultira,
un — “miruda veida”, kad tas tiek iekonservéts muzejos, bibliotekas un skolu
programmas. Apliikojot miisdienu situdciju Latvija, var secinat, ka antikas
kultiras mantojums saméera ciefami ir parstavéts “miru§a” veida — tas ir
iek]auts skolu un daZu augstskolu programmas, fragmentan parstavéts bib-
liotekas un muzejos. Daudz bédigaka situacija ir ar antikd mantojuma dzivi
misdienu kultird. Sabiedribas lielakajai dalai ir Joti paviri un aptuveni
prick3stati par sengrieku kulturu (bieZi vien tadu pat nav), un rado3a inteli-
gence arkartigi reti un epizodiski izmanto to sava dai|radé. Tas ir asa kon-
trasid ar to situdciju, kada Latvija bija vél pirms Otrd pasaules kara, kad
skolas Joti nopietni tika macitas latigu un sengrieku valodas. Lidz ar to
sabiedriba bija daudz lielaka saskarg ar antiko kultiiru, un makslinieki daudz
bieZak izmantoja to sava dai|rade, demonstréjot ari tds dzilu izpratni.
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Tatad miisu kultira ir noticis lozums atticksmeé pret Helladas manto-
jumu, Skiet, ka Sodien absoliiti lieldkajai makslinieku un skatitaju dalai tas
vairs neliekas aktuals un tiek uztverts tikai kd muzejiska vertiba. Par to
liecina tie musu makslinieku darbi, kuros kaut k3da veida tiek izmantotas
antikas témas. Pieméram, lagadgjais Aristofana “Lisistrates” iestudgjums,
kas atbilistodi masu kultiiras gaumei tiek pasniegts ka “erotiska opera” (vai
tas nozimé, ka Aristofans ir rakstijis erotisku komédiju?). Saja izrade var
atrast visu ko, tikai ne Aristofanu un helléngu kultiiru. Tas pats vérojams arl
citas jomas. Piem&ram, Sodien grieku autoru rakstu darbi pie mums iznak
vispar bez ilustracijam, bet kad vel pirms daZiem gadu desmitiem tika
izdotas antikas tragédijas un komédijas, to ilustrativais materials péc savas
stilistikas vairak atbilda latvieSu literatGras darbu ilustré$anai neka grieku
tekstiem. Lidzigus piemé&rus varétu sameklét |oti daudz, bet tapat ir skaidrs,
ka miisdienu maksliniekos nav motivacijas un mérku iedzi|inaties antikaja
kultdra, izprast to un atrast taja témas, kas ir aktuilas miisu dienas. Un, ja
vini arf gribétu to darit, tad diez vai to spétu savas izglitibas trilkumu de].
Moderie miakslinieki lielakoties ir orient&ti nevis uz kultiiras analizi, bet
uz sensaciju un skandalu. Vinu mérkis ir nevis atklat no jauna klasiku, bet
paradit sevi. Vini darbojas postmodemnisma pasaulg, kam raksturiga pavir-
§iba, un, ka precizi atziméjis teologs un filozofs Edvards Vits, uztver pa-
gatni nevis kil (adu, no ki var macities, bet gan ka “stilu”, ka rezultata
pagdtne vinu darbos parvér¥as par tagadnes spoguli'. Tadé] misdienu uz-
vedumos antiko tragédiju personaZi var uz skatuves staigit misdienigos
térpos un lietot miisdienu Zargonu vai pat lamu vardus. Ka zinams, post-
modernisms ir globdla paradiba, kas biitiba ir modemnas kultiras stavoklis,
un tas nozimé, ka antikas kultiras mantojuma deaktualizacija ir raksturiga
ne tikai mums $eit, Latvija, bet visd modemaja pasaule. Kas ir tas, kas péc
biltibas atSkir miisu kultiiras? Lai atbild€tu uz o jautdjumu, ir jasaprot,
kas raksturo sengrieku kultiiru, kas ir tas mugurkauls vai stirakmens, un
ar ko ta atSkiras no modernas kultiiras pamatprincipiem. Nav iesp&jams isd
rakstd izanalizét tik globalu jautdjumu, tapéc es tikai ieskicéSu daZas pamat-
linijas, balstoties uz it ka visparzinamam lietam. Par analizes pamatu esmu
i1zvelgjies divas kultiiras sastavdalas, kuras visspilgtak atklajas katras kul-
toras biitiba — tie ir maksla un izglitiba. Makslu es izvélgjos tad€], ka taja
Joti uzskatami un spilgti atspogujojas sabiedribas ideali un pasaules uztvere,



Hell&ni un més — dialogs vai muzejs? 17

bet 1zglitibu — tade], ka taja koncentréta veida atspogujojas visa kultira un
it Tpasi tas attieksme pret cilveku.

Lai iegtitu pirmo prick3statu par 1o, kas 3kir miisu kultiiras makslas joma,
pietiek ar vienkarSu makslas pamatprincipu salidzinaSanu dazadas noza-
rés. T4, pieméram, sengrieku arhitektira balstijas uz proporcijas un simet-
rijas principiem, dabiskajiem materialiem un saskanu ar apkartgjo vidi;
turpreti moderna arhitektiira visa sava bitiba pauZ diametrali pretéjus
principus — disproporciju un asimetriju, ta balstas uz maksligiem matena-
liem un veido kontrastu ar dabas vidi. Par galvenajiem mizikas principiem
senie grieki uzskatija harmoniju un melodiskumu, turpretim modernaja
mizika izteikti dominé disharmonija un ritms, kas bieZi vien apspieZ melo-
diju. Telotaja maksla un literatiirda més redzam lidzigu situdciju. Klasis-
kaja sengrieku telnieciba un gleznieciba viss tika pak|auts proporcijas un
simetrijas likumiem, bet misdienu maksla valda disproporcija un asimet-
rija. Pat sengrieku literatiira par kompozicijas pamatprincipiem kalpoja
proporcijas un simetrijas likumi, nosakot darba struktiiru un izklasta veidu?.
Miisdienu literatiird doming asimetriska vai pat izteikti haotiska kompozicija.

Mingtie principi raksturo tikai makslas darbu formalo pusi — to uzbiivi,
struktiiru utt., bet aiz t3s stav dziJaki, t. 1., saturiskie jeb konceptudlie, prin-
cipi. Més tos varam definét:

— ja tiek noskaidrotas katras kultiras pamatkategorijas jeb, citiem var-
diem sakot, vértibu orientieri, kas atspogulojas konkrétos mékslas darbos;

— apzinot, ka dota kultiira izprot makslas uzdevumus un mérkus. Runa-
jot par griecku makslas konceptualajiem pamatiem, ir viegli pamanit, ka
proporcijas un simetrijas principi izsaka harmonijas ideju vai, precizak, tic
ir lidzekli, ar kuriem tiek panakta harmontja. Grieku vards “harmonija”
(n apuovia) nozimé “satkne”, “‘savieniba”, “samériba”, “visu elementu
saskana” $i elementu saskana tick panakta, ievérojot proporcijas un simet-
rijas likumus. Savukart pati harmonija ir lidzeklis, kas veido skaistumu un
ir galvenais skaistuma priekSnosacijums. Grieki domaja péc formulas -
viss, kas ir harmonisks, ir skaists, un otradi. No 13 var secinat, ka vinu kla-
siskas makslas butiba un galvena vértiba nav nekas cits ka skaistums
(10 xadov).

Tatad skaistums izpauZas kartiba, tadg| tas ir imanents pasaulei, jo pa-
saules uzbiives pamatprincips_ir_kartiba. Par to liecina varda xdouos
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etimologija — vispirms tas ir “rotjums”, “t€rps”, skaistums”, “kartiba” un
tikai péc tam “pasaule” Tas nozimé, ka visaugstikais makslas darbs ir pats
kosmoss, jo taji vispilnigak realizéjas kartiba un harmonija®. Skaistums ir
miiZigas pasaules miZigais pamatlikums, lidz ar to ari pats ir dievisks. No
81 principa dabiski izriet, ka grieku dievi ir skaistuma iemiesojums. Tatad
skaistumas ir dievi§ka paradiba un dievu ipagiba, kas cilveku pasaulé ienak
ka dievu davana. Tadg|] grieki nav méginajusi to teorétiski formulét. Pat
Sokrats, saruna ar Aristipu, sekojot sofistu pieméram, atteicas no abstrakti
skaistuma analizes un reducéja to lidz konkrétim utilitirdm lietam, relati-
vizéjot un profangjot pasu skaistuma jédzienu ka tadu (Xen. Memor., II1, 8.).
Toties, izejot no ta, ka skaistumu veido harmonija, netrika méginajumu
izrékinat, izskait]ot skaistumu, par pamatu liekot proporcijas un simetrijas
principus. Pirmie to sdka darit tie$i makslinieki. Nav nejaudi, ka klasiska
grieku kultiira ir sdkusies tie§i ar “geometrisko” makslu, kas vispilnigaka
mera atspogu]oja grieku priek3status par sakartotu pasauli, kura valda har-
monijas likums. Sis geometriskais pasaules modelis ir balstits uz proporci-
jas un simetrijas likumiem un liecina par to, ka jau VIII gs. p.m.&. grieku
makslinieki ir nonakusi pie domas, ka ar skaitla un matematiska aprékina
palidzibu var aptvert pasauli un taja esofas lietas, tas nozimé, radit skais-
tumu?. Veldk klasiskd miksla visds tds jomads tika balstita uz 3ada veida
aprékiniem, kas sasniedza savu kulminaciju Polikleita skulptiiras un vina
traktata “Kanons”, kur vip3 izklastija harmonijas matematiskos principus.
Pasi grieki uzskatija Polikleita skulptiras par ideala paraugiem un iesauca
vina Doriforu par “kanonu”, jo §is téls iemiesoja visu vina macibu par
proporcijam un simetriju (Plin. Nat. Hist. XXXIV, 55). DaZi pétnieki uz-
skata, ka Polikleits sava darba ir 1zmantojis pitagorie¥u macibu par skait-
liem. Ka zinams, pitagoriedi par visu lietu pamatu lika skaitli un ar skaitju
proporcijam “izmérija’” visu pasauli, atklajot taja likumsakaribas, kas pa-
klaujas matematiskam aprékinam. Vini pasludinaja skaitli par harmonijas
dvéseli un lidz ar to radija pirmo estétikas teoriju®, Pitagoriesi ari izstradaja
pirmo macibu par miizikas harmoniju.

CilvEka skaistumu klasiskajd grieku pasaulé noteica divi aspekti —
argjais un iek3gjais skatstums. Abi Sie aspekti vislieldkaja mera bija sais-
titi, jo par skaistu citvéku sauca tikai to, kur bija aréji un iekseji skaists.
Ta radis skaista cilvEka koncepcija — kaeAokayadia, kur xadds apzimé
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fizisko skaistumu, un aya8ds - iek3&jo. Pec grieku ieskata, gan fiziskais,
gan garigais skaistums ir dievu davana cilvékam, un cilvéks ir skaists par
tik, par cik vinps ir lidzigs dieviem. Skaista cilvéka atspogu]ojas dieviskas
kvalitates — miers, iek3€ja briviba, harmonija. Bet dievi, ka jau teikts,
iemiesoja sevi pasaules skaistumu, un tada veida visas lietas sakartojas
universila harmonija. Cilvéka fiziskais skaistums ir redzams ar acim un ir
pieejams analizei, tad€] makslinieks to var pakjaut matematiskam apréeki-
nam, ki to izdarija Polikleits. Turpreti dvéseles skaistums nav fiziski uztve-
rams, tadé} tas tika definets ar morales kategorijim. P&c grieku uzskatiem,
morales likumi pieder pasaules kartibai, tos ir radijis Zevs, tadg] tie ir
milZigi un nemainami’ Skaists cilveks savu ricibu saméro ar miiZigajiem
moriles likumiem un izvéles situdcija ir gatavs atdot dzivibu, bet neparkapt
$os likumus un nezaudgt godu. Vipd ir varonis, t.i., cilveka ideals. Sadus
varogus apdzied visa klasiska grieku maksla gan caur vizudliem t€liem,
gan caur tragédiju varoniem (atcer@simies kaut vai tikai Sofokla Neopto-
lemu, Antigoni vai Aiaku!).

Grieki ticgja, ka cilveka iek3gjais skaistums atspogulojas vina arieng,
tadé] vispirms piev&rsa uzmanibu tiedi ar€jam izskatam, meklgjot taja tas
pazimes, kas raksturo cilvéka isto dabu. Pieméram, Homéra Nausikaja,
kad vina ieraudzija kailu un netiu Odiseju, kur¥ nule ka bija izcietis
smagu vetru uz jlras, nemaldigi atpazina vipa diZciltigu varoni un skaistu
cilvéku, jo nekadi argji apstak]i nesp&ja noslept cilveka iek3gjo skaistumu,
kas atspogulojas vipa arieng (Od., VI, 135-247). Aplokojot skaistu cil-
veku, grieki guva lielu estétisku baudijumu, tipéc vini godindja skaistus
cilvékus un rikoja skaistuma konkursus. Skaistuma dievidka daba vigus
sajusmindja tik liela méra, ka reizém tas aizénoja visu citu. Par to liecina
Pausanija izbrins, kad vipd Aténu Akropolé ieraudzija Kilona statuju
(Paus. I, 28. 1). VII gs. p.m.&. Kilons méginaja sagrabt Aténas tirinisko
varu, bet cieta neveiksmi. Pausanijs, kur$ dzivoja Il gs. p. m. &., pats deva
$im faktam vienigo piegpemamo izskaidrojumu — vinaprat, aténiesi uzcéla
Kilonam statuju vina neparasta skaistuma dg] (Paus. Turpat.). Divaini ir
tas, ka 3 statuja nostavéja tur tik ilgi un palika sava vieta pat demokratijas
laika, jo demokratija, ka zinams, principiali ienist visas vienvaldibas for-
mas. Tatad ciena pret skaistumu izradijis parika pat par politisko ideolo-
giju! Sis piemérs ir diczgan tipisks. Ipa3i skaisti cilveki izpelnijas tik lielu
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godu, ka neviens cits mirstigais. Hérodots stista par kadu krotonieti Filipu,
kurd sava skaistuma dé] jau dzives laika sanéma ipau religisko godu un
kuram péc naves tika izveidots kults ka varonim (Hdt. V, 47).

Vispdr skaistums klasiskaja grieku kultird bija universala kategorija
un universals vértibu kritérijs, kas tika attiecinats uz visam lietam. Skiet,
ka tiedi tapéc grieki centas padarit visas lietas skaistas, pieSkirot sadzives
priekSmetiem blakus utilitarai vertibai ari estétisko vértibu. Tade] Sie prieks-
meli parvértas par makslas darbiem, vienalga, vai tie bija parasti keramikas
trauki, bronzas katli vai brupas. Ari cilvéku dzive tika paklauta skaistuma
kritérijiem, un visas profesijas tika vértétas atkariba no ta, vai §is konkré-
tais nodarbo3anas veids dara cilvéku skaistaku vai ne. Saja zipa grieku
kultiira rada apbrinojamu noturibu cauri daZzadiem laikmetiem. Pieméram,
jau Homéra Odisejs jutds arkirtigi aizvainots, kad kads jauneklis nodevéja
vinu par tirgotdju, jo tirgotdji ripé&jas tikai par pe|nu, un vigiem ir svels
krietnums, titad vini ir negliti cilvéki®. Gandriz Zetrsimts gadus vélak
Ksenofonts sava “Ekonomika”, runajot par dazidiem nodarboanas vei-
diem, amatniecibu raksturoja ka sliktu un apkaunojodu darbu, jo tas spiez
cilvéku caurdm dieniam salikuiam sédét darbnica bez saules gaismas, un
tas kaité vipa kermenim, turklat, kad miesa paliek varga, ari dvésele kjist
vaja (Xen. Memor., Oek. 4, 1-3; 6, 5). Turpreti zemkopiba, péc Kseno-
fonta domam, ir vislabakais darbs un dzives veids, kiads vien var bilt, jo
darbs ar zemi veido cilvéku fiziski izturigu, stiprina un padara skaistu vina
kermeni, ki ari audzina daudzus tikumus (Turpat, 5, 1-17; 6, 6-10). Lo-
gika Seit ir Joti skaidra — labs ir tas darbs, kas dara cilvéku skaistu, savu-
kart slikts ir tas, kas dara pretgjo.

Tatad var secinat, ka skaistums ir bijis centrila sengrieku kultiiras kate-
gonija jeb tas dvésele. Pateicoties tam, vigu dzivé tik lielu lomu spelgja
maksla, jo ta atspoguloja skaistumu visdaZadikajos veidos. Tas nozimé,
ka par makslas bitibu un tas uzdevumu senie grieki uzskatija vienigi
skaistumu. Mikslas uzdevums bija nest pasaulé harmoniju un vairot skais-
tumu, un, izejot no ta, tika vértéti vist makslas darbi. Tatad makslas gal-
vend funkcija bija audzino3a. Katrs makslas Zanrs pildija o uzdevumu
sava veida: vizuala maksla un arhitektiira — caur ideiliem t€liem, kas pauz
harmoniju, hiteratira — caur pamacodiem piemériem, mizika — caur nomie-
rinodu un célu harmoniju, tedtris — caur katarsi®, ko pardzivo skatitajs,
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jiitot lidzi pozitivajiem varoniem uz skatuves. Pat vésturnieki, kuri par sava
darba uzdevumu uzskatija informacijas saglabasanu par pagatnes notiku-
miem {(Hdt., I, 1; Thuc., I, 20-22), centas ne tikai vienkar3i atstastit faktus,
bet atstit nakamajam paaudzém kaut ko pamacosu. Hérodots nenogurstosi
pamdca lasitdjus, ik uz sola atgadinot tiem par liktena taisnigo varu un
moriles likumiem, kas valda pasaul€; rezultitd vipa vésture k|ist par audzi-
no3u pieméru krajumu. Ari izcili racionalais un sausais Tukidids neparpro-
tami liek saviem lasitdjiem saprast, ka no vEstures ir jamacas, jo 1a médz
atkartoties (Thuc., I, 22). Tapat visi citi, kas rakstija, vairak vai mazak
darija to audzinaanas noliikos. $i tradicija bija tik fundamentila, ka pat
velakos laikos dzivojulic grieki turpinaja pie tas pieturéties. Pieméram,
Polibijs II gs. p.m.&. izteica to §ados vardos: * Ja no vE&stures izmeslu to,
kas var mums kaut ko iemicit, tad ta parvérstos par kaut ko nevajadzigu
un nekam nederigue” (Pol. XII, 25, 2), Apméram divsimt gadu vélak
Plutarhs maksimali realiz€ja ¥o principu, padarot vésturi par tikumu un
krietnuma macibu grimatu. Sie pieméri liecina par to, ka jebkura veida
radoSais darbs klasiskaja Griekijd ta vai citadi bija veltits audzinafanai.

Loti uzskatami klasiskie prickSstati par makslas uzdevumiem ir atspo-
guloti Aristofana komédija “Vardes™, kura autors attélo fantastisku stridu
pazemes valstiba starp Aishilu un Eiripidu par vinu makslas biitibu. Strida
karstuma Aishils jauta Eiripidam, par ko sabiedriba slavé dzejniekus, un
tas atbild:

Tik par sapratu, protams, un padomu gudru! Tik
tapéc més dzimtené sava
Laudis labakus audzinat varam.
(10091, A. Giiezena tulk.)

§ajos vardos ir skaidri pateikts, kads ir mikslinieka uzdevums — “jaudis
labdkus audzinat” Talak Aishils parmet Eiripidam, ka vin$ nav pildijis o
uzdevumu un ir straddjis pretgja virziena, radot savas lugas nevis pozi-
tivus piemerus, bet negativus, un att€lojot cilvéka dabas nejaukas puses.
Aishils parada, kadai jabiit makslinieka nostajai pret im lietam:

...Bet dzejniekam japror slépt
cilvéces riebigds Ciilas,
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Ne jau tidaf 1as visas celt publikai priekid un
dramas likt akiieriem télot.
Ka médz skolotajs vadit un audzinat zénus, ta
Jjaunako paaudzi — dzejnieks.
Visu célu un dailu pauf dzejnieks!
(1053-1056, A. Giczena tulk.)

Pats Aristofans stingri pieturgjas pi¢ $iem principiem un viena no savam
pirmajdm komédijam atklati pasludinaja, ka arl komédija pazist patiesibu,
ka ari ta var darit cilvekus labakus, un ka tas ir vina paSa galvenais uzde-
vums (Aharn., 497-501; 626—664). Ir pietickosi daudz liecibu, kas pierada,
ka ¥ada makslas izpratne nepiemita tikai Aristofanam, bet bija visas kla-
siskas grieku kultiras viedoklis. Viens no spilgtakajiem piemériem ir atga-
dijums ar Friniha lugu “Milétas ienem$ana”, kas tika uzvesta 494. gada p.m.&.
Atenas. Saja drama stastits par Milgtas pilsétas bojaeju, kuru taja pasa gadi
trieciena ienéma un pilnigi izpostija persieSu karaspeks. ST drama satrieca
skatltdjus, izsaucol tajos izmisumu un Soku. Tiedi tade] 31 luga tika aiz-
liegta, bet tas autoram — piespriests naudas sods. Sada lemuma motivacija
ir acimredzama — Friniba drama izraisija negativas emocijas bez pozitiva
risinajuma, ta neradija cglo un skaisto, neko neaudzindja, tatad ta neatbilda
makslas darba statusam un bija kaitiga.

Rundjot par grieku klasiskas mikslas bitibu, miisu uzmanibas centra
dabisk: nondk audzinagana un izglitiba. Visiem ir zinams fakts, ka no senas
Helladas Eiropa ir mantojusi visparéjds izglitibas ideju un vispusigi attis-
tita cilvéka idedlu. Tikpat labi ir zindms, ka grieku vispargjas izglitibas
(EyxvxAtos moudeia) uzdevums bija audzinat cilveku, veidot vipu par vis-
pusigi attistitu personibu. Audziniianas mérkis bija izveidot kalokagatijas
idealu, aréji un iek$gji skaistu cilvéku. Skaists cilveks ir vispusigi attistits
cilvéks, jo vipa tiek panakta fiziska un gariga elementa harmonija, bet
harmonija, ka més jau redzgjam, ir grieku skaistuma pamatprincips. Tadé}
klasiskas izglitibas programma ka obligatas ieklava tris disciplinas — sportu
kermenim, miziku dv&selei un literatdru pratam un dvéselei'®. Rezuliata
tika veidots universals cilvéks, cilvéks sava veseluma, kas var tikt gala ar
ikvienu uzdevumu, kas ir iek§gji attistits un var realizét savas sp&jas ikviend
joma, kuru vind ir apguvis. Tatad cilvéks tika audzinats un izghtots ka
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cilvéks, nevis ka kada konkréta socidla funkcija, un $aja fakta izpauZas
patiesais sengrieku kultiiras humanisms’'. Senie romiesi to saprata un par-
tulkoja grieku vardu mondeiar (izglitiba) ka humanitas'2. Tadgjadi izglitiba
senajiem griekiem noziméja audzinaanu, un tai pieskira tik lielu nozimi,
ka pat persiefu uzbrukuma iaiki, kad visi spejigie at€nieSu viriei devas
karot, bet sicvietes un bemus evakuéja, tika gadats par to, lai sveSuma bégju
statusa esoSie bérni turpinatu macities un netiktu partraukts audzind3anas
process (Plut. Them. X).

Pielietojot tos paSus kriténijus modernas kultiiras analizg, jau no pirma
acu uzmetiena ir skaidrs, cik radikali més aidkiramies no senajiem helle-
niem. Postmodernisma kultiira noraida visas universalijas un patiesibas,
atstijot vienigo “‘patieso” dogmu par vienas absoliitas patiesibas neesa-
mibu un visu viedokju vienadu patiesumu. Iznak gluZi ka Orvelam — visas
patiesibas ir vienadi patiesas, bet viena ir patiesaka par citam. $aja situa-
cija kultiirai nevar biit nedz pamatprincipu, nedz pamatkategoriju, nedz ari
kaut kadu ideju, par audzinaSanu nemaz nerunijot. Ja absolitas patiesibas
nav, tad nav ko macit un audzinat. Vienigais, kas tiek prasits un audzindts,
ir politiskais korektums, kura butiba ir ta pati dogma par universalu pa-
tiesibu un vértibu neesamibu. Tas veide radikilu kontrastu ar sengrieku
kultiru, kas 1zauga un balstijas tie§i uz universalu patiesibu atziSanu un
audzina$anu. No otras puses, ja makslai nav vairs ko teikt un macit, ta zaudé
saturu, un tad tai neatlick nekas cits ka tikai eksperimentét ar formu, ko
miisdienu makslinieki ari dara. Tad par vienigo makslas kritériju kjist izpil-
dijuma tehnika, originalitite un ekstravagance.

Postmodernisms noraida visu iepriek$€jo kultiru un visas iepriek3gjas
vértibas'®. Tadgjadi tiek noraidits gan klasiskais priekdstats par skaistumu,
ko Eiropa mantoja no antikas kultiiras, gan skaistuma jedziens ka tads.
Senajiem griekiem skaistums bija universala kalegorija, kas balstijas uni-
versilas likumsakaribas. Turpreti 3odien, kad visas universalijas ir likvi-
detas, skaistuma jeédziens tiek relativizéts un lidz ar to iznicinats. Tadg|
klasiskais skaistums 3odien nav modg un tiek atzits par *banalu” un “pri-
mitivu” Taja pat laikd skaistuma estétiku aizvieto neglituma estétika, kas
harmonijas vieta pasniedz disharmoniju, miera vieta pauZ nemieru vai pat
agresiju. Moderna maksla cen8as mus parliecioat, ka makslinieciska vér-
tiba piemit haosam, tehnokratiskiem laZpiem vai kokakolas pudelei. Ka
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raksta Edvards Vits, “(a vieta, lai raditu makslu, kas ir skaista un pauka-
ma, daZi makslinieki eksperimenté ar makslu, kas ir neglita un tracino3a™ ',
Jasecina, ka miisdienu maksla, kas ir atteikusies no audzino$as funkcijas
un skaistumu aizvietojusi ar neglitumu, ir zaudgjusi to pamatu, uz kura ir
radusies maksla ka tada. Var teikt, ka 3odien miksla noraida pati sevi.

Nosléguma v&l daZi vardi par musdienu izglitibu. Vai 13 joprojam par
savu mérki uzskata harmoniska, vispusigi attistita cilvéka izveidi? Drodi
var teikt, ka ta tas bija, kamér pastivéja klasiskd Eiropas izglitibas sis-
téma, kas bija izveidota uz antikas kultiiras pamata un kuras mugurkaulu
veidoja humanitarais priekimetu cikls. No §is sist€mas eiropiedi atteicas
XX gs. vidi, un tas nozime, ka taja laika tika mainita izglitibas koncepcija.
SprieZot p&c izglitibas satura, tas uzdevums vairs nav harmoniska cilvéka,
bet gan vidusméra sabiedribas locek|a veido$ana. Miisdienu izglitiba vairs
nenodarbojas ar andzinaganu (ja nav absoldtu vértibu, tad nav ari ko audzi-
nat), ti dod tikai zina$anas un attistita iemanas, kas ir vajadzigas ierindas
sabiedribas loceklim vai $auram specialistam. Tadg| skold Sodien tiek
gatavots nevis cilveks ka personiba, bet cilveks ka sociala funkcija, instru-
ments, kas ir piemérots daZadu uzdevumu veik3anai. Humanisma vieta ir
stdjies utilitdrisms. Faktiski cilvéks Sodien ir parvérties par naudas pelni-
Sanas/“taisiSanas” ierici. Nauda ir kjuvusi par galveno vai pat vienigo
sabiedrisko vértibu un kritériju. $ada situacija cilveks ir tikai skrivite
milziga sociali ekonomiska mehadnisma, un $ada kvalitaté vins tiek gata-
vots'S Par to spilgti liecina humanitéra izglitibas bloka marginalizacija un
pagrimums, kas notiek ne tikai pie mums'®, bet ari visd misdienu pasaulé.
Ka zinams, tieSi humanitaras disciplinas ir visvairak nepiecie§amas perso-
nibas veido¥anai (ne veiti uz tam balsti)as klasiska izglitiba!). Bet tiefi tas
Sodien vairs nav vajadzigas! So kontrastu ar klasisko izglitibu labi ir for-
mulgjis fran¢u izglitibas véstures pétnieks Marru: “Klasiska audzinasana
tiecas izglitot cilvéku ka cilvéku, nevis ki elementu politiska aparata kal-
po$ana un nevis ka biti stropa™'’ Tatad, ja audzina¥ana ka princips ir atcelta,
tad nav jabrinas, ka arvien straujik pteaug neaudzinitu, nekulturalu un
neizglitotu jeb vaji izglitotu cilvéku skaits. Var teiki, ka $odien notiek ne
tikai izglitibas, bet visas sabiedribas dehumanizacija. Acimredzot ari $aja
lauka misu kultdra atrodas radikali pretgjas pozicijas sengrieku klasiska-
jai kultirai.
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Rezumeéjot visu teikto, biitu jaatbild uz virsraksta jautajumu — vai masu
kultiira ir sp&jiga veidot dialogu ar hellénu kultiru, saprast to un no tas
micities, vai ari antikais mantojums mums ir tikai muzejs, uz kuru var
aiziet, apskaltities, pabrinities un pasmiknat par toreizgjiem jocigajiem cil-
vékiem? P&c visa sacitd Jis jautajums 3kiet visai retorisks, jo negativa
atbilde, t.i., atbilde par labu muzejam, ir acimredzama. Miisdienu kultiira
nespéj veidot $adu dialogu, jo visa sava bitiba, visos pamatraditajos ti
atrodas diametrali pret€jas pozicijas sengrieku kultirai. Ja pagatne ir tikai
“stils” vai, labaka gadijuma, Sodienas spogulis, tad ko no tas var micities?
Ierindas modernajam cilvékam pagatne saistas galvenokart ar atpalicibu
un neattistibu. Postmodernisms negrib un nevar saprast pagitnes manto-
jumu, tas pretendé uz pirdkumu un ir paSpietiekams sevi. Bauba misu
kultiira at3kiras no sengrieku kultiras ar to paSu, ar ko masu kultiira at$ki-
ras no kultlras vai arl dekadence no klasikas. Turklat postmodemnisms ne
tikai nesaprot, bet ari apzinati noraida visas iepriek$gjas kultaras tradici-
jas. Tade| musdienu kultirai nav pat nekadas veélé3anas izprast citas, ipadi
senas, kultliras. Lai to varétu izdarit, ir jaatsakas no miisdienu ideologiska-
jiem 3abloniem, augstpratibas un “civilizta” narcisisma, bet uz to ir spe-
jigi tikai reti entuziasti — specialisti. Vini savos specialistu “kaktos™ veido
§adu dialogu ar pagatni, par ko masdienu kultira ki tada bieZi vien pat
nenojaus.

Atsauces un avoti

Di E. Viis. Postmodernie laiki. — R., 1999. — 104 Ipp.

? Skat. piem.: P. Fopaesnary. TIpobneMbl rOMEpPOBCKOro 3moca. — TOUNHCH,
1978. — C. 38 can., 102 cnn,; T Kyaweuosa, T. Miazep. Antuusas anuyeckas
ucropuorpadua. Teponor. Tut JIuswit. — Mocksa, 1984. — C. 29 cnn.

* Sikik skat. A. Joces. Uctopus anTuuHOR >CcTeTHkd. PaHHas wiaccuka.—
Mocksa, 1994.— C. 72 cn., 502 ¢cn.

4 Skat.: B Maresos. Ucxycerso Ipeunu. — Mockea, 1984, — C. 42; JO. Koanwk-
cksd. Benukoe HacneaMe aHTHYHOM Sanaasl. — Mocksa, 1988, - 45 cnn.

5 A, JToces. cropva anTMHHON 3CTeTHKH... — C. 286 ¢,

¢ Turpat. — 245. Ipp.

7 §adu priekistatu par miizigo dieviSko likumu labi atspogulo fragments no Sofokla:
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“Nak tas no augstajam debesim;
Tas &tera dzimis, tam Olimps ir t€vs
To radijis nav tikai
Mirstigais sev;
Tam aizmirstam, atstatam nebit nemiZam,
Jo majo tur maZigi speka pilns dievs.”
(Soph. Oid. Rex. 868-871)
& Uzskatimibas p&c atjau3os citét Zeit $o vietu;
“Svesnick, pEc skata patiesi es lidzinat varétu tevi
Viram, kam sacikstes sveSas — starp mirstigiem Jaudim daudz tadu.
Tie$am, tu esi tik tads, kas braukdams ar daudzairu kugiem,
Jiurnickus vada pa bangam, lai gitu ka tirgotajs pejpu,
Tads, kas tik preci grib pardot un atkal to iepirkt no jauna,
Lielaku labumu gustot. Tu saciksi€s nejéga esi”
Pavéris igu3u skatu ti dandzpratéjs Odisejs teica:
“Svesniek, nav labi Sie vardi! Tu nekautrigs jauneklis esil...
(Od., VIII, 159-166)

? Katarse (gr. x408apots) — “kistiSands”, “tirifanas”; $ajd gadijuma ir domata Aristo-
teja ideja par dvéseles “SkistiSanos” ar makslas palidzibu.

'0 Literatora gricku izglitibas programma ick|ava sevi vairakus komponentus
sakuma gramatiku un dzeju, bet velak ari filosofiju un retoriku.

1 Skat.: A.-H. Mappy. Uctopua socnyranua B antHuHocTH ([peuna). — Mockna,
1998. — C. 307can, 313 can.

12 Turpat. - 306.1pp.

13 Skat.: D E. Viis. Postrmodernie laiki. — R., 1999. — 43, 98. Ipp.

14 Turpat. - 101. Ipp.

I3 Loti precizi cilvéka stavokli modema pasaulé raksturo fantastiska, sarkastiski iro-
niska Viktora Pe|evina radita Oranusa koncepcija — skat.: B. [leresnn. Genera-
tion “I1” -~ Mockpa, 1999,

16 Spilgts apliecinajums tam ir Latvijas Universitates Vestures un filozofijas fakultates
bédigais stavoklis.

7 Skat.: A, M. Mappy. Uctopua socnutauua. — C. 316 can.

Hellenes and Us — a Dialogue or a Museum

It is a widely accepted idea that the culture of modern Europe is the
heir of the ancient Hellenic culture. There are many things around us that
could confirm this contention. At the same time we rarely think of the role
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the ancient Greek heritage plays in our lives, Is this still actual for us to-
day? Is there a dialogue between our cultures, or has the antiquity become
only a museum for us? It is not possible in this short review to answer
these questions comprehensively, but we can find out the main approaches
and most important viewpoints. To fulfill this task, it is necessary to compare
the basic principles of both cultures. For this analysis I have chosen two
spheres of culture — art and education.

Analysis of the ancient Greek art shows that it is based on the concept
of beauty, which is seen as harmony. Beauty was considered to be the
fundamental principle of umiverse, and this principle was expressed in
order and harmony. Beauty, therefore, was an absolute category, which
was divine by its source and nature. The highest expression of this beauty
was man, specifically, a man in whom his physical perfection was united
with his inner — spiritual beauty. Art in many various forms has portrayed
this ideal — wholeness of man’s beauty. Many examples show that beauty
was the centerpiece and essence of the classical Greek culture. The ancient
Greek culture had a distinctly educational character, based on the concept
of a universal ideal of beauty. The goal of the ancient Greek education was
to bring up a beautiful, versatile person (ideal of kalokagathia).

Qur modemn culture demonstrates a sharp opposition to the Hellenic
culture. Postmodernism denies all universality and truth, replacing them
with the only true dogma which states that there is no absolute truth what-
soever, and all points of view therefore are equally true. The category of
beauty becomes relative and eventually is discarded. The aesthetics of beauty
therefore is substituted with aesthetics of ugliness, harmony is replaced
with disharmony. With absence of any values, education also has lost its
traditional function. Because of its ideological characteristics, postmodernism
makes delving into other cultures, especially into ancient ones, impossible
and unnecessary. Therefore the dialogue with the Hellenic culture continues
only on the level of rare enthusiasts and professional experts, but the
general modemn culture is no longer involved in it.
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Grieki/helleni: ieskats vardu lietojuma vesture

Daudzu tautu un valodu likteni ir gana sareZgiti, tomér grieki jeb hel-
12ni $ai zind ipadi izcelas. Pieradijumu tam daudz gan vésturé un kultir-
procesos, gan gricku valodas vairak ka triju gadu tikstofu ilgaja maZa.
Viens no zimigakajiem faktiem — pats “dubultais” etnonims un ar ta divé-
jadibu saistitie jédzieni, apzim&jumi un to atvasindjumi, kurus visai daZadi
lieto miisdienu valodas.

Etnonimu “grieki”, “helléni’, zemes/valsts apzimé&jumu “Griekija”, “Hel-
lada” un daZado atvasinajumu lieto3anas tradicija vairuma Eiropas valodu
izsenis veidojusies samezglota ne tikai pasa dubultd apzim&juma dg], bet
ari saistiba ar noteikta laikposma un vides attieksmi pret grieku tautibas
parstavjiem, visa griekiska uztveri u. tml.!

Rundjot par kadu vidusméra tendenci abu apziméjumu heto3ana, jateic,
ka (a ir varianta “griekis” (Grieldja, grickiskais) prevaléana par apzime-
jumu “hellénis” (Hellada, heligniskais) divdesmita gadsimta lielako (un
ari ne tik lielo) Eiropas valodu lietojuma.

Pirms iztirzal latvieSu valodas pieredzi o vardu “apgiiSana” un lietofana,
noderigs biitu kaut vispdrigs attiecigs ekskurss pasid griekvalodigaja vide.

Zinams, ka padi grieki vél Sobaltdien saka par sevi “helléni” — éAdnveg
(musdienu grieku valodas ortografija).

Ka apgalvo visi leksikogrifiskic avoti, etnonimam “helléni” nav rasta
parliecinoda etimologija.” Senakajas grieku dievu un varonu genealogijas,
kuras raksturo pasaules vér3anos no haosa kosmosa, t.1., civiliz&ta pasaules
kartiba, rodam zinas, ka pectecis varda Helléns dzimis Deikalionam un
Pirrai; tatad vind ir daudzas tautas slaveno “pécpladu” laiku pirma atvase
(jo zinams, ka grieku mitologija Deikalions un Pirra ir vienigais cilvéku
piris, kam lemts o0s milzu plidus pardzivot).?

Homéra “Tliadas”™ varsmas (2. 683.-684.) Trojas iekarotdju uzskaité
rodam pieminétu Helladu, apdzivotu vietu Tesilija (Griekijas centralas
dalas ziemelu pusé), un ari pasus hellénus (vél gan tikai ki vienu no dau-
dzajam 31 novada ciltim}:
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...Viri, kas dzivoja Ftija un Hellddd, dailavu zemé.
Sauca par ahajiem vinus, par helleniem, mirmidoniesiem.
Vadonis Ahillejs veda tos cipd ar piecdesmit kugiem.

Zimigi, ka ar §im centralas un Ziemejgriekijas ciltim saistits neviena
cita ka Trojas kara diZenaka grieku puses varopa Ahilleja vards, Fija ir
vina dzimtais novads Tesalijas zieme]austrumos. Homéra tekstos minéta
vel ari cilts varda “selli”, kas ir Dodones novada (Griekijas ceniralas dajas
zieme|rietumu apgabali), senas Zeva orakula vietas, praviedi (“[liada” 16.,
234-235).

Hesihija glosu (novecojulofreto vardu) vardnica (5. gs.) vards EAAA
(Hella) komentéts ki “Zeva svéinica Dodoné”?, savukart vards EAAQI
(Helli) — ka helleni (EAAHNEZ), priesteri Dodoné. Sos hellus jeb sellus
pec vairakiem gadsimtiem piemin arl Aristotelis (Meteor. 1, 352), atzimé-
jot, ka selli agrak sauku par “griekiem” (Fpairxor), tagad (vipa laikos un
valoda) — helleniem (EALnveg).”

Uz apziméjuma “helléni” saikni ar iespéjami sendko etnonimu “grieki”
(Fpaixof) norada ari kada sena inskripcija (5. gs. p.m.&.), 13 saucama
Paras marmora uzraksta fragments:

...kop$ laikiem, kad Hellens, Deikaliona dels, bija valdnieks Fokida
un kad hellénu vardu ieguva tie, kurus lidz tam sauca par griekiem”™ .

Te vieta atgriezties pie jau pieminétd Apollodora teksta (skat. atsauci
nr. 3), no kura saprotams, ka Helléna mitisko gimeni veido Cetru klasiskas
Helladas lielako dialektu grupu - dorieSu, aijoliesu, ahajieSu, joniefu —
ciltstévi. Jo Apollodors (I, 7, 2-3) vEsta, ka Hellénam bijusi tris déli: Dors,
Ksiits un Aiols; savukart Ksiita pécnacéji (tatad Helléna mazdgli) ir Ahajs
un lons.

Tradicionali otr2 etnonima varianta “grieki” lietojuma ievie$anu pie-
déve romie$u kultirlaikiem un latipu valodas videi.

Hellénu cil3u senie sakari ar saviem rieturnu kaimipiem, kuri péc vai-
rakiem gadsimtiem k]uva pazistami ka romiesi un ari Griekijas pak|ivéji
(2. gs. p.m.&.), noprotami péc visagrindkajiem — mitiskajiem un genea-
logiju — avotiem: Hesiods vésta, ka Kirkei un Odisejam dzimst “krietns un
varens virs”’, varda Latins, — latinu ciltstévs. Tatad viena no daudzajam
Italijas ciltim — un laiku gaita ekspansivaka, savas valodas “devéja” visai
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Italijai un vélak ari lielai dajai antikds oikumeénes ~ latini — helléniem jau
labi zinami Heésioda laikos (8. gs. p.m.&.) un skaidrs, ka ari vairakus gad-
simtus pirms vipa (Latina saistiba mitiskaja laika ar varoni Odiseju liek
domat par laikiem péc Trojas kara).

Sai sakard uzmanibas vérts Hjalmara Friska grieku valodas etimolo-
giskaja vardnic3 sniegtais skaidrojums: iesp&jams, ka Helladas zieme]os
dzivojo3o cilti — dorieus — par grickiem (GRAES) déveéjuli vinu kaimipi
illiriedi (to dzives vietas Balkanu pussalas zieme]Jrietumos un zemes Itali-
jas zieme|dala); latinu valoda 3is apzim&jums icgdjies ka attiecinats uz
visiem griekiem jeb visam helléqu ciltim.?

Ar latinu valoda izmantota etnonima “Graeci” etimologizéSanas varianti
atziti tikai par hipotgtiskiem: graeci varétu biit adjektiva forma, kas veido-
jusies no genitiva formas Ipar — Grajas.? Graja — sens auglibas dievietes
Démetras pievards, bet ari apdzivotas vietas nosaukums Boiotija, Hella-
das centralaja daja.

Saprotams, ka latinvalodiga romie3u kultirvide ka antikd mantojuma
“pércéldja” cauri viduslaikiem uz jaunlaikiem ari apgadaja Eiropas valo-
das ar etnonimu “grieki” (Graec?), kamér variants “helléni” sakotnéji naca
ka sekundars, 3auraki un ar laiku ari profesionalaka'® konteksta lietojams
(pirmkart, ¥is apziméjums tika apgiits ki apgarotibas, zinama romantisma
vai pogtisma “ietonéts”, proti, attiecinams uz t. s. klasisko laiku helléniem
un vigu Helladu).

Varianta “griekis” (I'paixdg) iesakno$anos jaunas jeb kristietibas laiku
Eiropas valodas veicinajis ar fakts, ka apzimé&jumu “helléni” (‘EAAnves)
kopd pirmajiem kristigas ticibas izplatibas gadsimtiem antikaja oikuméné
sakudi attiecinat uz senas, politeiskas religijas piekritgjiem (hellépiem -
paganiem), kamér Ipaixof 13 laika grieku valodas apritg arvien vairak tika
saistits ar griekiem — kristieSiem; v&l vairak, kristigajai domai attistoties,
pretstata vardam Aativor latipi, tatad katoli, grieki ir pareizticigie
kristiei (OpBodoor), ka komenté grieku valodnieks G. Babiniotis (skat.
atsauci nr. 1).

Sendkais grieku piemin&jums latvieSu rakstitos avolos acimredzot ir
Jaunds Deribas latviefu tulkojums, kur 1685. gada izdevuma variantd
Pavila gramatas tre3aja nodala lasam, ka Kristus pasaule ir jauna, taja
“Kristus ir viss un iek§ visiem™ un taja nepastav dalijums péc tautibas:
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“kur ne ir Griekeris jeb Zids.”"" Forma “Griekeris” runi pati par sevi: ta to
laiku latvie$u teksta nakusi no vacu valodas — “Griecher” Ta aptuveni
gadsimtu velak Stendera “Augstas gudribas gramata™ lasam: “Pie Grieke-
riem un Romeriem vien bija visa gudriba — bet tad kristiga ticiba visur iz-
platijas, tad lidz ar tas it ka jauks gars par visam Europeru tautam nace...”"?
Stendera tekstd p€c parauga “Griekeri” rodami ari cite taetu nosaukumu
latviskojumi: “Olanderi”, “Spaneri”, “Sveiceri”, “Aprikaneri”

Ja parce]amies vl par gadsimtu misdiendm tuvaka vesturé, tad Drav-
nieka “Vacu-latviefu vardnica”'® awodam 3adus 3kirkjus: “Grieche”
gnekis, “Griechenland” - Griekija, “Griechentum™ — hellenisms, “grie-
chisch” — grieku, griekisks. Saja pa¥a — pagaju¥a gadsimta sakuma — vard-
nica lasim vél ari Skirkjus: “Hellas” - Hellada, “Hellene” — helléns,
griekis, “Hellenenvolk™ — hellénu jeb grieku tauta, “hellenisch” — hellénu,
grieku, “Hellenismus™ — hellénisms, “grieku valodas savadiba”, “Helle-
nist” — hellénists, grieku valodas un literatiras pratéjs.

So Dravnieka vardnicas piedavato visai skaidro un konsekvento ainu
rodam diezgan saraibindtu miisu 20. gadsimta pedgjas treSdalas vardnicas
un sevidki uzzinu literatiira latviefu valoda. Ta “Latvie$u padomju encik-
lopédija” (4. s&j.) skaidro, ka vards Hellada attiecindms uz Griekiju, bet ar
piebildi — seno. Turpat lasam, ka “helléni” ir “grieku pa$nosaukums un visu
grieku cilfu kopigs apzim&jums no senlaikiem”; citos 8kirk]os, kur min&ta
Griekija pirms mbsu 8ras, tiek lictots apzim&jums *sengrieki” (nevis
hellgni).

Kada aina 3ai sakara paveras “Latvie$u literiris valodas virdnicas”
tre¥aja sgjuma (1975.)? " Luk, “heléni” (tolaik ar vienu “1”) — “sengrieki” —
un tikai! Salidzindjumam — 1910. gadd izdota vardnica piejava paralélo
“hellens — griekis”, neattiecinot pirmo vienigi uz sengriekiem. AtgrieZos
pie septindesmito gadu aprites vardnicas, kur lasiam: “helénists — sen-
grieku valodas un literatiras specidlists”, tatad — atkal izcelta 3auraka
nozime. Var€tu to interpretet ari ta: jaunaku laiku grieku valodas un litera-
tiiras specialistiem apzimé&jums nepastav; varbit nav ari tadas pétniecibas
jomas un pada petijumu objekta — mislaiku grieku literatiiras un valodas,
kuru lieto miisdienu grieki?!

Visbeidzot, mingtaja vardnica rodamais skaidrojums j&dzienam “helz-
nists” labi iekJaujas kopain, kad izlasam $kirkli “*helenisks” (ari helénistisks —
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ar vienadibas zimi!): “saistits ar helénismu, heléniem, raksturigs helépiem”
(domati, protams, tikai senas Helladas iedzivotiji).

Pieminot v&l citus leksikografiskus avotus latvie3u valoda, atzimeésu,
ka arl astondesmito gadu vidi latvieSiem jeédziens “helléni” saistams tikai
ar “sengrieku ciltim, $o cil3u locekliem”, ki uzzinam no “Latvie3u valodas
vardnicas” (izdevnieciba “Avots”, 1987.). Interesanti, ka 1969. gada klaja
nakudaja T. Jakubaites “Latviefu valodas bieZuma vardnica” (izdevnieciba
“Zinatne”) figure tikai apzimé&jums “grieki” (“hellénu” vispar nav!) — tehni-
kas un riipniecibas, laikrakstu un Zurnalu, dailliteratiiras un zinatnes sadalas.

Divdesmita gadsimta beigds Eiropas v&sturiska un kultirtelpa atkal —
jau kuro reizi gadsimtos kop$ hellénu hegemonijas laikiem pirms miisu
ras ~ ir biitiski mainijusies.

Ta Eiropas pamatu licgjas — Senas Helladas — mantiniece Griekijas
valsts septindesmitajos gados lidz to uznemt Eiropas Savieniba. Grieku
valeda klast par vienu no oficialajam §is organizacijas valodam, un jauni
gaisma “iznak” jautdjums par variantu “grieki‘helléni”, “Griekija/Hellada”
lietojumu oficialos apzim&jumos paréjas ES valodas. Izradijas, ka adjek-
tivi “grieku” un “hellénisks” abi tiek lietoti dazadas valodas bez ipa3as
konsekvences to noSkir¥and, vél jo vairdk — bez saskanotibas attiecibi uz
oficialo jédzienu pielietojumu.

Devindesmito gadu sakuma abu adjektivu lietojuma Eiropas Savie-
mbas dokumentos tika akceptétas noteiktakas direktivas'’: oficialais
Griekijas valsts nosaukums, pieméram, franfu valoda ir République
Hellénigue (“vai attiecigie ekvivalenti citas valodas™). Tatad latviski —
Hellenu Republika (kas 3obrid reali netiek lietots). Apzimétajs “hellenu/
helladas™ lietojams ari tidos stabilos savienojumos ka “Helladas Banka™,
“hellenu nacija” (franCu nationalité hellénique). Adjektivs “‘grieku” sais-
tams ar tadiem jeédzieniem ka “valdiba”, “delegacija”, “varas parstavji”,
“populacija”, “produkii” u. tml.

Astondesmito gadu sakumad, devindesmito beigas, veroties uz Austrum-
eiropas zemju rietumu robeZam, 3o regionu kultiiraprit€ ienak ari nepa-
starpinatas zinas par mislaiku Helladas dzivi, jaudim, valodu; agrak tas
bija pastarpinatas, proti, jaungriecku valodu varéja apgit tikai daZas liela-
kajds bijuias PSRS augstskolas. Valodu tie¥d saskarsme (pieméram, lat-
vieSu — jaungrieku), neizmantojot kadas tresas, “lielas”, valodas starpniecibu,



Greki/helléni: ieskats vardu lietojuma vésturé 33

liek tim risinat jaunus, nebijufus jautdjumus. Galu gala — Helladas vesture
un grieku vatodas vésture mums, latvieSiem, vér§as plasaka, bagataka un
jatver vienota savi attistibas periodu daudzveidiba.

Nobeiguma - daZi pozitivi priek$likumi terminologijas joma latvie§u
valodas videi.

Ar vardu “hellénists” biitu apzimé&jams griekn valcdas un literatiiras
specidlists diahrona aspekta, ne Jaura nozimeé antiko gricku kultarvertibu
pétnieks; tas bitiski tiedi divdesmita gadsimta un maslaiku konteksta, kad
attistijusies jaungrieku valodas, literatiiras, citu kultirfenomenu izp2te un
augusi interese par tiem Eiropd un pasaulé.

Bez jédziena “hellenistisks™, kur$ apzimé noteiktu sengrieku véstures
periodu (ki minéts 1996. gada publicétaja “Svesvardu vardnica™)'®, bitu
vélams latvieSu valodas lietojuma aktivak tesaistit j8dzienu “hellénisks/
hellegu”, atkal domajot par vertibam diahrona skatijuma, proti, ka “vishel-
lenisks” — daZados vEstures lokos helleniem raksturigais.

Pedgjo laiku specialaja literatora arvien vairdk ieskanas doma, ka hel-
léniska kultortelpa vismaz lidz §im tekstuali apzinato divu gadu tukstoSu
garuma diez vai biitu uzskatama par tik radikali sa3keltu senaja (antikaja)
un jaunaja (milslaiku), ka tas ilgu laiku ticis uzturéts pétijumos par to (Zai
zind savu konservativismu — citkart simpatisko — demonstréjusi klasiskis
filologijas specilisti).

Var jau biit, ka cilveka ka “islaicigas” (ka sengrieku dzejnieks Pindars
saka — epameroi — viendieni) biitnes prats nespéj (nepalas?) aptvert ko
daudz pla3dku un tadé] sadala to atsevidkos nogrieznos, kuri ki pétniecibas
jomas, protams, pastav un pastavés, bet arvien vairak tacu laikam naktos
paturét prata to ick3&jo savstarpgjo kopsaikni.

No viduslaikiem, kad latipvalodigaja Eiropas daja grieku méle kluva
arvien sveSaka un pat galigi nesaprotama, nicis latinu teiciens “Graece est.
Non legitur.” — “Tas ir griekiski. Nav izlasams.” Manuprat, mums Latvija
— gan pla3aka zina kulttiras joma (verot un attistot sakarus ar Helladu), gan
ari valodas laukd — butu jidarbojas, sakartojot jédzienus mérktiecigi un
atbilstodi misdienu situacijai regulgjot to lietojumu, t3, lar péc gadiem
varétu parfrazét latipu teicienu $adi: “Graece est. Legitur.”

Ar to te domaju ne jau tikai izlasamo. Grieku valoda, tapat ka latvieSu,
Eiropas Savienibi, protams, biis 13 saucamo mazo valodu statusa, un abu
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prat&ji starp latvieSiem un griekiem nebds ipadi daudzi. Domaju, ka, paka-
peniski ripigak iepazistot ari “postklasisko” Helladu un vélako gadsimtu
helleépus — Iidz pat mislaikiem —, viss griekiskais/helleniskais iegiis ari
skaidrakas, konsekventikas aprises valodas lietojuma un misu apzipi
kopuma.

Te nu darba lauks hellénistiem — gan senas, jau vairak apgutas, gan
jaunas Helladas pétniekiem.

Atsauces un komentari:

| Skat., pieméram, Z. Losona (G. Losson) rakstu “Faut-il dire *grec” ou “hellenique” #/
Terminologie et traduction, Nr. 3, 1991,

? Dati p&c $obrid pilnigakas grieku valodas vardnicas (autors: G. Babiniotis): I". A. Mre-
pmividitng. Agfié mg Neag EAAnvixng Fidoowg, Aiva, 1998.

3 Pec griekn valodas tezaura: THEAYPOL THEI EAAHNIKHE FAQEIHE Afive,
1999.

4 Péc G. Babiniotis vardnicas datiem (skat. ats. Nr. 1).

5 Skat.: leksikons Der Neue Pauly. Bd. IV. — Stutigart.

& Skat.: Inscriptions Historiques Grecques. Trad. et comment. Par J.-M. Bertrand. —
Paris, Les Belles Lettres, 1992, — P, 18.

T Hésiods. Teagonija. — Zinatne, 1998, — 1012.-1013. rinda.

¥ H. Frisk. Griechisches Etymologisches Worterbuch. - Heidelberg, 1960.

? Skat: Lateinisches Etymologisches Wérterbuch. Bd. . Von A. Walde und J. B.
Hofmann. Heidelberg, 1982.

1Y Etnonims “helién” Eiropas valodas ieguva it ki “otro elpu” humanitaro zinatpu —
vEstures, makslas véstures, kultiirvéstures, filologijas — terminologijas lauka. Tevirze
tam — kop¥ “dzim§anas” briZa 1idz pat Sodienai apstrid&tais, proti, nelabprit pienem-
tais, tomér visu aktivi lietotais jédziens “hellénisms™ Ta 19. gs. 30. gados vicietis
Droizens nosauca kultirvésturisko laikmetu no Makedonijas Aleksandra ickaro-
jurnu laikiem (4. gs. p.m. &. beigas) lidz Romas impérijas sakumiem (1. gs. p.m.&.) -
titad periodu, kad hellépu kultiiras un ari valodas ietekme izplatas plasa Vidusjdras
dienvidaustrumu areila (austrumos lidz pat indiem).

It Skat.: Tas Jauns Testaments. — Riga, 1685, ~ 400. 1pp.

12 Td Veca Stendera Augstas Gudribas Grimata no jauna partulketa un vairota no ta
Jauna Stendera. — Jelgava, 1796. - 50. Ipp.

13 J. Dravnieks. Deutsch-Lettisches Worterbuch. — Riga, 1910.

!4 Latvie3u literaras valodas vardnica. - R., Zindtne, 1975. - 3. s&).

!5 Skat. ats. Nr. 1.

16 Svedvardu vardnica. — Norden, 1996.
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Greeks/Hellenes — Insight in the History of Word Function

There are a great number of ethnonyms whose historical usage displays
the original variant along with lexically different names of nations in other
languages.

Greceks and their native Greece in this respect have had a peculiar fate
throughout the millennia of their history and culture.

It is known that within the framework of the antiquity, there have
existed two different names for the Greek ethnos: they called themselves
“Hellenes”, however, the Latin — speaking environment (Romans) used the
word “Graeci”, referring to all Greeks by the local name of an individual
Greek tribe.

The information, provided on either of the ethnonyms by the ancient
Greek texts and lexicographic sources, is heterogeneous. Both words
("EAAnv, Ipeixdg) at times occur in interesting semantic relations in
Middle and Modern Greek.

In the larger modem European languages the dominant ethnonym is
the one derived from the Roman, i.e. Latin tradition {naturally, modified
according to each language environment). In all these languages it is
referred to modern Greeks and Greece — by tradition they are always
“separated” from the ancient Greeks (Hellenes).

Considering the functioning of the words “griekis” and “hellénis” in
the history of the Latvian language, lack of consequence can be traced
both in terms of facts and explanations. This is well displayed by the
synchronic and diachronic comparison of sources.

This multifaceted background, upon all-round study, might form the
basis for further detailed considerations concerning the use of the notions
and explanations “griekis/hellénis” and “Griekija/Hellada” in modern
Latvian.
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The Influence of Western European Languages
on the Greek Language Especially after Greece Joined
the European Union in 1981

In November 2001, the young Greek Commissioner of the European
Commission, Anna Diamantopoulou, aroused a storm in the Greek media
when she proposed to make English the second official language of Greece.
She was given the nickname of *“Anti-Korai”, i.e. a person striving to do
the opposite of what Adamantios Korais did 200 years ago when he tried
to create a functional Modern Greek by gradually leading the language
back to linguistic forms similar to Ancient Greek, thus “ennobling” the
language and enabling it to express everything that the Western European
languages could express. Anna Diamantopoulou has country-wide support
as to the necessity of learning more and better English and as to its practical
advantages for communication in a globalized world. However, recognizing
English as an official language would not only imply a risk of reducing
Greek to a secondary language, it might also be in conflict with the aims of
the European Union to support and accept the use of all 12 official languages.

The proposal was met with both positive and negative reactions. One
example of the latter is a caricature in the newspaper “Kathimerini” (Nov. 21}

One boy says (the English elements being transcribed back to English):

“Wow! Tedeiwc unmanxtable! Avti n yxdov Awapgavionodlov Aéet
6m wauler o in xon glamourdto xon mo must xoa rendy ver £xer p New
Age erionun yldooa 1o Ayylixa!”

And the other asks:

“Ti Ba mer emionury;”

(“— Wow! Completely unplayable! This terrific Diamantopoulou says,
it ‘plays’ mere ‘in” and more ‘glamorous’ and more ‘must’ and ‘trendy’ if
the New Age has English as its official language.

— What does ‘official’ mean?”)

The first boy is speaking a horrible mixture of Greek and English and
is convinced that her proposal is ‘unplayable’ (irresistible). His friend
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understands him excellently except for one Greek word: eaionun = ‘offi-
cial’, the only word that does not belong to the most basic vocabulary of
everyday speech.

This uncritical adoption of foreign (English) words is to some extent
counterbalanced by the language policy of the European Union. The EU
supports in principle the minor languages and the need both for maintaining
a thorough knowledge of our mother tongue and for learning one or more
of the languages of the other member states. Texts written in any of the official
languages of the EU are, with some exceptions, equally authentic. Neverthe-
less, in everyday practice only two de facto working languages are gener-
ally spoken in the institutions of the Community: English and French.

The EU has, however, supported and influenced Modern Greek (and
other minor languages) in various ways, €. g.:

— through its translation services;

— through supporting educational programmes for Greek-speaking
children and for foreign students;

— through programmes concerning language technology.

Of course, the influence of Western Europe on the development of
Modem Greek is no new phenomenon. This influence is discernible in two
contrary directions: on the one hand, the inflow of foreign words, and on
the other hand, the puristic effort to develop the language through its own
elements. There is a long tradition of educated Greeks living in Western
Europe contributing to the enlightenment of the Greek nation (to yévog, as
it was called until Greece became a state). Here I shall focus exclusively on
three points: Korais, Psycharis, and the linguistic impact of the European
Union.

ADAMANTIOS KORAIS

Adamantios Korais (1748-1833) was bom in Smyrna, moved to Amster-
dam and later to France. In France, he studied medicine, but spent most of his
time editing ancient Greek texts and publishing articles and books in an
endeavour to help the Greek people (1o yevog) under Turkish rule to reach the
cultural level of the enlightened Europe, with its new ideas about freedom,
democracy and education, thus preparing Greece for national independence.
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One central problem for a future Greek state was the lack of a comimon
written form of the language. Korais was not a linguist. His ideas about
the uéon 08éc, the middle way, between a utopian revival of Ancient
Greek and an unconditional acceptance of the so-called vulgar spoken
language were not always very clear. Nevertheless, these ideas led to the
creation of a modern vocabulary based on the long history of the Greck
language. Korais used, as others did before him, etymologically transparent
elements to create loan translations, like moArniouds corresponding to the
French civilisation.

Thus Korais and other highly educated Greeks in Western Europe gave
birth to the first wave of purifying the Greek language, removing disparate
foreign elements and enriching its syntax with features from Ancient
Greek. He established a tradition of loan translations that was continued
after the foundation of the Greek state and still characterizes Greek trans-
lation practice today.

During the first decades of the new Greek State, a growing archaizing
tendency can be observed in official as well as in literary language. The
reaclion to this “back to Ancient Greek” tendency came in the 1880s in a
second wave sweeping over the Greek language from “Europe” with a
purifying effect. This was the demotic movement.

GIANNIS PSYCHARIS

Giannis Psycharis (1854—1929) was born in Odessa and spent most of
his life in Paris. He only knew Greece from short visits. Psycharis was a
professor of linguistics and teacher of Modern Greek. He knew that
languages change through the centuries, but also that the actuat state of a
language is an internally consistent system, When writing in pure drjuottkr
and supporting his work by scientific arguments, he felt that he was doing
his “patriotic duty” to Greece (Ex@ ypen kot amv EAAabda).

His work appeared at a time (1888) when it had become evident to many
that xafapedovoa was an obstacle 10 an efficient national education
system. Like Korais he applied Western European thoughts and theories
to free the Greek language from “foreign elements” And like Korais he
used Ancient Greek elements to build new words, but he differed radically
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from him in that for Psycharis “foreign elements” were those not in accord-
ance with the phonetic and morphological system of the spoken language.
He proved that you can use the language you speak to write not only poetry,
but also prose — which few had done before him'. On the other hand his
over-rigid and consistent use of grammar rules cut off half of the living
Greek linguistic tradition. He was therefore followed to the letter only by
minor authors, living far away from Greece, like Argyris Eftaliotis and
Alexandros Pallis.

The dnuornikit movement, however, had important Jong-term con-
sequences. 90 years later (1976), xafupedovoa was officially abolished.
During the following years even legal texts began to be written, not with-
out difficulty, in a modified dnuonixt).

Tobay

The intellectvual and abstract Janguage of today is in many respects
much closer to Korais® solution than to Psycharis’ rigid dnuonixi. [ am
convinced that Korais would be, if not happy, at least happier than Psycharis
if he could read, for example, the Greek texts from the Court of Justice of
the European Communities. The morphology follows roughly the demands
of the demoticists?, but phonetics and vocabulary (terminology), and partly
also syntax, are closer (o the xaBapedovoa tradition. Most important of
all are the semantic changes: well-known words or words consisting of
well-known elements acquire new meanings, as lerms in international or
EU terminology.

The list (p. 40) shows actual EU terminology. As entzpomj means both
‘commission’ and ‘committee’, in informal language the Commission is
often called 7 Kopowdv. Korvorixde means ‘belonging to the community’,
which inside Greece refers to the administrative entity of a village
community {kotvoTixd ypopeio = municipal office), a meaning it still has
parallel to that of “belonging to the European Communities’

A weak point, however, of current practice is that many texts and terms
are created cutside the country where the language is spoken. The danger
of “Eurospeak”, incomprehensible to the normal citizen outside the corri-
dors of Brussels and Luxembourg, is always present. Fortunately, the EU
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Greek French English German

Evpwraixn ‘Evwon  Union Européenne European Union  Europiische Union

Emtporn Commission des  Commission Kommission
tov Evponoikdy  Communautés of the European  der Europiischen
Kowvotijtoy curopéennes Communities Gemeinschaften

(n Kouiiotév)

xkoLvoTIKOG communautaire  Community (adj.) gemeinschaftlich
Gemeinschafts-
der Gemeinschaft

KpATOg HEAOG €tat membre Member State Mitgliedstaat
olupfaon convention convention Abkommen
Ubereinkommen
Konvention
cuHpovia accord agreement Abkommen
Ubereinkommen
ovvhikT) traité treaty Vertrag

also supports linguistic activities in and between the member states. In
Greece, a central position is held by the Institute for Language and Speech
Processing in Athens (ILSP).

The main activities of the ILSP are: language technology, speech tech-
nology, educational technology, including also Ancient Greek, machine
translation and lexicography.

Like its predecessor EUROTRA, the ILSP is a very competent institute
of computational linguistics and coordinator for other related organisa-
tions in Greece.This is one of the main reasons why Greece has been quite
successful in this field. But the ILSP has no normative functions — its work
is based on moAvrvaia, that is on the variety of expressions currently in
use.
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TRANSLATION PRACTICE IN THE EU — AN EXAMPLE

Finally, I will consider an example of actual translation work where
different languages can be seen to interact. The example is taken from a
recent case at the Court of Justice of the European Communities® where
the Greek text is in the criginal but contains a quotation from a French
original. It deals with the conditions for granting export refunds on beef.
How much scrap and irregular pieces must the authorities discover before
they are entitled to reject the whole carton? Here are three lines of the
Greek original:

I mpoxeiuévi) mepintwon n axodoxtt g eAacnixrc Avoews, avti
va given “mpaitwoavil”, Baclouevn omy emeikewn, “odog ebaipenidg
SiopBwtxny” Avon, vouilw 6T pdiiov Ba dvorye Toug coxods Tov Atdlov

7pOG TNV KatevBuvan v emcupdvoval EveeyOueves atacbayieg (..)

In contrast to the football-inspired language of the boys, here there is
not a single word of English origin: everything is pure Greek, except for
the quotation “mparrwptavit ” {for which see below).

The text says that if the Court adopts a flexible solution of the rules to
be applied, this would not, as alleged in a similar case by the Court in
1990, be regarded as “opening the bags of the god of winds {(Aiolos)” — an
often-used idiomatic expression taken from ancient mythology. How can
this be translated?

The English translation says:

In the present case, I consider that if the elastic solution were accepted
it would — instead of being a ‘judge-made’ solution based on equity, and a
‘very exceptional corrective’ — tend to disturb the waters by sanctioning
irregularities which may have occurred (..)

The French says:

En I'occurrence, loin d’étre “prétorienne”, fondée sur I'équité, et de
constituer “un trés exceptionnel correctif”’, nous craignons qu’une solution
de flexibilité n’ouvre une boite de Pandore, en ce sens qu’elle conduirait
a valider des irregularités (..)
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My Danish translation (to be revised by the translators of the Court):

I det foreliggende tilf¢lde mener jeg, at en accept af en elastisk lgsning
snarere end at vere en “dommerskabt lgsning”, der byggede pa billighed,
og en “korrektion, der var en ren undtagelse”, ville dbne for sluserne for
godkendelser af eventuelle uregelmzassigheder, (..)

The transiators are usually jurists and therefore not likely to be special-
ists in Greek mythology.

What have they done?

The English rendering “tend to disturb the waters™ seems to me to
lack the connotation of a dangerous development out of control. The
French translator has chosen another metaphor from Greek mythology,
actually used in French: ouvrir une boite de Pandore. This expression
successfully evokes the image of a judge succumbing 1o a temptation, while
unable to recognize its consequences. My Danish solution: ville Abne for
sluserne (“would open the floodgates”) contains no mythology, but at
least a metaphor, also known in English, covering the meaning of the
Greek legal text.

On the other hand the Greek text quotes a French original containing
the expression “(une solution) prétorienne” This adjective is left untrans-
lated as mpatroptavii®, used in a sense completely incomprehensibie to
most Greeks® The English version explains the meaning by rendering it
“judge-made”, which I have transferred to Danish by “dommerskabt”

CONCLUSION

Modern Greek has been repeatedly influenced from Western Europe.

This influence has of course brought foreign words to Greece, but
through the work of competent Greeks living outside Greece the language
has repeatedly undergone a “puristic modernisation”, etther by following
older patterns (Korais), or by adhering strictly to the structure of the
spoken language (Psycharis), and currently by consistent translation prac-
tice, by creating a relatively uniform terminology, but also accepting a
variety of solutions {moAvruvmic). This modvrtuzia is also necessitated by
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the specific difficulties of Greek, a language with its own alphabet and a
strong reluctance to use the common Latin vocabulary of the Western
European languages.

The common European heritage includes a marvellous patchwork of

cultures and languages, inspiring and influencing each other. In order to
maintain the “plurality in the unity” it is important to strive for a balance
between the use of English as a lingua franca and the survival and devel-
opment of the minor languages such as Greek, Danish and Latvian.

[

-
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E.g. Toannis Vilaras (H pouenxn yAcoa 1814) and Dionysios Solomos (A1ddoyog,
1824, published only in 1859).

But learned (or ancient) vocabulary often brings with it the use of ancient morphology.
For instance: Aéym o0 Tayeo; puluot spyadics  (‘because of the rapid work
rate...’): the collocation is tayic puBuds (yYopyds puBudg being stylistically too
colloquial} and the only possible genitive is the ancient form tayéog. A certain devel-
opment can, however, be observed from the first texts in the 1980s until today. Thus
the genitive in -gag (¢ yopmyiicewe), dominant 20 years ago, is today challenged
by -n¢ (tn¢ yoprynong), both forms often being used side by side for rhythmical
reasons: o kivdvvug addowdoeag ko tpopiktic SnAnmmpicons. This change, partly
due to the linguistic development in Greece and partly 1o experiences and discussions
inside the Community, needs further investigation. The background and personal
preferences of each author or translator must also be taken into consideration.

Case C-436/98 [2000), Opinion of Advocate General Cosmas (Mpotdoei; tov
Fevicot Eioayyedéa k. Tewpyiov Kooud).

Texts in other languages must always be guoted in the original translation if avail-
able. In the present case, however, the original French has not been translated in full.
Therefore, the translations are made by the actual translators.
apattoplavog i rpaitwpiavdg is well known in the sense of *belonging to the ancient
Roman praetor’, or ‘member of the praetorian guard’ (and metaphorically: ot mpat-
topravol Tou diktd toper). But here it means ‘created by the judge’ in a case where he
cannot base his decision on (the interpretation of} any enacted law and is thus forced
to create his own rule of law. I owe this information to Mr Jens Frausing, Danish
translator at the European Court.
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Rietumeiropas valodu ietekme uz grieku valodu,
ipali pec Griekijas iestaSanas Eiropas Savieniba 1981. gada

Jau kop3 antikas senatnes laikiem grieku valoda ir ietekmg&jusi rietumu
valodas un ari pati ietekmgjusies no tam.

Divu pédejo gadsimtu laika tris nopietnu inovaciju vilm ir nakusi no
Eiropas, galvenokart balstotics uz grickiem, kas dzivojusi arpus Griekijas.
Katrs vilnis ir centies attirit gricku valodu no kddiem sveSiem elementiem.
Sie tris vilni ir: katarevusas kustiba (apméram no 1800. gada), dimotikas
kustiba (apméram no 1880. gada), Eiropas Savienibas lingvistiskais spie-
diens (no 1981. gada).

Grieku valoda ir oficiila Eiropas Savienibas valoda. DaZadu ES insti-
ticiju tulko3anas nodalas cen3as, lai savienibas jédzienus piemérotu nacio-
nalo valodu stilam un noteikumiern, lai gan ne mirkli nezud briesmas, ka
varétu tikt izveidota "eirovaloda”, kas ierindas pilsonim biitu nesaprotama.

ES atbalsta neliclu valstu valodas dazados veidos, lai palidzéu tam
izdzivot globalizacijas apstakjos, 1aja skaitd datorvalodas joma. Griekija
31s sadarbibas centrala institiicija ir Valodas un runas tehnologiju institiits
Aténas. Tadgjadi ES valodas politika var tikt uzskatita par trefo viini Rie-
tumeiropas ietekmé uz jaungrieku valodu.
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Cilveki, dievi un liktenis grieku arhaiskaja lirika

Seno grieku pasaules skatijuma viens no pasaules kartibas nozimiga-
kajiem aspektiem ir no tris elementiem sastavo3as kopsakaribu kédes —
dievi-liktenis—cilveki — atseviSko elementu biitibas, kedes savstarpeja izkar-
tojuma un pakartotibas izpratne. Laika gaita skatijjums uz 3o problému ir
daudzkart mainijies. Dazados laikmetos cilvéks dievu un liktepa savstar-
pEjo sasaisti, ka arl dievu sp€jas ietekmét mirstiga cilvéka likteni ir izpra-
tis atSkirigi.

Par mérki izvirzot vélmi noskaidrot, ka 7./6.gs. grieki ir sapratusi dievu
un liktena lomu vinu dzivé, par izzinas materialu ir izmantoti sengrieku lite-
raturas arhaiska perioda lirikas dzejnieku teksti, kuros autori vai nu piemin
dievu ietekmi uz cilvéka likteni vai atklaj 3is ietekmes daZadus aspektus.

Arhaiska perioda dzejnieki, kuru dzeja $i téma izskan vispla$ak, ir
Solons un Teognids, divi dzejnieki, kas dzivoju$i ar aptuveni gadsimtu ilgu
laika distanci (Solona dzives laiks — apm. 640.-559. g. p.m.€. Teognida
dzives laiks dat€jams tikai aptuveni — iespgjams, ka dzejnieks dzimis
mazums ir ari at3kiriga, ko ir noteikusi citi vesturiskie apstakli, dzejnieka
personiskas dzives pieredze, ki ari hronologiski attalinatu laikmetu cil-
véku pasaules izkartojuma un kartibas izpratne.

Solons un Teognids ir vienis pratis, ka cilvéka liktenis ir pilniba atka-
rigs no dievu gribas.

Apskatot kopsakaribu kédi dievi-liktenis—cilvéki pa komponentiem,
visvairak neskaidribu rada liktena jédziens. Solons likteni apzimé ar vardu
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savienojumu theon moira (burtiski — dievu “iedalita” dala jeb liktenis).!
Teognids liktena apzZimgZanai izmanto vardu moira (burtiski —“iedalita”
daja jeb liktenis),? un uz dievu lidzdalibu cilvéka liktepa piekir¥ana
nordda konteksts.

Abos gadijumos liktena jedziens ir p&c biltibas un Solonarn ar leksiski
no diviem komponentiem sastivo§s veselums, t.i., dievi un vipu cilvékam
iedalita da]a. Teoréfiska visparinajuma liment liekas interesanti noskaidrot
%o elementu iesp&jamo sasaisti.

Dievu iedalita daja/liktenis, domajams, ir dievu gribas un ricibas izpaus-
me, 1.1, dievy lémumu istenoana vai istenofanas. Lai dievu 1émumus
varétu identificét ar likteni, pastav daZi logiski priek$nosacijumi:

— dievu lEmumi ir laika zina prioritan, t. i., tie ir pienemti pirms cilvéka
dzim3anas vai vismaz vienlaicigi ar to;

— dievu lémumi ir pietiekami konstanti un negrozami, tadi, kurus nav
iespgjams mainit vai vismaz to izdarit nav viegli, un tas nav pa spgkam
kuram katram.

Sie priek&nosacijumi sasaistas ar noteiktiem secinjumiem. Tie nevar
biit jebkuri dievi, kas ir tiesigi un sp€jigi lemt par cilvéka likteni. Cilvéku
liktena lem3ana neap$aubami ir TpaSu liktena dievu parzina. Pretéja gadi-
Juma vigu Iémumiem nebitu likiena nozimibas.

Svarigs ir jautajums par liktena dievu un citu dievu (vai vismaz Zeva)
varas un atbildibas jomu sameru. Ja liktena dievi ir augstaki par citiem
dieviem, tad vinu }émumiem ir spiesti pak]auties visi dievi, ieskaitot Zevu,
un 3adi dievi péc sava funkcionala statusa iegiist domingjo3u lomu grieku
dievu panteona. Savukart, ja liktena dievi ir pielidzinimi paréjiem dieviem,
tad vini paklaujas Zevam, un vismaz Zevam vinu lémumi nav saistosi.

Senie grieki ticgja likiena dieva/dievu eksistencei. Homéra eposos dar-
bojas liktena dieve Moira® (tikai vienreiz vin$ runa par Moiram daudz-
skaitli*). Heésioda poéma “Teogonija” ir pieminétas tris Moiras — Kloto
{Verpeja), Lahese (Lozes/liktena lozes iedalitdja) un Atropa {Nemainama/
Nenovérdami) — liktena darbibas personifikacija, kuru galvena funkcija ir
noteikt cilveka dzives celu vina dzimSanas bridi.’

Homéra eposos dievi, ari pats Zevs, pak]aujas liktenim. Tomér ta ir dri-
zak liktena un Zeva attiecibu aréja puse, jo ne vienmér Zeva un liktena
speka samérojuma veidojas parlieciba, ka spécigaks ir liktenis. Atseviikas
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epizodés (pieméram, Ahilleja un Hektora liktepa svérlana “Iliadas”
22. dzieddjuma, Zeva 3aubas, redzot délu Sarpédonu uzsakam cigu ar
Patroklu “Iliddas™ 16. dziedajuma) ir skaidni redzams, ka Zevs bitu spé-
jigs iejaukties, nepiejaut vai vismaz dalgji korigét liktena lémuma pie-
pildidanos, jo tas vinu personiski skar Joti sapigi. Tomér Zevs savaldas un
Jauj istenoties liktenim. Tatad ta nav tik daudz liktena varas dominance ka
Zeva neiejauk3anas citas dievibas atbildibas joma.

Heésioda izpratne par dievu un liktena savstarpgjam attiecibam ir ne-
konsekventa. Liktena dievém Moiram “Teogonija” ir divéjada genealo-
gija. Vinas pieder pie senakas dievu paaudzes, kas hronologiski ir bijusi
radita pirms olimpiskajiem dieviem®, un vienlaikus vinas ir olimpiska dieva
Zeva un Temidas meitas.” Milu siZetu izklasta ieziméjas tendence, kas
nostiprindsies nikamaja gadsimta — liktenis ir spéks, kas stav pan visiem
dieviem, iznemot Zevu, bet atsevidkos gadijumnos Zevs pats lemj citu dieve
likteni.? Citi dievi zina savu gaidamo likteni, bet nevar taja neko izmainit.”

Ka liecina 7. gs. lirikas autoru teksti, $aja laika posma ir nostiprinajies
uzskats, ka Zevs ir varenakais spéks uz pasaules. Raksturigas ir 7. gs. pir-
mas puses dzejnicka Terpandra dzejas rindas'®:

Zevs Ir visa sakums,
Visa valdnieks."

Terpandra pardomas labi raksturo visparéjo pasaules skatljumu 7. gad-
simtd, Tadi pafi uzskati izskan Arhiloha dzeja:

Ak Zev, 18v Zev, tu valdi par debesim,
Tu redzi cilveku darbus,

Noziedzigos un taisnos. Tev rip

ari zveru netaisniba un taisniba.'"?

Un tas jau ir tikai viens solis no Amorgas Simonida pausta uzskata, ka
Zevs ir vienigais spéks, kas nosaka cilveka liktem:

Zén, skali dimdosa Zeva varad ir noteikt galu
visam, kas pastav, un vins to nosaka, kada veida grib. 13

un Solona parliecibas, ka Zevs ir visvarens:

...Zevs izvélas visa galu.'
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un ka daja no dievu absolités kontroles par pasauli ir nemainamais, stingri
determinétais cilvékam dievu piefkirtais liktenis:

... liktenis mirstigajiem nes gan bédas, gan priekus,
un no nemirstigo dievu dotd nav iespéjams izvairities."’

Sclona skatljuma cilveka liktenis, dievu pieskirta dala, ir cilvéka dzives
gajums kopuma, viss cilveka dzives cel3, kuru cilvéks sanem no dieviem.
Cilveks to nevar mainit. Cilveks pat nevar ietekmél nevienas uzsaktas dar-
bibas izndkumu, tade€] jebkura iniciativa vai aktiva un mérktieciga darbiba
ir bezjédziga. BieZi cilvéks savu pilipu un centienu veltigumu nemaz
neapzinds. Un tomer — jebkuras darbibas iznakumu nosaka dievi, un vigu
izvélet nav jabiit logiski izskaidrojamai. Vienmér pastav risks, ka dievi
vienkar3as iegribas dg] pilniba izmainis cilvéka veiksmes un neveiksmes
lidzsvaru:

...patiesi, visos pasakumos slepjas briesmas,

Un nav zinams, kdds bis uzsakta gals!

Tas, kuram klajas labi, neparedzéjis (neveiksmi),
Nokliist lielag un smagd nelaime,

Bet neveiksminiekam dievi visas lietds sita pilnigu
Veiksmi..'®

Lidzigas ir Teognida domas. Teognids uzskata, ka dievi katram cilvé-
kam pie3kir/dava noteiktu likteni, kur3 realiz€jas ka cilvéka dzives cels.
No &1 dievu pie3kirta liktena izvairities nevar neviens cilveks, tade] ar to ir
jasamierinds.!” Dievu izlemtais liktenis cilvékam nav izzinams, jo dievi
visu dara péc sava prita.'?

Teognida izpratne par cilvEka pilnigo bezspécibu un nespéju kaut ko
maintt liktent, kuru vinam ir lemusi dievi, rigta samierindSands ar to un pa-
klau3anas 3ai pasaules kartibai izskan viend no vina spilgtakajiem dzejoliem:

Dwvésele, esi mieriga, lai cik smagi tu ciestu,
Tikai zemu dzimusa cilvéka sirds ir nesavaldiga.

Nedz skumsti, sapes pastiprinddama neizdarama dej,
Nedz mokies, nedz apbedini draugus,

Ned:z sagdada prieku ienaidniekiem. No dievu lemta
Mirstigajam nav viegli izbégt.
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Pat ja vins nolaistos purpura jiras dibena,
Pat ja vip$ nonaktu dramaja Tartara."

Un tom@r — gan Solons, gan Teognids nereti piemin, ka dievi soda cil-
vekus. Sis fakts izraisa daudzus jautdjums. Ko nozimeé dievu sods? Kads ir
ta iemesls un biitiba? Kade|] dazkart dievi soda vainiga cilvéka pécteus?

Dievu sods nozimé, ka cilvéks ir izdarijis kaut ko tadu, kas ir izraisijis
dievu dusmas, jo ir pretruna ar dievu gribu, t.i., cilvékam lemto dzives
ceju. Tatad, rundjot par sodu, a priori ir nepiecie$ama riciba, kas izraisitu
dievu neapmierinatibu vai pat dusmas, jo ta neatbilst dievu lemta cilvéka
likiena butibai. Sods nebiitu vajadzigs un biitu pat nepiedienigs, ja cilvéks
darbotos iepriek$ noteikta dievu lemta liktena ietvaros. Tas nozime, ka
dzejnieks, uzskatot, ka dievi patiesi izlemj cilveku liktenus kopuma, pie-
Jauj zinamu, kaut ari ierobeZotu, cilvéka brivas izvéles iesp&ju. Tadg| arl
cilvéks atbild par savu izveli, 1pai, ja ving ir iz8kiries rikoties nekrietni.
No dievu puses ir iespgjama ekspromta individualiz&ta reakcija uz kon-
kretu darbibu un konkrétu situaciju.

Cilveks nevar ietekm@t predestinéto likteni, bet, ta ka dievu Iémumi ir
atbilde uz pa3u cilvéku noziedzigu ricibu, tad cilvéki var ietekmét dievu
lemumus. ST doma joti skaidri izskan Aténu liktenim veltitaja Solona rezig-
nétaja pardomu dzejoli. Dzejnieks uzsver, ka padi cilveki ir atbildigi par
patvaju un netaisnibu, kuru vini ir izdarijudi un kas galu gala ari nosaka
vinu likteni:

Masu pilsera iet boja nevis saskand ar Zeva
Pieskirto likteni un svétlaimigo dievu lemumiem.. .
Bet padi pilsoni grib pazudinat lielo pilsétu.
padodoties alkatibai, neprata parpemti,
Netaisnibas piini ir ari tautas vadoni, un vipiem ir lemts
par savu lielo augstpratibu ciest lielas sapes.?®
Ari Teognids uzsver paSa cilvéka individualo atbildibu par Jaunajiem
darbiem:
Masu lieta iet uz pazuSanu, uz galu! Bet misu prieksa,
Kirn, nav vainigs neviens no mizigajiem dieviem.
Tikai cilvéku varmaciba, zemiska alkattba, pardrosiba
No lielas laimes ir novedusi pie nelaimes *!
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Abi dzejnieki atzist, ka ciiveki ir atbildigi par saviem darbiem, 1pai
par nekrietnu ricibu. Tomér dievi daZkart par cilvéku parkapumiem soda
nevis padus vainigos, bet vipu péctecus.

Tomér dzejniekiem ir atSkiriga attieksme pret dievu sodu, kas jaizcie$
parkipuma vai nozieguma neiesaistiliem nevainigiem péctetiem. Solons
ipasi $0 jautajumu neizvers, objektivas neitralitites toni konstatéjot, ka sodu
izcied noziedzigo senfu nevainigie pécte®i.?* Dzejnieku ¥ada situicija
nesatrauc.

Teognida attieksme pret pécteiem uzliktu sodu ir sareZgitika. Dzejnicks
atzist, ka dziveé ta medz notikt, bet kopuma vin3 o faktu verte skeptiski. Ja
dievu sods nik parak vélu, cilvéki bieZi neizprot uzbrukudas nelaimes
céloni, un tatad dievu soda didaktiska jéga ir zudusi, kaut ari atsevifkas
Teognida dzejas rindas izskan doma, ka §ads pécteéiem uzlikts sods ir no-
vélota taisnibas iedibinaiana 2

Tomer tiekas, ka dzejnieku ne tik daudz satrauc soda uzlik3ana nevai-
nigiem pécteciem, ka problémas otra puse — fakts, ka nekrietni un nozie-
dzigi cilvéki par saviem parkapumiem dzives laika sodu nesapem, bet tiedi
pret&ji — dzivo labklajiba. Acim redzami Teognids uzskata, ka pats cilveks
ir atbildigs par saviem nodarfjumiem, un, ja vin$ sodu ir pelnijis, vipam
paSam tas ari jasanem.

Solona un Teognida atticksme pret péctefu sodidanu par sen¢u parka-
pumiem atklaj divus daZadus izpratnes limenus cilveka ka individualas
personibas izpratné. Solons atzist vainas un lidz ar to soda parmantotibu.
81 uzskata pamata ir arhaiska laikmeta parlieciba, ka cilvéks ir svarigs
nevis ka individualitdte, bet tikai ka savas dzimtas loceklis. Ja vin¥ izdara
parkapumu, 1a nav vina perseniska lieta, un atbildibu uznemas visa dzimta.
Tadg] dievu sods, kas nak par noziedziga cilveka péctediem, ir taisnigs, ari
tad, ja konkretais péctecis ir nevainigs. Teognida nostadne, atzistot un pie-
prasot atbildibu no konkréta parkdpuma izdaritdja, liecina, ka dzejnieka
skatfjuma cilvéks ir individs, nevis bezpersoniska daja no savas dzimtas.

Ta ka Teognids reilaja dzivé neredz, ka individs sanem sodu par izda-
ritu nekrietnibu, dzejnieks mégina saprast ta iemeslus.

Teognids saskana ar tradicionilo uzskatu ir pirliecinats, ka cilvéku
liktenis ir dievu (un tiedi Zeva) parzina. Tade] 31 varétu bit tiedi ta joma,
kura vislabak atspogulojas dieviSkais taisntigums — krietnie un taisnie dzivo
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labklajiba, bet nekrietnie sanem (un velams, ka tas notiek driz) pelnito sodu.
Tomer redlaja dzivé Teognids 3adu dievu taisnigumu un taisnibu nesa-
skata. Nereti vipa dzeja izskan riigtas pardomas, kas paraug neizpratné un
pat asos parmetumos dieviem par vinu vienaldzibu un no étikas viedok|a
nepienemamo attieksmi, reagéjot uz cilveku ricibu:

Milais Zev! Es brinos par tevi; tu valdi par visu,
Visi tevi goda un tavs spéks ir liels,
Tev labi zinami ir cilvéku nodomi un ikkatra dvesele,
Tev, valdniek, par visu ir augstaka vara!
Kronid, ka tavs prats pielauj, ka grécigajiem
Ir 1ads pats liktenis ka taisnigajam?*

Minétais piemeérs, kad Teognids ar neizpratni uzruna Zevu, nav vienigais.
Dzejnieks atkal un atkal atgrieZas pie 3is t&mas, to izverSot un konkreti-
zéjot:

Un, dievu valdniek, vai tas ir taisnigi,
Ka taisnais virs, kas ir tals netaisniem darbiem,

Kurs nav izdarijis parkapumu un nav devis meligus zvérestus,
budams taisnigs, cies netaisnigi?

Kurs gan no mirstigajiem, uz to visu skatoties, varés
Cienit miiZigos dievus? Ko ving pardzivos,

Redzot, ka netaisnigs un noziedzigs cilvéks, kam nav baiju
Ne no cilvéku dusmam, ne no dievu dusmam,

Ir lepns, lepojas ar parmerigu bagatibu, bet godigie cilveki
NoZelojama nabadziba vada tumias, smagas dienas?®

Atskinba no Solona Teognids jautdjumu par dievu taisnigumu uztver
loti saasinati un personiski. Tas ir ari saprotams, ja atceramies, ka Teog-
nids ir demokratiskajos parkartojumos zaudgjuias puses — aristokratijas —
uzskatu paudgjs. Vina skatijuma izmainas socialaja un politiskaja dzivé
bija acim redzama netaisniba, jo tie, kas bija nakuii pie varas, Teognida
vardiem runajot, “nemaz nebaidas no nemirstigo dievu dusmam, bet tikai
doma par sveiu mantu, par svesu bagatibu”.*® Teognida skatijumi ti ir
dala no moralo vértibu sabrukuma, jo “uz zemes nav neviena, kas baiditos

no dieviem” .2
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Tadejadi Teognida dzeja ieziméjas pretruna. Biidams aristokratiskas
izcelsmes dzejnieks, Teognids neap$auba tradicionalo uzskatu, ka Zevs ka
dievi3ka speka un varas iemiesojums lemj un parzina cilvéku likteni un ka
dievi kopuma vai vismaz galvenas linijas rikojas taisnigi. Tomér redla dzive
atklaja citu ainu. Pietickami bieZi dzejniekam nacas pieredzét varmaicibas,
patvalas, bezatbildibas un nekrietnibas (vismaz vipa skatijuma) triumfu uz
paliniciativu balstitas individa ricibas rezultata. Cilvéks sava visuzdrik-
stéfanas un nesodarnibas apzina meta izaicinajumu visam tradicionalajam
vertibim, apgrieZot kijam gaisa nostabilizéju$as socialas attiecibas, kas
aristokratiskas dzimtas parstavja Teognida skatijuma bija pret dievu kar-
tibu vérsta, klaji destruktiva riciba. Bet dievi kluséja.

$1 pretruna Teognida dailradé starp parliecibu par dievu lomu cilveka
liktena lem3and un cilvéka personibas nozimigumu atklaj mitiska limeni
pirceltu dzejnieka dzives laika veidoju$os sabiedribas garigis dzives ten-
denci — pieaugo$o orientdciju uz individa nozimiguma apzind3anos, kas
bija krasa konflikta ar tradicionilo ticibu dievu domingjo3ajai lomai cil-
vEka dzives ce]a veidoSana.
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Gods, Destiny and Man in the Greek Lyric
of the Archaic Period

The ancient concept of the interrelationship of gods, fate and man has
experienced considerable transformation that manifests itself in literature.

Greek poets of the archaic period who are most concerned with this
problem are Solon and Theognis. Contrary to the unambiguous concept of
the gods-fate-man relationship in the archaic epic poetry, Solon and
Theognis consider Zeus to be the most powerful element of the cosmos
and, in this respect, also the critical force in managing human lives. Solon
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and Theognis admit that man is capable of influencing his fate to a certain
degree, especially by committing some evil actions that subject him to the
divine punishment.

Solon’s and Theognis’ attitude to postponed divine punishment discloses
different levels of world perception. Believing man to be basically a member
of his genus, Solon does not question the postponed divine punishment.
Theognis, considering man to be an individual, expects individual respon-
sibility for criminal actions.

Another reason for Theognis’ negative attitude to the postponed divine
punishment is his assessment of the political and social changes of his
time as injustice. This makes Theognis question the justice and fairness of
the gods — on the one hand, the pods are all-powerful and contribute to the
establishment of the world order by making reasonable decisions about
human fates, but on the other hand - life experience has convinced the
poet of the limitless capabilities of evil and criminal self-initiative efforts
on behalf of the humans.



INGARS GUSANS (LATVIIA)

Artemidas teéla makslinieciskais veidojums
Kallimaha himna “Artemidai”

Kallimahs ir viens no spilgtakajiem aleksandrie$u dzejas parstavjiem.
Starp dzejnieka dzejas darbiem nozimigu vietu ienem himnas. Tas vinam
ir se8as: pirma veltita Zevam, otra — Apollonam, tre§a — Artemidai, ceturta —
Délas salai, piekta — Palladas peldei, sesti — Démetrai. Sis p&tijums ir vel-
tits Kallimaha 3. himnai, kas veltita Artemidai un kuru tradicionali uzskata
par “zinatniskako™ dzejnieka himnu.

Himnas centralais {€ls ir olimpiska dieve Artemida, Zeva un L&to meita,
Apollona dvinumasa. Tradicionali Artemidu uzskata par medibu, jaunat-
nes aizstavi, ari dzemdetaju aizbildni. Ka vairumam olimpisko dievu vardu,
ari Artemnidas varda etimologija ir neskaidra, tadu ir vairaki m&ginajumi to
saistit ar vinas funkcijim. Pieméram, ir uzskats, ka virds Artemida ir célies
no “aprepiic”, kas nozimé ‘spirgts, vesels’ un ko var saistit ar Artemidas
§kistibu, nevainibu, lidz ar to ari izskaidrojot tai pieskirto jaunatnes sar-
gatdjas lomu. Otrs izplatits pienmums ir saistit Artemidas virdu ar 3adiem
vardiem: apragog — miesnieks, kavejs; aproauéwm — kaut, nokaut. Tatad
Artemida ka kdvéja, nokaveéja — Sie skaidrojumi ir viegli saistami ar Arte-
midas ka medibu dievietes funkcijam. Si daudzfunkcionalitite, kas nedaudz
ieziméjas jau padas dieves varda skaidrojumos, ir arf galvena himnas t&ma.

Si petijuma mérkis ir, pirmkart, apliikot atseviSkus spilgtakos Kallimaha
panémienus Artemida t€la veido3ana un tas dazado lomu raksturo3and, otrkart,
salidzinat iztetksmes paneémienu atbilsmi helleénisma dzejas prastbam. Arte-
midas t&la mikslinieciskd veidojuma apliko3ana dotu iespéju vélak salidzi-
nit to ar dievu t&lu maksliniecisko veidoSanu homeériskajas himnas, konstate-
Jjot abu literaro posmu pogtiskis konstantes vai ari katram laikam raksturigas.

Autors, lidzigi ka citis himnas, ari $ajd izmanto pamati divus pané-
mienus Artemidas literdra (€la izveidei:

— uzrunas un pavardus, kas ietver sevi daudzas funkcijas un nepar-
traukti maina vinas izpausmes formas;

— netie$os vestijumus.
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Saja pétijuma uzmaniba tiek vérsta uz netiefajiem véstijumiem, kas
savukart atkal izpauZas divos veidos, un tie ir:

— vizualie v&stijumni;

— darbibas un ricibas apraksti.

Aplikojot vizuilos vestijumus, jaatzist, ka tos nevar viennozimigi attie-
cinat tikai uz tie3o t€la veidojuma komponentu, jo Kallimaha himna Arte-
mida tiek atklata gan portret&juma, gan apdzejojot vinas atribiitus.

Veriot uzmanibu uz Artemidas portretéjumu, var teikt, ka tas praktiski
vispar netiek sniegts. Nav neviena izvérsta vinas izskata apraksta. Tikai no
dievietes liguma t€vam ir nojaufamas atseviSkas deta]as par vinas izskatu,
kas velakajos mitos, attélos, skulptiras atbilst Artemidas tradicionalajam
ieterpam. Artemida lidz t&vam dot vipai:

..€ YOVL UExpt yiTi
Ldvvuobat Aeyvatov.
. hitonu ar krasainu malu

lidz celim apjozt!-58.

No ta var spriest, ka Artemida ir gérbta isaja hitond. lespgjams, ka dzej-
nieks o deta]u uzsver tapéc, ka tas apgerba zina Joti zimigi at3kir Artemidu
no paréjam dievém, kuras parasti nésa garus hitonus. Isi hitona izvéle
neapSaubami ir saistita ari ar vienu no dieves pamatnodarb&m — medibam;
to vina pati apliecina sava liguma Zevam:

L aypue Bnpin keive.
.lai es [Artemida - . G.] meZonigos zverus nogalinatu 139, —
tatad tiri praktiskdm vajadzibam — brivai, értai skrieSanai, dzivnieku vaja$anai.

Te, manuprat, izvirzamas vismaz 2 versijas, kapsc autors nesniedz pla-
Saku Artemidas portretgjumu:

— lasitajam jau ir priek3stats par to, ki dieve izskatas (noteikti skaista,
gracioza), ta var bit infermacija gan ne citiem literatiiras darbiem, gan no
mdkslas darbiem, kuros tika iemuZinati dievu teli;

— Kallimahs dievieti neiedom@jas bez atribiitiem, kuri ir neatnemama
Artemidas vizuala téla sastavdala. Kallimaha himna, tapat ka paia dieves
sitibd, primara loma atvéléta Artemidas atribitiem, nevis kermena gra-
cijai {at3kiribd no Afrodites un Apollona).
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Attieciba uz atribiitiem dzejnieks cen3as uzskaitit tos péc iespgjas vairak,
kas logiski dod pamatojumu un izskaidrojumu dieves daudzajam funkci-
jam. Ir pieminama ari tada tiri kompozicionala ipaiiba, kas gan paradis
ari citas himn3s, tomer krietni samazinitds devis, ka Kallimahs pats ir
aktivs himnas dalibnieks. Autors nepartraukti uztur dialogu ar Artemidu,
pauZot savu sajismu, pietati un pakJavibu dievei. Tapéc ari atribiitu pielie-
tojuma raksturojumu pats antors sniedz parmainus ar Artemidu, kas savu
noliku galvenokart pauZ sakotngja monologa. Pieméram, himnas sakuma
Kallimahs piemin, ka

T} t6éa (..) péiovrar...
.vinai [Artemidai - 1. G.] rip loks...(13®)

Turpindjuma ir lasams, ka Artemida, jau maza biidama, ka pirmos no

atribGtiem prasa tévam:
86¢ 8 tovg xai toéa...
dod bultas un loku... (5%

Tas, ka ari pati dieve liidz tieSi Sos rikus, liecina, ka medibas, lidz ar to
ari saistiba ar dzivnieku pasauli un dabu, ir viena no svarigakajam Artemi-
das funkcijam. Pla$ika kontekstad $o ierofu izmanto$anu var saistit gan ar
dieves iznicino3o, posto3o, gan pasargajoso, glabjoSo dabu. Ari Apollonam,
vinas bralim, loks ir viens no galvenajiem “darbarikiem”, kas Jauj secinat,
ka vigiem ka dvipub€miem intereses ir lidzigas, lai gan ir ari sava veida
konkurence, ko atkldj maza dieviete sava liguma Zevam:

Adg pot. ..

xai odvavouiny, v ui por doifog épilm

Dod man ...

arf daudzus vardus, lai Foibs ar mani nesacenstos. ('8

Vél Artemida tévam liidz lapu, ko parasti saista ar medibam tumsa vai
ari ar Artemidas ka méness dieves izpausmi, kas atkal ir k3 pretstats Apol-
lonam — saules dievam, tacu kopi tie veido pilnibas ciklu.

Nakamais atribitu piemingjums ir tad, kad dieviete lidz Kiklopiem:

Kol . Kuddviov el ' érye tékov
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18’ lodg xoiAnv w xataxAnida Peléuvov
euare

tad nu atri man kadu kidoniesu loku

un bultas, un tukiu bultu maku
izgatavojiet! 80

Interesanti, ka katru reizi tiek papildinats dieves “darbariku ™ skaits. Ja
sakuma Kallimahs nosauc tikai loku, vélik maza dieve jau ludz loku un
bultas, tad 3aja gadijuma jau tiek prasits pilns strélnieces apbrunpojums —
loks, bultas un bultu maks, kas arvien vairak atklaj Artemidas mednieces
un pavélnieces dabu. 110, rinda dzejnieks nosauc ratus, kas ir daudzu dievu
nealnemams parvietoSanas lidzeklis, un izpgémums nav ari Artemida. Rak-
sturojot 30s dieves atribiilus, izmantotajos epitetos uzsveria vareniba:

-Ypvoea Hév tor

Eviea xai {ovn, xpiotov 8 éevtao Sigpov,
£v 8'EfdAev ypioeia, Gea, kepadeoom yalivd.
..zelta rev

leroft un josta, zelta ratus tu iejiadzi,

dieviete, zelta iemauktus stirnam tu uzliki, (162

kur zelts ka varenibas un bagatibas idejas paud€js sastopams ne tikai Arte-
midas, bet ari vipas brzla Apollona raksturojuma 2. himna, vélreiz aplie-
cinot abu pilnibu un izredzétibu. Zinot to, ka Arsinoja II bija precéta ar
savu brali Piolemaju II, kura slavinafana ir saskatama himna “Apollo-
nam”, ir vél&§anas izvirzit hipotézi un saistit Artemidu ar Arsinoju 1. Jo
$aja himna tiek nosaukti kulta centri un vietas, kas Jauj spriest par Arte-
midas kulta izplatibu un varétu biit zinima mera ari Arsinojas Il ietekmes
zemes, kuras valdniece iespaidoja ar sava brila - valdnieka Ptolemaja II -
palidzibu. Par labu $im pienémumam kalpo ari tas, ka Arsinoja II tiek rak-
sturota ka varu milo3a sieviete un faktiska Egiptes valdniece!?D,

Nemot véra to, ka dievu atribiitu raksturojuma parasti izmanto apzime-
tdju zelra, interesanta lickas Kallimaha dzejas rinda, kura vins jauta:

Moooaxa & apyupioro, Ben, repricao 1dEov;
Cik reizes, dieviete, tu izmégindji sudraba loku? 162
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Akcents te ir likts uz vardu sudraba, kura izmantojumam varétu bit
divi iemesli: pirmais griitak pieradamais, to noteica pantmérs. Ja veido ne-
savilkto formu ypvogoto (hriv/se/o1/0), iznak gara, isa, gara un isa zilbe, kuru
ir griti izmantot daktila peda, savukart virds apyvpéoio (ar/gu/re/oi/o)
sastav no garas, divam isam zilb&m, atkal garas un isas zilbes un veido pilnu
daktila pgdu un trohaju, kuru var papildinat lidz daktilam. Otrais célonis
varétu biit tads, ka dzejnieks atklaj dieves bagatibu, |aujot lasitdjam no-
prast, ka bez zelta ierofiem Artemidai ir ari tadi padi sudraba riki.

Ka sava veida ipatniba ir jaatzimé ari tas, ka Kallimahs $os dievietes
atribiitus tikai nosauc, bet nerada tos darbiba, aprobeZojoties ar sava veida
rezultatu konstatéSanu vai ari pauZot mérki un noliiku, pieméram:

al 8€ k' ey wEoig poviov daxog fi Tt édwpov
Bnpiov dypevow, T6 56 kev Kikdwne E5oiev.

Ja es ar loku kadu vientulu kuili vai kadu
milzigu dzivnieku nomedisu, to kiklopi édis. 59

Jaatzime, ka blakus priek$metiskiem atribGtiem Artemidai lidzas ir ari
daudzas dzivas biitnes, kuras tad biitu dév€jamas par nosacitiem atribii-
tiem, bet kuras papladina vizualo un simbolisko Artemidas uztveres loku.
Ta, piemé&ram, vél maza vipa lidz tévam:

Adg 8 pot E&rxovia yopinida 'Qreavivag...

80¢ 8¢ jot auprérov Apvicibog eixool V@O, ..
Dod man sesdesmit Okeana meitas dejotajas. ..

dod man ari kalpones — 20 Amnisidas nimfas... 1%

Tas dieviete vélak ari sanem. Te var vilkt paraléles ar (a laika galma dzivi,
Jjo. sakot ar Makedonijas Aleksandru, valdnieku dzivé austrumu kultitras
iespaida ienak liela, spoZa grezmba, kas izpauZas ari lielos galminieku —
pavadonu piiJos. Apdzejojot Sis Artemidas pavadones un sekojot helle-
nisma laikmeta tendencei — mila desakralizacijai, parvérSot dieviikas bit-
nes par literdriem teliem un paradot ki sava laika sabiedribai raksturigus
cilvékus, Kallimahs ataino vinu pardzivojurmnus, kad Okeanidas dodas lidzi
Artemnidai pte kiklopiem:

-Kefvoug ve kol af pdda pnxén tutbal
ovSEROT’ agpikT paKdpmv Opdwot BUYaTpES.


http://'Afj.vicri.8ag
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..ari nelielas laimigo [dievu - I. G.] meitas
nekad bez drebeianas neskatds uz tiem. (15850

Aprakstot Artemidas kalpones, dzejniekam ir iespéja atainot, ka dievibas
nodarbojas ar ikdienikam lietdm — gan ar saimnieciskidm, gan ar tadam,
kas attiecas uz izklaidi, piemé&ram:

Zol &' 'Auvicades jiev Omo {edyAngl AvBeicog
yiiyovoty Kepadag, mopd St oot TovAY vEpeotot
“Hpn €k AEGVOG QUNOTRLUEVAL POPEOVOTLY
WKDBOOOV TUIETTAOY, & Kai Atdg trmot ESovoy:
Amnisidas no tava iefiiga atbrivotds

stirnas tira ar skrapi, vinam no Heras

plavas savakulas nes dot daudz atri augosa
abolina — ta pasa, ko ari Zeva zirgi éd 59,

Sis apraksts atgadina ganu dzives ainas, kuras ir aprakstijis Teokrits savas
bukolikas, izradot interesi ne tikai par pilsétu dzivi, bet pieverSoties ari
lauku ikdienai. Te nimfas:

..OF yopd évi kuKidoovial. ..
tevi [Artemidu - 1. G.) kordeja ielenca ' -

tadéjadi sniedzot lasitaijam ieskatu ka dievibu, ta ari cilvéku sava veida
izpriecu un atpitas joma.

Ki neatnemamus Artemidas pavadopus Kallimahs min sugus, kurus
dieve iegist no Pana. Dzejnieks tos apraksta siki un skrupulozi, jo detaju
precizs uzskaitijums ir 12 laika dzejas raksturiga iezime, un tas sniedz pil-
nigu priekSstatu par dieves pavadopiem, pieméram:

Tiv 8" 6 yeveujtn 500 uev kovag fIov myoic,
peig 8€ mapovatiov, Eva 8’ atdiov,

LETTA 8" EdwKE

&iocovag avpdev Kuvoooupibag,

tev [Artemidai — I. G.] divus sunus pa pusei baltus,
tris ar nokarendam ausim, vienu raibu,

..septinus Kinosuridas sunus

dtrakus par vejiem iedeva [Pans — 1. G.] (160,



Artemidas I£]a makslinieciskais veidojums Kallimaha himna *Artemidai” 61

Artemidas pavadonu pulka bija ari fetras stirnas, kas vilka dievietes
zelta ratus un kuru apkop3ana tika uzticéta Amnisidas nimfam.

Izmantojot darbibas aprakstus, autoram ir iespéja v€l plaiak izveérst un
atklat Artemidas t€la izpausmes formas, ka ari pieminét citas vipas funkci-
jas, rodot iesp€ju gan pievérsties detaju apdzejofanai, gan izradit erudiciju,
gan kliit par vienu no pirmajiem autoriem, kur§ pievérdas beérnu apdzejo-
anai, kas agrako laikmetu literatiira gandriz nav sastopami. Savukart hel-
lenisma Sie teli cendas iepemt noteiktu vietu laikmeta literatiird, seviski
dzeja. Tas ir izskaidrojams ar to, ka hellénisma literatiiras centra ir cilveks
ka personiba, téla izpratnei svarigs ari cilvéka personibas tap3anas laiks,
un lidz ar to ari bérni k|ast par literariem t€liem. Himnas sakuma Kalli-
mahs atsauc atmina to laiku, kad Artemida:

naig ént xowilovoa 1Gde mpocEeins yoviar

“Abc o1 mapleviny aioviov, anng, QUAGGOELY,
xal moAvavouiny, iva ur por Poifog epiln

d0g & 1o xad oéa. ..

Adg 8¢ pot eEnxovia yopinida ‘Qxeavivog. ..

8¢ 5€ pot augurblovg Auvicida koot viueag. ..
Ad¢ S€ pot odpea ndvia...”

vel maza biddama, So teica tévam:
“Lauj man, tét, muZigu jaunavibu saglabat
un dod daudzus vardus, Iai Foibs ar mani nesacenstos,
dod ari bultas un loku...
dod man seidesmit Okeana meitas dejotdjas...
dod man ari kalpones — 20 Amnisidas nimfus...
dod man visus kalnus... " (159

Jau no 3 fragmenta ir saprotams, ka Artemida bas varena dieve, ko
apliecina vinas prasibas, kuras t€vs apsela izpildit un vel daZas lietas pie-
likt klat. Vel pec vairakam rindam Kallimahs atkal piemin kadu Artemidas
bérnibas epizodi, kad trisgadiga dieviete nenobijas no kiklopiem, bet vie-
nam no vigiem — Bronto, kur§ Artemidu aukléja, — pat izrava apmatojumu
uz kriitim. Varbiit tada veida dzejniekam ir ne tikai iespgja apdzejot die-
vietes bérnibas dienas, bet ari atklat vinas dievi§kibu, neaizskaramibu,
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izredzétibu bt pavélniecei, ko apliecina autora rindas, kad Artemida iero-
das pie kiklopiem un uzvedas preté)i parbied&tajim pavadoném:

T) pdAa Bopoaién ope tade mpocedébao oG
“KvkAwneg, xnipo u Kvddviov er 8’ aye tofov

118 "lolg xofAnv 1€ KataxAnide BeAuvov
etare...”

"Evvene o1 8’ éréAdecoav: apop 8 wmiiooao, daijiov.
Tad ta [dieve — I. G.] Joti drosa viniem 3o pateica:
“Kiklopi, tad nu arri man kadu kidoniesu loku

un bulias, un tuksu bultu maku

izgatavojiet! ...

Tu [Artemida - I G.] pareici, bet vini izdarija,

dieviba, talit tu apbrunojies.” {140

Plasak ir izversts arl mits, ki dieviete iegist stirnas saviem ratiem:

eUpe €ri mpouodiic’ dpeo tov Mappacioo

oxapovoag EAGPOLS. ..

IIEvt' goav at ndoay nicupx §' EAE dka BEovon

véopL kuvodpouing, tve Tor Godv apua pépwo’

tu atradi Parrasija kalna pakaje

lekdjosas stirnas. ..

piecas tas bija pavisam, Setras tu sakeri atri skriedama

bez sunu pavadibas, lai patiesi atros ratus vinas vilktu (/50-62)

Ta ka visbiezak pieminétie dieves atributi ir loks ar bultam, tad Kalli-
mahs pla3i stasta par dieves pinmajiem 3auanas méginajumiem, kur seviski
uzsver ceturto $avienu, kuru

.£1¢ adixov éfade médv, ol 1€ repl opEag
ol te nepi Esivoug dAitiova moAAG TEAECKOV,
uz netaisnigo [cilvéku — f. G.] pilsétu tu [Artemida — I. G.] iz$avi,
kuri daudzus noziegumus gan attieciba uz savéjiem,
gan viesiem izdarija 2,

Si epizode dod Kallimaham iespgju apdzejot Artemidu ka naves die-
vieli, vinas sododo dabu, atgaddinot par cilvéka atkaribu no dievu un
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valdnieku gribas. levérojot antagonisma principu, dzejnieks talit pat atga-
dina lasitdjam, ka Artemida ir ari dabas un zemkopibas dieviete, kas saistita
ar augdanu un auglibu, lopkopibas veicinatija un ari cilvéku aizsargataja
un glib&ja no gritibam:

Olc 8¢ Tev evuerdiic € xai idaog avyacona,
xeivor €D uév apovpa PEPEL OTAY VY, £D B YEVEASD
tetpanddwv, 0 8 SAPog aiketan 0V8 Emi onua
Epyovron mATY €0TE mOLUXpOVIOV Tt Pépwoty

008E dryootaoin pder yEvog,

bet uz kuriem tu smaidoia un labvéliga paskarisies,
tiem lauks nes labu raZu, labi gan Cetrkdjaino
dzimums, gan labklajiba palielinas; nedz uz kapiem
vini et pirms kadu ilggadibu iztur [nodzivo - I. G.],
nedz naids saimi aizskar \-92,

Ir sajita, ka dzejnieks briziem negrib dot lasitdijam ne mirkli atslodzes
vienkar3i baudit dzeju, bet cendas péc iesp€jas mazaka forma sniegt péc
iespejas vairak informacijas, apliecinot to, ka liela daja aleksandrie$u dze-
jas ir domita tikai izglitotiem cilvékiem.

Aplukojot tikai daju no téla veidoS$anas pagémieniem, var secindt, ka,
pirmkart, Kallimahs ir sp&jis, atainojot tikai dievibas arieni un tas atribi-
tus, izcelt Artemidas gatveno — mednieces — funkciju. Otrkart, dzejnieks,
apdzejojot dievietes darbibas, turpina vinas funkciju uzskaitijumu, atkla-
jot dandzas hellénisma laikmeta dzejas tendences — pardzivojumu ataino-
janu, “zinatniskumu’, bérna téla ievieSanu.

Izmantota literatiira

KoAdipayos.” Yuvor. — "Agtiva: ‘Exdocei; NEQEAH, 1996.
Crnosapb aHTHUHOCTH. ~ Mocksa: Man-so Jmuc Jak, 1994,

Poetic Techniques on Artemis’ Character Portryal
in Callimachus’ Hymn To Artemis

The objective of this research is to discuss mythological characters,
particularly Artemis” artistic figuration in Callimachus hymn To Artemis.
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Callimachus is a poet of hellenistic age, who is famous not only for
advancing and protecting of basic principles and claims of his own time
poetry, but also for observation of these novelties:

— small amount form;

— finished style;

—refined poetry language;

~ original and unconventional content.

The hymn To Artemis is artistically originally framed because it is
composed of many separate epic episodes that justify Artemis’ attributes
and functions acquiring. The compositional splitting motivates different
solutions for determining and characterization of the main character as
well as the aim of creating of the hymn. The main character of the hymn is
Artemis, considered to be the goddess of hunting according to the tradi-
tional basic functions, as well as women-in-labour guardian. In the hymn,
the author emphasises her interlinks with the world of nature.

Several methods are used to discover Artemis’ as a powerfullness:

— in the direct way with different addresses;

— by indirect narrations.

Indirect narrations, that are the main method to discovering the image
both qualitatively and quantitatively, are expressed in 2 ways:

— as visual narrations;

— as descriptions of activities.

More attention is devoted to acquiring of attributes in the descriptions
of actions, in its turn function possibilitics are emphasised in the visual
narrations. From novations of hellenistic literature Artemis’ childhood
experiences are brightly reflected in this hymn. The detailed revealing of
them in every day life elements, lets to anticipate goddess’ mission, and to
estimate indirectly social and moral spint of the century,

Considered methods let conclude, that Callimachus has managed not
only to reveal the main function of Artemis’ mission, — goddess of hunt, but
also to show her power and greatness, pointing out her main cult centres
and people interlinked with them.



GITA BERZINA (LATVIIA)

Lidzigais un savrupais sengrieku un musdienu
dialogiskajos tekstos

Antikaja pasaulg un seviski klasiskajas Aténas gan socialpolitiskaja,
gan kultiiras' vidé dzivais runatais vards dominé pir rakstito. Jo svariga
loma tam ir poles demokratiskaja iekartd, kas balstas uz tiesibu vienli-
dzigumu — katram pilsonim ir tiesibas uz varda brivibu, tiesibas aizstavet
savu viedokli, uzklausit citus un ar atklatu un parliecino3u runato vardu
aténiefu Tautas sapulcg, Padomé ietekmét visas valsts un katra individa
likteni. Visa grieku antropocentriska kultirvide tiecas péc iespéjami uzska-
tamaka, konkréti apjauSamaka cilveka t€la, un brivi pausts mutiskais vards
ir viena no ta pamatiezimeém.

Dabisks runata varda funkcion€Sanas modelis jau kop3 cilvéces pirm-
sakumiem ir dialogs, un tas ar savam raksturigam iezimém rod noteiktu vietu
demokritiskas poles intelektualaja dzive. (Patiesiba dialogiska komunika-
cija ir demokratijas pamatal)

Ka specifiska komunikativa prakse dialogs ir tie3s, divpuséjs, uz sav-
starp€ju izpratni un lidzdaligu aktivitati balstits vardisks kontakts. To rak-
sturo ne tikai sp&ja izklastit savu viedokli, bet — vél jo vairak — atvértiba
pret citado: prasme ieklausities un tilit izvértét sarunbiedra piedavato, ga-
taviba, savstarpgji vienojoties ikviena komunikicijas momenta, meklét un
radit kopigo pozictju. Dialogs nav sastingusi “galiga™ attiecibu struktiira,
bet gan kopigs izzinas un maciianas cels, kas no “daudza” un “daZada”
ved uz vienoto, kas lidzsvaro un saskano atsevisku individu pasus par sevi
nepilnigos skata punktus un caur abpusgji labpratigu piekriSanu rada vie-
notu izpratni. Ta ir iedarbiga sazinas prakse, kas transforme taja iesaistitos
sarunbiedrus. Cilvéks mainis 3adas ipadas sarunas gaitd un péc tds vairs
nav tas pats, kas bijis pirms.?

Minétas dialogiskas komunikacijas iezimes noteikta aspekta aktualizé-
Jas lidz ar filosofiskds domas attistibu Senaja Griekija 5. gadsimia p. m. €.

Aténietis Sokrats (470.-399. g. p. m. &), apjaulot divpus€ji aktivas
sarunas pavertas iespéjas un uzskatot to par isto patiesibas dzim$anas celu,
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izmanto 3adu praksi savas filosofiskajas aktivitates. Tiecoties izzindt iste-
nibu un rast patiesas zina$anas, kas p&c Sokrata parliecibas nav mehaniski
otram nododams gatavu formulu komplekts®, bet meklgjamas abpuséji
augliga domu apmaina, savas sarunas ar skolniekiem vin3 pielieto dialek-
tisko jautdjumu — atbilZu metodi. Uzsverot savu nezinalanu, Sokrats ne-
sniedz uzskatus galigi formuléty spriedumu veida, bet uzdod jautajumus,
mudina atbildét, kopigi vienojoties konstat€ k]iidas un neatbilstibas ikkatra
sarunas posma un (2 pamazam virzas uz vienotu patieso poziciju.

Sokrats iedibina v&l nerakstitu tradiciju — dialogu ki filosofiskas do-
mas izteiksmes formu, bet vina klausitaji pieSkir tai fiksetu literaro veidolu.
Uzskatot mérktiecigi vaditu jautajumu — atbilZu miju par sava skolotdja
metodes raksturigako ipatnibu, vini pasi savus darbus raksta dialogu for-
ma, ka sarunas provocetaju, virzitiju radot Sokratu, un tarada t.s. sokratiskos
dialogus.® Tie sakotngji rodas ka apomnemonecumata, proti, memuartipa,
saceréjumi, kuru mérkis — péc atminas fiks€t v€sturisku personu starpa
reali notiku$as sarunas. Bet ar laiku, dialogam ka specialai literarai formai
attistoties, notiek distancé$anas, un dialogiska izteiksme kst par paSpie-
tickamu diskursu autora individualas poétiskas pasaules atklajumam.
$ada virziba vérojama gan Ksenofonta (~ 430.-354. g. p. m. &.), gan - jo
ipadi ~ Platona (427.-347. g. p. m. &.) literaraji praksé.’

Platons, sekojot Sokrata darbibas principiem, uzskata, ka filosofija var
nopietni attistities tikai mutiskas diskusijas celd — nepiespiesia ikdienas
situacija ar vienu labvéligi un atklati noskanotu sarunbiedru®. Tad ir iesp&ja
izteikt dazadus viedok|us par tému, iespéja uzdot jautdjumus un uzklausit
atbildes, ka ari pa§am atbildét uz partnera $aubam un neskaidribam.” Trans-
formejot mutisku sarunu, vin§ pirmais izmanto dialogu ki maksliniecisku
literaro formu savas filosofiskds un politiskas macibas izteik¥anai un ta
rada filosofiska dialoga Zanru. Vina saceréjumi atkl3j visplaSakas iespéjas
divu individu tie§as komunikacijas atveidojuma: te vErojams gan narrati-
vais, gan dramatiskais dialogs, gan dinamiskas isu jautadjumu — atbilZu re-
pliku virknes, gan garaki véstijumi ar mitu iestarpinajumiem un t€lainiem
aprakstiem. Platona dialogi paliek ka izcilakais zanra paraugs ari turpmak.

Savus akcentus lickot Sokrata sarunu atainojuma, 4. gadsimta top ari
Ksenofonta morali &tiskie dialogi, bet Aristote]a (384.-322. g. p. m. €.) agrina-
jos sacer&jumos dialogs kalpo vipa makslinieciski kritiskas domas izteiksmei.®
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Pec ilgika laika dialogs atkal atdzimst Platarha (~ 46. — ~ 120.) saceré-
jumos, kurs lielakoties seko jau priekStecu (Platona, Aristote]a) izmantota-
talu driz péc tam — 2. gadsimta — dialoga ki ipa3as literdras formas tradi-
ciju un Zanriskas iesp&jas savos nu jau satiriskajos sacer&jumos aktualize
Lukians (~ 120. - ~ 180.), sakausgjot to ar komédijas elementiem un ta
izmantojot kritiska pasaules skatijuma atklajumam.

Ta dialogs, sakotngji pastavot tikai k3 viens no makslinieciska teksta
strukturaliem komponentiem, kas kalpo tie$as personaZu vardiskas komuni-
kacijas atveidei un $adi vérojams visdaZadako Zanru sacergjumos, antikaja
pasaulg izveidojas ari par ipaSu literaru Zanru ar savam saturiski struktu-
rilam ipatnibam.

Ka atzimgjis jau izcilais 20. gadsimta literatarteorétikis M. Bahtins,
dialoga Zanra tekstos at8kirtba ne klasiskas antikvitates augstajiem Zan-
riem atté€loti sava laika cilvéki, bieZi pavisam konkrétas vesturiskas per-
sonas, ikdienika vide bez episkas vai tragiskas distances.® Makslinieciska
teksta centra ir saruna iesaistits cilveéks ar savu pasaules uzskatu un vertibu
{gan pozitivo, apliecino3o, gan noliedzo3o) sistému, kas atklajas dziva, uz
patiesibas izzinu vérstd komunikativa prakse.

Katrs literarais dialogs — vai tas biitu Platona, Ksenofonta vai Lukiana —
atklaj galvenokart vienas t€mas dramatisku izvérsumu ar konkrétu tas
aizsikumu, kulminaciju un noteiktu rezultatu. Turklat att€lojuma objekts,
zaudgjis distanci un nonAcis tuv kontakta zona, arvien ir viena vértibu un
laika limeni ar pa$u autoru. Ta ir ne augstajos Zanros vérojama episka, tala
pagitne, bet sava laika realitate, nepabeigta tagadniba, kuru iespgjams ver-
1€t, parvertet un ar savu poziciju — ietekmet. Dzimst jauna cilveka izpratne,
jauns literard varona tips un vérojamas jaunas formas ta portretésana, kur
viena no domin€jo3am praksém ir tieSi vispargjis dialoga lingvistiskas
struktiiras maksimals tuvinajums ikdieniikas viva voce paraugam.

Ta, pieméram, Platona dialoga “Eutifrons” apstidzetais Sokrats nejausi
pie arhenta bazilika portika satiek priesteri Eutifronu, kur3 apsidz savu
tévu slepkaviba, un vinu starpa raisas izteiksmes zina Skietami vienkar¥a,
ikdieniSka saruna par dievbijibu, kuras gaitad priestera zina3anas izridas
vien ilizijas un parsteidziga padpariiecinitiba. Bet dialoga “Protagors”
pladi ieskicgts sadziviskais fons — Sokrata tik8anas ar Draugu, dzivi
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atstastitd Hipokrata ieraSanis un gdjiens uz bagatd Kallija maju, publikas
pulcelanas tur sakara ar ievérojama sofista ieraanos — biitiski balsta talak
lield méra péc ikdienas sarunvalodas parauga raisofos Sokrata un Prota-
gora dialogu par tikumu un ta apgiistamibu. Tapat par&jos Platona dialo-
gos filosofija un patiesibas mekléjumi nav abstrakti visparinati, bet arvien
piesaistiti konkrétai realai situacijai.

Lidzigs dialogiska teksta strukturgjums vérojams ari Ksenofonta un
Lukiana sacergjumos. Ksenofonta darbos “Atmipas par Sokraw”, “Maj-
saimnieciba” un “Dzires” atsevisku — ka &tisku, 13 tiri praktisku — principu
un jédzienu iztirzajumi lielakoties atklati ka reala autora laika vidé
centréta Sokrata un vipa laikabiedru ikdieni¥ka komunikacija. Savukart
satirika Lukiana daZados dialogos'? realistisks sadzivisku ainu iezim&jums
apvienojuma ar p€k3nas, gadijuma rakstura, laicigas sazinas forméjumu ir
viena no autora izmantotam pamatpraksém, lai mitologiskas tradicijas ab-
soliitas pagatnes t€lus (pieméram, dievus - Zevu, Haronu, Hermeju, Plutonu un
varogus — Ahilleju, Heraklu u. ¢.) pielidzinatu vésturiska laika — tagadnes —
apdzivotajiem, nostadot tos viend laika un lidz ar to vértibu Iimeni un ta
ironiski paraudzitos uz tradicionaliem ideiliem un visparpiepemtiem stan-
dartiem.

Veésturisku laikabiedru tie$a komunikacija ki pa3pietiekams diskurss
garigo vertibu — gan sava laika, gan muZigo — apzini%ana izradas aktuala
ari péc vairak neki 2000 gadiem — 20. un 21. gadsimta mija. Ta spilgtakais
apliecinajums latvie$u kultirvidé ir 1999. gadd iznakuSais G. Repies
interviju krijums “Gadsimta beigu skatiens” Te apvienotas gramatas
autores sarunas ar 31 interv&jamo, kuri parstav gan latvie3u prozu, dzeju,
dramaturgiju, gan literatiirzindtni un kritiku, gan tulkoSanu, publicistiku
un pat izdevgjus.

Krajuma autore, nemot véra dziva mutiska varda un tieSa neoficiala
“es —tu” kontakta priek3rocibas cilvéka patiesd pasaules redzgjuma izzina,
intervijas (respektivi, dialoga paveida) Zanru izvirza par piemérotako
formu 20. gadsimta visdazadako garigis pieredzes aspektu apjEgsmei.
Ipasi aktuali tas Skiet Sodienas izolacijas, fragmentdrisma un moderno
tehnologiju laikmetd, kad kultiira parakcentgjusies uz individualismu.

Readli notikufas sarunas ar realiem, noteiktu jomu parstavodiem sava
laika cilvékiem, katram — ar vipa individuilo pagatni, dzives pieredzi un
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pasaules skatfjumu, risinds par Skietami dazadiem jautdjumiem. Runats tiek
gan par intervgéjama atsevikiem biografiskiem momentiem, vipa attiek-
smi pret literatdru, filosofiju, religiju un noteiktim dzives norisém, gan
par visparéjam kultiiras un literatidrvestures iezimém, gan — par globaliem
cilveka dzives un miiZibas jautadjumiem. Tomeér sarunu mérktiecigs apvie-
nojums vienota krajuma atkldj daZado individualo skatpunktu saskari un
sabalsofanos kopéjas laikmeta garigas konstiticijas iezime$ana. Lidzigi ka
Platona, Ksenofonta un Lukiana dialogos idejas un tézes arvien pak]autas
runataju personibam un subjektiva patiesiba tiecas k]ot par intersubjek-
tivu, ari 3odienas sarunas atklajas virziba uz visparigo caur konkréto: caur
personigo poziciju sastatijumu uz noteiktam lokam — konkrétajiem sarun-
biedriem un pla3ak, t.i., vipu parstavétam “grupam” — kopigam atzinam
un vértibam. Dialogiska diskursa izvéle modemaji kulturvide, akcentgjot
atseviSka individa identitates nozimibu, taja pat laika apliecina vélmi ne
monologiski paust savu vai kada cita vienpersonisko poziciju plaiakai audi-
torijai, bet, apzinoties adresita ki pausto domu uztvérgja un talitéja atbal-
sotaja klatbiitni, atklat ari citus, iespéjams, pretéjus, uzskatus un parbaudit,
apstiprinat izvirzitas, varbat tikai Skietamds, vértibas neformiala kontakta
ar otru. Teksta struktiras limeni to apliecina kaut vai bieZais 2. personas
(lielakoties ~ vienskaitla) formu lietojums intervétijas un nereti tapat
atbildétaju replikas:

Vai tev ir izveidojies kads skaidrojums §is pasaules kartibai — nekartibai?
Ka tu raksturotu savas attiecibas ar latviesu dzeju?

Vai tici, ka Lavija atgriezisies ciena pret gudribas vertibu?

Tu uzskati, ka Sodien pastav kada ideologija?

Neorientgjos... noprotu... Ka ir ar tevi?

Ka tu skaidro?...

Es tev pastastifu...

Tu pati raksti un tapéc zini...

Ja tas tev tai intervija vajadzigs...

Vai gribi, lai es pasaku, kas ir literatira?

Jaatzimg, ka at¥kiriba no antikvitates literara dialoga G. Repses vaditas
sarunas ki modernas intervijas raksturo noteiktas teksta tap$anas iezimes.
Pirmkart, nenotiek teksta ki vienota veseluma formé&3anas viena individa
(autora, pierakstitaja) apzina. Ja aniikaja dialoga galvenokart viena autora
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domas, uzskati vai vesela maciba tika izversta divu vai vairaku personu
sarunas/strida veida, radot dialektisko patiesibas dzimSanas ceju caur par-
runam, apstiprindjumiem un atspekojumiem, tad intervijas runitd diskursa
veido3ana patieSam piedalijudies divi, bet fiksg€jama teksta atlasi talak
meérktiecigi veikusi krijuma autore (viena!) péc savas izveles — gan izman-
tojot tikai atseviSkus biitiskdkos sarunas fragmentus, gan, iesp&jams, mai-
not to kompozicionalo izkartojumu. Lidz ar to lasitijam pieejamais teksts
vairs nepretend€ uz vienas témas pakapenisku risinajumu dabiskas saru-
nas forma ar antikajam paraugam raksturigo secigo domas aizsakumu,
kulmingjumu un noteiktu atrisindjumu.

Otra intervijas Zanra diktéta iezime, kas ]auj domin&t rakstitd teksta
autorei $ajos dialogos, ir — jau pirms sarunas paredzétie intervéjama pro-
vocgsanas virzieni, respektivi, ieprieks sagatavoti vai vismaz aptuveni iece-
1€li jautajumi. S1 misdienu intervijam raksturiga prakse, kuras rezultita
veidojas sirikti noskintas jautdtaja un atbildétaja pozicijas, vérojama ari
lielakaja da]a mingta krajuma sarunu. Jautataja lomu tad izpilda G. Rep3e,
bet atbildétaja privilégijas piefkirtas konkrétajai interv€jamajai personai.
Atsevidkos gadijumos $ada intervétaja pozicija pielidzinima domin€jo¥a
rakstura un sarunas virzitaja lomai sengrieku dialogiskajos tekstos, kur
viens no sarunbiedriem daZzadu iemeslu dé] izvairas tie¥i paust savus uz-
skatus. Lemjot par apsprieZamo, vin§ tad, balstoties uz savu pieredzi,
attieksmi un uzskatiem, ar apzinati izveietu jautajumu palidzibu mérktie-
cigi ievirza atbildétaja domu noteikta gultng, tada veida Skietami tikai
asist¢jot konkréias patiesibas dzim3ana. T4 Platona un vietam Ksenofonta
dialogos" darbojas Sokrats, Lukiana saceréjumos — Menips, Diogens, Likins,
Kinikis'? un minétajas intervijas — G. Repse.

Modernais dialogiskais teksts tomeér $ajos gadijumos at3kiras no antika
parauga ar konkréto repliku strukturdli j&dzienisko form&jumu. Gan Platena,
gan Lukiana dialogos — fragmentos, kur darbojas merktiecigas izjautalanas
metode, vérojamas garakas savstarpéji saturiski un formali saistitas jauta-
jumu/atbilZu repliku k&des. Tas apliecina ikreizgja adresata ieinteresétibu
par runataja tikko izteikto domu un talitéju reakciju uz to sava replika, kas
savukart atkal kalpo par stimulu nakamajam partnera izteikumam,

Interviju tekstos, gluZi preté, lielakoties katrs jautdjums lidz ar tam pie-
saistito atbildes repliku strikti no3kirts padpietiekama veseluma no nakamnas
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jautdjuma-—atbildes dialogiskas vienibas gan jédzieniski, gan strukturli.
Saruna ar A. Vilodzi, pieméram, ir 11 jautajjuma-atbildes vienibas, kuras
savstarpg€ji nav tieSi strukturdli un jédzieniski saistitas, ari dialoga ar
U. Bérzinu no 19 repliku pariem ar izveérstiem atbildétdja véstijumiem
neviens atbildes iztcikums nav tie$s impulss komunikacijas turpinzju-
mam. TAda pati strikti nodalita struktiira, kad jautatajs nereage uz péksnu
izaicindjumu partnera vardos, bet turpina izvaicat péc savas ieceres, véro-
jama ari G. Rep8es sarunas ar L. MuiZnieci, R. Miiku, A. Ivasku, A. Aiz-
purieti, A. Kolmani, N. lkstenu u.c. Pretgji dabiskas sarunas modelim un
lidz ar to ari antikajiem dialogiskajiem tekstiem, kas tiecas to maksimali
ievérot, G. Reples intervi)as it bieZi ziid domas logiska attistiba, ko ikdie-
niskd komunikacija nodrodina katras iepriekgjas atbildes un nakama jau-
tajuma sak&d&jumns. Sava loma $ai aspekta ir ari jau minétajai fiksgjama
teksta atlasei.

Tikai atsevikos gadijumos, dialogam zaudg&jot intervijai raksturigo
distancetibu un raisoties patiesai, abpuséji aktivai domu apmainai, kad
sarunbiedrs nemitigi reagé un atbalso partnera konkrétos izteikumus, ga-
rikas strukturali un jeédzieniski saistitas repliku kédeés vérojams domas
tap3anas ce]§ un, sarunbiedriem vienojoties, — ari kopigas pozicijas vei-
dosanas. Tas redzams, pieméram, sarunas ar G. Bereli, A. Ozolipu, E. Raupu.
Sie fragmenti tad ari lidzinas antikajam dialogam ar tam raksturigo domas
dramas atklasmi.

G. Repies intervijas sava zina tomeér iezimé atkapS$anos no klasiskas
intervijas paradigmas ar t3s gandriz anonimo intervétaju un absoliti iecen-
tréto atbildetaju.

Lai arl konkréta intervéjama pozicija un tas atklasme ir primarais
katras sarunas mérkis un pati G. Rep3e uzsvérusi, ka ir tikai fons 3ajos pa-
Sas virzitajos dialogos'?, tomér vinas loma neaprobeZojas vien ar bezkais-
ligu jautajumu uzdo3anu un velak iegito datu apkopoSanu. Lielakaja daja
sarunu (iznemot véstules forma realiz€tas intervijas) vipa ir lidzvertigs
dialoga partneris ar savu “es”, savu izpratni un izpétei paklauto aspektu
izvertéjumu. Pirmkart, to apliecina G. Rep3es ekspozicionalie ievadi, kas
lidzigi Ksenofonta autora “priek§vardiem” sokratiskajam sarunim mono-
logiska véstijuma forma lasami pirms lielakas dajas talakas tie§ds komu-
nikacijas. Te nav izvérsta sarunas vides un apstik|u raksturojuma, bet
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pieteikts intervéjamais un ieskicti biitiskakie momenti sarunbiedra per-
soniba vai dialoga procesd, ko bieZi caurstravo pasas G. Rep3es personigd
pieredze, viedoklis un izjitas. Tamlidzigas prelidijas ar subjekiivu ievirzi
vérojamas pirms sarunam ar U. Bérzinu, G. Salinu, A. Ozoligu, Viku, 1. Abeli,
A. RoZkalni, P. Briveri, G. Bereli. Talak intervétajas aktiva idzdaliba dia-
logiskas kopainas ieziméjuma jaudarna izvél&tajos sarunbiedriem uzdoda-
majos jautajumos un visas komunikacijas mérktieciga virziba, bet pavisam
tiedi vinas pozicija atklajas reizém izteiktos mingéjumos, konkretos verte-
joSos spriedumos — apgalvojuma vai nolieguma forma, vai ievirzoSos
komentiros, kam tad seko kads precizéjoss jautajums sarunas partnerim.
Tadas, pieméram, ir intervétdjas G. Repies replikas daZas sarunis:

Man Skiet, ka cilvekos majo bezizejas sajita, kas nesaknojas tikai eko-
nomiskajos apstaklos. Varbut probléma ir briviba. [..] (Saruna ar P. Péter-
sonu, 171. 1pp.)

Mani gan mulsina tadas kolekiivas, ne individualas programmas. Bet
ko jas sakat par absolitto kultiiras krizi? (Saruna ar V., Kaijaku, 15. Ipp.)

Tev ir arkartigi satiga valoda un izsmalcindata 1as jusana. Rodas prieks-
stats, ka valoda tev ir filozofija. Varbat ari mdjas... (Saruna ar T. Rulli,
212. lpp.)

Tadgjadi art interveétaja lidzas 31 atbildétajam ar savu pasaules redze-
jumu un noteikto vértibu sistému piedalds laikmeta garigis pieredzes kop-
ainas veidoSana. Un gandriz katra intervija atkldjas dialogam raksturigais
divu (nereti daZiadu) poziciju sastatijums. Tilaka to mijiedarbe gan neiezi-
méjas — at¥kiriba no sengrieku dialogiskajiem tekstiem, kur viena no bitis-
kakajam pamatiezimém ir domas spriegums, ko rada divu daZadu viedok|u
sadursme un pakapeniska virziba caur vieno$anos uz to izlidzindgjumu un
kopigas pozicijas radifanu. Modernie dialogiskie teksti atklaj vien 31 do-
mas cela sikumposmu.

Nobeiguma jaatzimé ari zinama tradicija dialogisko tekstu intonativaja
formgjuma. Dialoga ki mutiskas neformalas komunikacijas atveidojums
rakstita teksta arvien pretendé uz maksimdli precizu cilvéka balss un acu-
mirkligu vina spontano reakciju, kas notiek sarunas gaita, atspogujojumu.
Sim nolakam visparéjas lingvistiskas struktiras ietvaros kalpo visu valo-
das limenu elementi, it ipadi sintaktiskie un leksiski semantiskie. To stilis-
tiskas potences daudzpusigi izmantotas gan antikas pasaules dialogos, gan
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miisdienu intervijas, abos gadijumos akcentgjot mutiskid varda dzivigumu
tuva kontakta zona ar personisko intonativo tongjumu.

Sengrieku dialogiskajos tekstos atbilsto$i katra autora — Platona, Kse-
nofonta vai Lukiana — nolukiem un tzpratnei par ikdienifkas komunika-
cijas lingvistiskam ipatnibam personiiZu valodas raksturojumam lidzas
mérktiecigai leksikas izvelei un tekstuilo struktiru plagakam forméjumam
izmantotas gan uzrunas, iespraudumi un iestarpindjumi, gan retoriski jau-
tajumi, izsaucieni un domas noklusgjumi. Sie elementi kalpo gan indi-
viduala personaZa socidlpsihologiskam raksturojumam un vina reakcijas
ieziméjumam konkretd dialoga momentd, gan visparéjas komunikacijas
atmosferas atklajumam, akcentéjot ipadu dinamismu divu individu sazina.
To lietojums ir visuma lidzigs gandriz visos konkréta autora tekstos, jo
autora stils atsevika saceréjuma izveideé doming par iecerétam diskursa
niansém.

Visi Sie komponenti un panémieni sastopami ari G. Rep3es intervijas.
Tadu to funkciongjums katra atsevidki dialoga nav vairs tik viendabigs ka
antikds pasaules tekstos. Un tas saistas ar reili cilveka konkréto valodas
izmantojumu, ko, pateicoties moderno tehnologiju piclietojumam, vairs
nav vajadzibas censties imitét, bet iespgjams precizi fiksét. Ta rezultati ir
sarunas, kur doming monologiski izvérsti stastijumi vien ar atsevifkiem
iespraudumiem (pieméram, intervijas ar A. Valodzi, L. MuiZnieci, J. Kron-
bergu, L. Bekeri), ir citas — ar specigu stilistiski ton€tu leksiku (U. Bezigs,
G. Berelis), izsaucieniem (T. Rullis) un daudzkirtéjiem retoriskiem jau-
tajumiem {R. Miks, M. Misina), bet vél cilas — ar bieziem domu apravu-
miem un nokluséjumiem (Viks).

Tadejadi miisdienu dialogiskie teksti no jauna aktualizé vEsturisko lai-
kabiedru tieSu komunikaciju ka paspietickamu diskursu garigo veértibu ap-
zinadana, noteiktos aspekios turpinot bitisku sengrieku dialoga tradiciju,
bet citos savukart jau izmantojot modernas prakses pavertas iespéjas.
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The Similar and the Different in the Ancient
and Modern Dialogical Texts

A dialogue is a natura! functional model of a spoken word since the
beginnings of mankind. As a specific communicative practice characterized
by direct verbal contact based on mutual understanding and activity,
common road of cognition and leaming, listening and appraisal, dialogue
found its place in the intellectual life of the ancient world. In written form
dialogue reached its culmination as a separate literary genre with a num-
ber of varieties. Equaily direct communication of historical contemporaries
as a setf-sufficient discourse for exploration of spiritual values (contemporary,
eternal) has become topical in the beginning of the new millennium.
Collection of interviews “Gadsimta beigu skatiens” (“A Vision at the End
of the Millennium™) by G. Rep3e is the confirmation of this in the Latvian
culture,

The article deals with a number of similarities, parallels and differencies
found in the ancient Greek {Plato, Xenophon, Lucian) dialogical texts and
(G. Repde’s modern conversations. The author comes to the conclusion
that in certain aspects modern texts continue the tradition of the ancient
dialogue, revealing the possibility to inquire the common position through
interaction of individual points of view, the importance of the informal
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“I - You” contact, dominance of one of the interlocutors, vitality of a
personally intoned speech. But determined by the specific character of the
genre of an interview are such techniques as planning beforehand the
possible directions of the dialogue; discourse, developed by two inter-
locutors interacting from their distinctly separate positions; purposeful
selection of the recorded text made by one person that results in broken
structural and notional unity of natural conversation; technically precise
rendition of different statements, etc.



OJARS LAMS (LATVIIA)

Longina atgrieSanas: cildena recepcija
klasicisma un apgaismibas laikmeta

“Divaina bij’ laimes balva” — 14, citéjot latvieSu klasiki Vili Pludoni,
gribetos teikt par traktata TIEPI YWOYZX (Par cildeno) neparasto likieni.
Radies masu €ras | gadsimta antikas retorikas tradiciju teoréliskas apko-
polanas un sakartoSanas laikmeta, §is dzi]i novatoriskais un origindlais
darbs nav atstdjis nekadu iespaidu uz saviem laikabiedriem, ta vismaz liek
domat pilnigs piemin€jumu, atsauéu vai citatue trikums citu autoru darbos.
Ari vélakajos gadsimtos darbs ir lemts pilnigai aizmirstibai lidz bitiskam
pagriezienam renesanses beigu posma, kad tas tiek tulkots un interpretéts,
taja tiek mekl&ts atbalsts izpratnei par makslu un literatiiru un tas kjast par
pamatu jaunam estétiskam koncepcijam. No klasicisma lidz pat modernis-
mam, titad no XVII lidz XX gadsimtam, tas ir viens no bitiskakajiem antikas
humanitards domas avotiem tiem, kas cen3as izprast makslas un literatiiras
hiatibu. Ne velti apcer&jumos par traktatu ir sastopama atzina, ka tas savas
nozimibas un ietekmes zina uz literatiiras teorijas un estétikas veido3anos
pielidzinams Aristote]a mantojumam.

K4 jau mingts, par Longina traktatu vina laikabiedru darbos nav sagla-
bajusis nekadas zinas vai atsauces uz to. Al pats autors ir véstures tumsas
aizsegts, par vinu nav zinams tikpat ka nekas un pat vards ir vien nosacits
pienémums. Protams, nav iesp€jams izdarit viennozimigus secinajumus
par to, ka 3is darbs sava laikd nav izraisijis nekddu interesi un rezonansi.
Tomer nebiitu ari nekas divains, ja patie$am bitu bijis ta, ka laikabiedros
§is teksts neradija atsaucibu. Longins, it ki turpinadams retorikas tradici-
jas un iesaistidamies aktudla disputa, ir talu parsniedzis hellénisma un ari
iepriek3&jos antikis kultiras attistibas posmos pastivéjulis retorikas tra-
dicijas un skolu savstarpéjo polemiku problematiku. Nevilus vai tiSuprat
Longina uzmanitbas loka ir nonaku$i jautdjumi par literatiras, makslas
vispar, biltibu. Tadéjadi no tradicionalas retorikas ievirzes uz praktisku
padomu izstradi teksta veidoSana Longins ir pievérsies visparestétiska
rakstura piarspriedumiem un sava traktatd atklajas ka ists literatiiras
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teorétikis un estéts $o vardu gluzi musdieniga izpratng. Tas ari noteicis to,
ka Longins bija k]uvis par vienu no bitiskakajam autoritatém vélaku laiku
estéliskam koncepcijam un to teorétikiem. Gadsimtu gaita cildenais, kuru
ka estétisku kategoriju pirmais tiecas apzinat Longins, bija bitisks aspekts
literatiiras un makslas izpratng, savu nozimibu zaudgjot vien XX gs., kad
maksla, realitates baismu nomakta, ilgas un tiecibu péc cildend ir riipigi
maskéjusi zem cinisma, vienaldzibas, nihilisma un antiestétikas, tomer ne
spgjot, ne ari veloties atteikties pilniba no domas par cildena pastavé§anas
icspgjam.

Sakot ar klasicisma laikmetu, kad estétiska doma lielu uzmanibu pie-
versusi cildenajam, Longina mantojums uz vairakiem gadsimtiem bija kju-
vis par nopietnu argumentu filozofu un literatiiras teor€tiku meklg&jumos
pec makstas biitibas. Interesanti, ka Longinu, interpretéjot atbilstodi savai
makslas izpratnei, par savéjo cendas padarit gan klasicisti, gan romantiki,
gan realisma piekritgji, padarot estétiskas kategorijas cildenais miZu ba-
gatu un daudzveidigu.

Longina traktata istd dzive sakas renesanses laikmeta. Bitisks pagrie-
ziens ir 1674. gads, kad izcilais francu klasicists Nikola Bualo publicgja
brivu Longina tulkojumu franéu valoda un nedaudz vélak ari apcergjumu
“Pardomas par Longinu” Var apgalvot, ka Siem darbiem bija iz8kiro3a
nozime gan Longina mantojuma aktualiziciji, gan cildena kategorijas
teorétiska apguve. Diskusija ar Bualo izpratni veidojas koncepcijas par
cildeno jau jaunikos laikos. N. Bualo pamatid uz cildeno raugas ka uz
stilistikas un poétikas sastavdalu. Cildena izpratne ir stipri racionaliz€ta
un kalpo Zanru hierarhijas pamatojumam. Cildenais attiecas uz tragédiju,
odu, eposu, bet nav saistits ar komédiju. N. Bualo par cildeno raksta:
“Cildenais ir zinams sp€ks teikuma, spéjigs pacelt un iepriecinat dvéseli,
un tas rodas vai nu no cildenam domam, vat no atlasitiem vardiem, vai no
harmoniska izteiciena, izteikuma gleznainibas, t.i., vai nu no kada atse-
viSka c&lona vai, kas dara cildeno pilnigu, no visiem trim célopiem kopa”
{3,191). Divi pedejic celoni neparprotami attiecas uz stilistikas jomu,
pirmais — formuléts tautologiski un tapéc paliek neskaidrs. Varétu teikt, ka
§is apgalvojums ir tieSi parpemts no Longina un tam piemit tiedi tas paas
nepilnibas, kas Longina formuléjumam. Iesp&jams, ka N. Bualo laika tra-
dicijas ka aprioru noteica izpratni par to, kas ir cildenas domas, kapéc tas
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pastav un ki rodas, ja reiz autors nav uzskatijis par vajadzigu 3o aspektu
at§ifrét. Lai gan N. Bualo turas ciedi pie retorikas tradicijim, tomer vigd
uzsver, ka cildenais Longinam nav tas pats, kas retorikas tradicija augstais
stils: "..ir jazina, ka par cildeno Longins nesauc to, ko oratori par augsto
stilu, bet to neparastumu un brinumainibu, kas panak, ka darbs paaugstina,
savaldzina, sajismina. Augstais stils prasa atlasitus vardus, bet cildenais
var bit ietverts viena doma, viena figlira, viend izteiciena. Augsta stila
izteikts prieckimets var nebiit cildens”(3, 96). Cildenais ir neparastais un
diZais. Te gan atkal Bualo izteikumos veidojas tautologija (gluZi tapat ka
reizumis vina iedvesmotajam), jo Longina traktata cildenais un diZenais
tick lietoti ka sinonimi. Tikai diZiem cilvékiem izdodas pateikt ko diZu un
neparastu, un ne visiem dots to ari saprast. Bualo apgalvo: “Zemu domu,
kas izteikta labiem vardiem, vieglak paciest neka cildenu domu, atveidotu
nejédzigiem vardiem. Celonis — ne visi var spriest par domas pareizumu
un svarigumu, bet nav gandriz tadu, kas nejit vardu zemumu”(3,80). No
iepriek® mineta var secinat, ka cildenais nav visparpieejams, tas dots izgli-
totajiem un skolotajiem. To Bualo uzsver vairakkart, kritizédams sava
laikabiedra Perolta viedokli par Homéru. Longins Bualo piesaista ki sa-
biedrotais pret jaunis paaudzes rado3as brivibas centicniem, kas ir saistiti
an ar nihilistisku attieksmi pret senatnes mantojurnu. Longina Bualo meklé
atbalstu, lai apkarotu uzbrukumus Homéram, Pindaram un citiem senatnes
autoriem, kurus Bualo uzskatija par literatiras etaloniem. DaZviet §7 lite-
ratiirteorétiska diskusija iegiist gluZi stkmanigu raksturu, talu stkmanigi
ir ari oponentu uzbrukumi Homé&ram. T2 apcer&juma 3. nodala, kurai par
moto doti Longina vardi “Vin$ tiecas krtizét citu trikumus, lai gan ne-
redzéja savus* {arl visam pargjam nodalam no Longina nemti epigrafi). Si
nodaja ieklaujas Homéra jautdjuma vesturg, jo Bualo apkaro Perolta
pausto viedokli, ka Homéra nav bijis, pamatojoties uz 10, ka nav zinama
vina dzimSanas vieta un ka eposu teksti ir savakti. Bualo steidzas Homéra
autoritatei paliga, jo vinam ka klasicistam ir vajadzigs gan episka dzej-
nieka, gan vina saceréto eposu iedvesmojo3ais paraugs. Jaalzist ari Perolta
argumentu nenopietniba. Bet Peroltam netrokst ari citu mazisku parme-
tumu diZajam senatnes poémam. Balstoties uz Plinija rakstiem, vip$ runa
par sunu dzives ilgumu un par o, ka Odiseja suns attiecigi dzivojis nejé-
dzigi ilgi. Interesanti, ka Bualo verias pret 3iem izteicieniem, tapat



80 Ojars Lams

mekIgjot atbildi rakstos, lai gan liktos jeédzigik un logiskak balstities dzi-
ves materiala. Bet Bualo izmanto to pa3u Pliniju, kuru Perolts ir nepareizi
iztulkojis, 1adéjadi Bualo lieku reizi izdodas akcentét izglitotibas nozimu
literatiiras uztveré, par kuru rundts ne reizi vien. T3 66. lpp vins raksta: "Ir
jazina %o rakstnieku valoda. Ja to nezini un taja nevingrinies, tad neredzi
skaistumus.”

Galveno uzmanibu apcerg Bualo veltijis vardu izvélei ka cildena avo-
tam, analizédams Homéra, Bibeles un Pindara tekstus. Ipasi interesanta ir
Bibeles frizes analize, kuru savulaik jau piemingjis ari Longins. Sai frazei
Bualo laikabiedrs Leklerks parmeta cildenuma trikumu. Bualo piekrit, ka
81 fraze neatbilst augsta stila prasibam, bet §ini gadijuma tiesi vienkarSums
nodrodina cildenumu: “Vardi, bidami vienkar3i, no ikdienas valodas, labak
par visiem atlasitajiem vardiem parada, ka Dievam, lai raditu debesis un
zemi, bija japasaka tikai ka kungs saka kalpam: “Atnes manu mételi” ™
(3. 113). Sis piemérs varbit visspilgtik raksturo cildena izpratni Bualo
uzskatos. Tomer butiskdkais Bualo attieksme pret cildeno un 3is kategori-
jas pirmo teorétiki ir vélme $o antikas kultiiras mantojuma dalu padarTt par
vienu no klasicisma normativas poétikas balstiem, kas vipam visuma arl
izdodas.

Longina uzskati par cildeno ir spécigi ietekmgjusi ari anglu estétisko
domu. Ipadu uzmanibu cildend izpétei veltijis Edmunds Bérks (1729
1797}, apgaismibas laikmeta publicists, politikis un estéts, kas, balstida-
mies uz sensuilisma filozofijas teorétiskajiem pamatiem, radijis nova-
torisku cildena izpratni, kas spécigi ietekméjusi Eiropas kultiiru vairaku
gadu desmitu garuma. Vina apcergjums A Philosophical Enquiry into the
Origin of Our Ideas of the Sublime and Beautiful, kas pirmo reizi pub-
licéts 1757. gada, trisdesmit gadu laika piedzivo desmit izdevumus. Maz
ir estétiskas domas vesturg apcergjumu, kas varétu lepoties ar lidzigu po-
pularitati. Berka uzskati ir ietekméjusi gan Lesingu, gan arl romantiku
estétiskos uzskatus. Pats pilmbd piederédams apgaismibai un pauzdams
tas idealus, Bérks parkapj sava laikmeta robeZas, sava veida gatavodams
romantisma revoliciju. Galvenais Bérka oponents ir klasicisms un (a ra-
cionalizéla eildend izpratne. Bérks atgrieZas pie Longina psihologizétas
izpratnes, cildend pamata redzot tieksmi, kaislibu, afektu. Parnemdams 3o
Longina pamatkoncepciju, Bérks izstradad dziju un pamatigu cildend
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izpratni, kas balstds uz stingru skaistd un cildena nodkirSanu. Longins
izpelnds Bérka kritiku par to, ka vina darba 3is divas est&tiskis kategorijas
nav pietiekami skaidri nokirtas. $1 no¥kiruma jégu un logiku Bérks pa-
mato ar to, ka skaistd un cildena pamata ir radikali atkirigas jutas un
emocijas. Skaistais balstds uz pozitivam jitam, ko rada patikas izraisits
apmierindjums, milas jitu radna tieksme pret objektu, las ir saistits ar
objekta izveli no daudzam citam ta pada veida paradibam, kas nav skaisti.
Cildend pamatu Bérks saskata baiJu un 3ausmu emocijas. Te varbiit butu
vieta sniegt pilnu Bérka piedavato cildena definiciju, kas bija polemiska
un gana parsteidzo8a vina laikd un neparstaj tada biit arl musdienas. Berks
apgalvo: “Viss, kas kaut kada veida ir veidots ta, ka izraisa ncapmierina-
tibu un briesmu ideju, citiem vardiem, viss, kas kaut kada veida ir bries-
migs vai ir saistits ar priekSmetiem, kas iedve§ 3ausmas vai tam ko lidzigu,
ir cildend avots, tas ir, izsauc visspécigako emociju, kuru dvésele ir spé-
jiga pardzivot.” (2, 72) Skaistais ir saistits ar apmierinatibu, bet cilde-
nais — ar neapmierindtibas ideju, un pedé&ja ir daudz specigaka par pirmo.
Berks cildena un skaista nodkirumam atrod v&l dzilaku psihologisku
pamatojumu, sadalot cilvéka tieksmes divas grupas — paSsaglabalanas
tieksmés un komunikacijas tieksmés. Skaistais attiecas uz komunikacijas
ticksmeém, cildenais — uz pa¥saglabaianos. “Cildenais it ideja, kas atliecas
uz palsaglabaanos, tapec (A ir viena no specigakajam mils ietekm€josajaim
idejam; tas spécigika emocija — nelaimes emocija.” (2,116) Komunika-
cijas (rikums, protams, an cilvékam ir traumégjoss, bet pasaglabaZanas ir
dzives vai naves jautdjums. Sada prizma aplikojot skaistd un cildena
attiecibas, Bérka modelis ir logisks un pamatots. Savu paradoksalo ideju
(vismaz ieprick3gjo tradiciju kontekstd) Bérks atklaj dzili un pamaiigi,
raksturodams daZidu makslas veidu un daZidu poctikas pan€mienu
ietekmi uz cilvéku, pie tam $ie apgalvojumi daudzkart saskan ar Longina
vél bikli pieteiktam idejam. Bérks piedava ari savu izpratni par tiem psi-
hologiskajiem mehanismiem, kas notiek cilvéka, saskaroties ar cildeno:
“Tieksme, ko izraisa diZais un cildenais daba, kad 3ie c€loni darbojas vis-
specigak, ir izbrins, bet izbrins ir tads dveseles stavoklis, kura visas dvése-
les kustibas ir apstaju$is kaut kada méra $ausmu ietekmé. Saja gadijuma
dveseli tik |oti ir piepildijis tas objekts, ka ta nevar uztvert neko citu un
altiecigi nevar arl domalt par to objektu, kas to nodarbina. No 3ejienes
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rodas cildena diZais speks, ko ne tikai neizraisa miisu parspriedumi, bet
pat apsteidz tos un ved mis kaut kur ar savu neparvaramo spéku.” (2, 88)
Neviena cita ticksme tik Joti neatpem visas darbibas un spriefanas spéjas
ka bailes. Berks ir parliecindts, ka viss, kas ir biedgjods, ir ari cildens, un
pamatojums ir visnota| sapratigs — tas, kas var bt bistams, nevar tikt uzli-
kots ka kaut kas siks un nicindjumu pelnijis. Savu apgalvojumu par cildena
un bailu nesaraujamo saistibu, to, ka bailes ir cildena valdo3ais princips,
Berks pamato ari ar lingvistiskiem piemériem: thambos ir gan bailes, gan
izbrins, tipat ari deinos ir gan briesmigs, gan cienljams, tadu palu seman-
tisku ambivalenci var vérot latinu valodas vardos stupeo, vereor un vél
citos. Skaidri briesmu apjomi, konkréta apzipa par tiem tas mazina. Tapéc
cel$ vz cildeno, ko daudzkart izmantojusi maksla un tikai ta, ir obsku-
ritate. Krésla valdija gan antikajos tempjos, gan kristic3u dievnamos, ari
barbaru svétnicas atradas €nainos tum$os meZos un nevis saules pielietas
ielejas (vai spilgts piemérs 3ai atzinai nav ari Latvijas ezotéristu jezga ap
Pokainu mezu?). Tumsu un kréslu prasmigi sava dai]rad€ izmantojudi gan
antikie autori, pieméram, Vergilijs, gan renesanses diZie dzejnicki Dante
un Miltons. Nenoliedzami Dantes t€lotd elle ir daudz iespaidigaka par
Skistitavu un paradizi, kuras gaisma, tikai apZilbinadama lidz tumsai, acis
spgj pandkt to izbrinu un parsteigumu ka elles télojums. Gaismai ki cil-
dend avotam Bérks ir veltijis ipa%u uzmanibu, apgalvojot, ka gaisma tik
tad spgj kalpot cildenajam, ja ir pavadita ar kadu citu lietu, pieméram, ar
kustibu — zibeni, saules gaismu - ar apZilbino3u spiedienu uz acim. Gaisma
un tumsa apvienojas savas galéjibas — skatilanas saul€ var izraisit aklumu.
Obskuritate ka cel§ uz cildeno attiecas uz krasam gan realitaté, gan telo-
taja maksla, gan po€zija, un te nu nevaru iztikt bez liriskas atkapes — ierau-
got janvara vétrd melnos Itakas kalnus, kuri atdiiras tum3i pelékos mako-
nos, Skiet, tika pardzivots kaut kas cildens, atskarstot visu, ko cilvéks var
iegiit un var zaudét §aji pasaulé. Obskuritate, Berkaprat, vislielakaja méra
piemit tiedi virda makslai, jo pat dzivakais un iedvesmotakais priekSmetu
apraksts izraisa neskaidru un nepilnigu ideju par tiem. Saja zina specigaka
ir tikai instrumentala mizika, kas pardzivojuma izraisifana balstas vien uz
abstraktu skanu. Bérks ir parliecinats, ka pa3a daba pastav cglogi tam, ka
neskaidrai idejat ir lielaks ietekmes spe€ks neka skaidrai. Faktiski tas, ko
meés pazistam vismazak, ietekmé mis visvairdk. Afttieciba vz cildeno
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bezgaliba un miZiba ir vieni no nozimigikajiem avotiem. Sajos uzskatos
vérojama tiela sasauk3anas ar Longinu, kuram tuvo3ands miZiguma ap-
jausmai ir viens no biitiskakajiem cildena kritérijiem. Cilvekam, protams,
ir dota tikai tuvo3anas iespéja. Starp cilvéku un miZibu vienmeér paliek
neparvarama robeZjosla. Bérks uzskata, ka tam, kas kaut kada veida netu-
vojas bezgalibai, nez vai var piemist cildenums. Gan daba, gan maksla
cilvekam iznak vairdk saskarties nevis ar realu bezgalibu, bet ar $kietamu —
ar to, ko cilvéka acs nevar aptvert. Visuzskatimak tas redzams arhitektlra,
kur $kietamo bezgalibas efektu labi var vérot rotondas veidojuma princi-
pos — atsevilkas dajas turpinas viena aiz otras, visas vienadi veidotas un
proporcionalas (faktiski ta ari ir, ka rotondai nav ne sakuma, ne beigu). Tas
pats attiecas ari uz grieku templiem, kuros kolonnu ramais un vienidais
ritms rada nebeidzamibas ilaziju. Sada uztveres maldina$ana ir bitiska
cildenu makslas darbu iezime. Lidztckus centieniem par bezgalibas ap-
jausmu, cildenais ir saistits ar speku; “Nav neka cildena, kas nebatu kaut
kada speka vanants” (2,97). Uz cildena sféru Bérks attiecina ari kaut ka
iztrikumu (privations) — tukSumu, wmsu, vientulibu un klusg¥anu. Sie
stavokli ir cildeni tapéc, ka tie visi izraisa bailes, kas ir spécigakas par
pa3u cilveku. Par klusé8anu rakstija ar1 Longins, tadu tiri poétiska nozimé,
kad varopa kluséSana var biit spécigaka par runaanu (variacija par 3o
pasu atzinu skan latvie§u dzejnieka rinda “..bus klusums spécigaks par
virdu plidiem” Domas pamato3anai Bérks min to padu pieméru, ko
Longins, proti, par Ajanta kluséfanu pazemes valstiba. No Longina Bérks
ir pimémis atzinu, ka cildenajam jabit ar ipasi lieliem kvantitativiem
raditajiem (vastness). [zméru plaSums ir nozimigs cildend cglonis. No trim
dimensijam — augstums, dzijumns, garums — visnozimigakais ir dziJums, jo
tiedi skatd uz leju cilveks visasak izjiit savas trauslas attiecibas ar pasaules
plaSumu. Starp cildend pazimém Bérks min arl darba sareZgitibu un gri-
tumu (difficulty). DaZkart ar So apzipu ir pietiekodi, lai rastos diZuma
izjuta.

Cilvekam apkart esoa skanu, krasu, smarZu un smaku pasaule noteik-
tas situdcijas un proporcijas an ir cildena avots. Pieméram, realitaté sp&ci-
gas smakas un pretigas gar3as izraisis riebumu un fizisku nelabumu, bet
literatiira estétiski pastarpinatas, verbalaja izteiksmé mikstinatas, var k]t
par cildend avotu (Vergilijs, Eneida VII, 81-84; VI, 327-341).
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E. Beérks ir konkretizgjis un specificgjis cildend izpratni, bet pamata
palicis uzlicigs Longina mantojumam. Misu materizlisma laikmeta lickas
paradoksila cildenuma avotu saskalifana bail€s, kas it ka pasu cilvéku
padara sikaku un nevarigaku. Bet vai péc biitibas E. Bérkam nav taisniba?
Vai misu laikmets nav siks un noZ€lojams tiedi tapéc, ka cilvékam ne pret
ko vairs nav bijibas, ne no ka nav baiju? Kosmoss ir iekarots, kodolspeks
paklauts, g&ni atdifréti, cilvéks pats ir reizé dievs un sétans, gala rezultata
saskaldijies, atsvefinajies no j€gas, pats no sevis, talaks no bezgalibas un
mii¥ibas izpratnes ka jebkad. Ne velti postmodernisma teorétikis Z. La-
kans apgalvo, ka musdienu cilvéks vairs nav individs, bet divids. E. Bérks
atbilstodi apgaismibas laikmeta idedliem balstis uzskatos par dabisko cil-
véku, tapéc vina estétikas koncepcija un tie$i cildena izpratne pretéji kla-
sicismam attiecas uz cilvéku ka tadu, bez jebkadiem specifiskiem ierobe-
Zojumiem attieciba uz estgtisko uztveri. Tas, kas ir apgaismibas laikmeta
speks attieciba pret klasicismu un sava Jaikmeta konteksta, attieciba pret
velakajiem laikmetiem k]dst par vAjumu. Jau minéta dabiga cilveka kon-
cepcija, laikmetam raksturigs mehanistiskums E. Bérka izpratni ierobezo,
Tomer nenoliedzami ir vina nopelni cildend idejas aktualiz€3ana un mo-
dernizacija, tomér nezaudgjot saikni ari ar tradiciju un k]iistot par atspe-
riena punktu vélakiem teorétikiem, jaunu, laikmetam atbilsto3u estétisku
idealu mekl&tdjiem, jo “daba nav {&musi cilvékam bit noZélojamam radi-
jumam — ta ieved cilvéku pasaulé ka uz svinibam, un tiedi tapéc, lai més
klotu par tas veseluma verotijiem un apbrinotajiem, ta ar reizi un uz visiem
laikiem ied@stijusi musos neiznidéjamu tieksmi péc cildeni” (1: 35,4).
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The Sublime from Longinus to Edmund Burke

Although Longinus himself has mostly remained in the darkness of
history, he has left a strong influence on the European aesthetic thought.
Deriving from the traditional rhetoric the concept of ‘the sublime’ as an
distinct aesthetic category, he has created an important tradition of the
modern aesthetic thought,

In his treatise On the Sublime Longinus offers the category of the
sublime for the concept of understanding art. This category characterizes
art both from the aspect of reflection it stimulates, and from the aspect of
its irrational appeal.

The world of antiquity did neither understand nor accept Longinus’
innovative ideas, at least no information about perception of Longinus’
works has been preserved until the modern times.

Longinus’ ideas have given a strong impulse to the aesthetic thought of
modemity. The category of the sublime is an important part of the aesthetic
system both in Classicism and Enlightenment, it has an outstanding place
in Kant's, Haegel's and Schiller’s philosophy.

The most important interpreter of the sublime in the modemn times is
the 18th century English aesthetic E. Burke. Borrowing Longinus’ basic
concept, he developed deep and substantial understanding of the concept,
strictly distinguishing between ‘the beantiful’ and ‘the sublime’ and criticizing
Longinus for the lack of this distinction. The distinction is explained by
the different emotions that are the base of these concepts. According to
Burke, beauty is based in positive feelings, whereas the sublime is based
in fear and horror men experience when encountering something greater
and more powerful than they are.
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The Geography of the Baltic as Seen by the Greeks —
from Claudius Ptolemy to Laskaris Kananos

During some months in 1438 — from the beginning of February to the
beginning of May — the city of Riga was the temporary residence of a
delegation of Russian church dignitaries with their retinue. They were on
their way from Moscow to Ferrara in Italy, to take part in the ecumenical
council that met there between 1438 and 1445. Their journey was inter-
rupted temporarily in Riga, because the Grand Duke of Lithuania took his
time before giving the Russians permission to pass through his country. They
had to spend three whole months in Riga, before leaving, first for Liibeck
and then continuing their journey through Germany to Italy. The details of
the travel are known to us from an account written by one of the travellers
and from documents existing in archives of cities around the Baltic.'

The leader of the Russian delegation was Isodoros, metropolitan of
Kiev and all Russia, with his seat in Moscow. He was a Greek, probably born
in Monemvasia in the Peloponnese and formerly the abbot of the Dimitrios
monastery in Constantinople. There were several other Greeks in his com-
pany. Possibly, one of them was the person that this presentation deals with,
a certain Laskaris Kananos, the author of a short description of the countries
of Northern Europe that has been preserved in a 16th-century manuscript
in Vienna.? I use the word possibly, because there is no direct evidence that
links Kananos with the Russian ecclesiastical dignitaries, but the text he
wrote contains indications that point to a date precisely in 1438 or 1439.
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It is his description of the political situation in Livonia that provides a
clue to the date. He says: “After Svezia is the state of Livania [i.e.,
Livonia). That state has a capital city, which is called Riga, and a country
town Rivoule (i. e., Reval - present-day Tallinn). These are governed by
the archbishop both in mundane and spiritual matters, but the state is
governed by the Duke of the Grand Master of the white cloaks and the
black cross (i-e., the Teutonic Order).” What he describes is the political
situation in Livonia, present-day Estonia and Latvia. The two cilies Riga®
and Reval/Tallinn are ruled by the archbishop of Riga, we are told, whereas
the rest of the country is ruled by the duke of the Grand Master, Hoch-
meister, of the Teutonic Order. That describes a situation existing in the
years 1438-1439. The ruler of a region that stood under the domination
the Teutonic Order normally had the title Meister. But as a result of a
competition for power between the archbishop of Riga and the Order, the
local Master of Livonia had been removed from office in those years, and
the Teutonic territories of Livonia were ruled directly by the Grand Master
of the Order, who resided in Marienburg (Malbork of present-day Poland),
or rather by his representative, the man whom Kananos calls dodé. His
precise description makes it possible to date the text to the years 1438 or
14394

The text that we have from the hand of Kananos is a short one; it con-
tains less than 500 words. His description of the region starts with the Baltic,
for which he uses the name Ovevedixdg koAmog. He then describes the six
states, Emorpyfon, that are situated along the coast of the gulf, in the order
Norway, Sweden, Livonia, Prussia, a region called Sthlavounia, the most
prominent city of which is Liibeck, and finally Denmark. He then relates
his visit to Iceland and what he experienced there, and concludes his report
by indicating the sailing distances from Bergen in Norway to Sluis in
Flanders and from there to Cape St. Vincent in Portugal.

According to the text itself, all the information given in it depends on
the author’s autopsy. In the very first lines of the text, Kananos claims that
he had visited great part of Europe and that he also had travelled along the
whole coast of Western Europe. And when he speaks of Iceland, he uses
first person verbs, which clearly indicate that he himself had crossed the
sea from England to that island and back again. Thus, although he never
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states explicitly that he visited all the other places he mentions, the text
obviously implies that everything he writes about is an eye-witness report.

However, not everything stated in the text is correct. It is true that
Kananos makes several correct observations on details, and that inspires
confidence. His description of the political situation in Livonia is one example.
He also observes that Norway and Sweden are ruled by the king of Den-
mark, that silver coins minted in Stockholm are, or are rumoured to be, of
inferior quality,’ that Copenhagen is the resident city of the Danish king, and
that the Slavic dialects spoken in Germany are identical with those of the
Slavic-speaking inhabitants of the Peloponnese. But there are less reliable
statements too, in particular regarding the two northermmost localities
mentioned in the text, the city of Bergen in Norway and Iceland. In Bergen,
Kananos declares, no coins of any sort are in use, but commodities are being
bought and sold only by bartering, and from the end of June until the end of
July the day lasts for one month. In Iceland even the whole year consists of
only one day and one night, each of them lasting for six months, and the
Icelanders eat only fish and drink nothing but water. Earlier commentators
of course noticed these less reliable statements too, but they explained them
as either misunderstandings or as literary embellishments, that did not
diminish their faith in Kananos™ general claims on being an eyewitness.

But now the doubts have come.’ We may ask ourselves: Was it possible
for Kananos to obtain the information he passes on without visiting the
northern countries himself? What other sources of information were avail-
able to him, if his account is not based on autopsy? We shall focus on the
outlines of the Baltic Sea, as imagined by Kananos.

The name that Kananos gives to the Baltic is Wenedikos Kolpos, a name
he has taken over from Ptolemy’s Geographia. Kananos gives the lengths
of the circumference and the diameter of this Wenedikos Kolpos, so we
can form an idea of what he imagined its shape to be. The circumference
(mepipetpog) was according to Kananos 4,000 Italian miles and its diame-
ter {StdpeTpog), reckoned from the promontory that confined the inlet of
the gulf on its northern side (16 xaAovuevov dxpov tic NopBeyiag) to its
innermost nook (pvydg) in the state of Prussia, 2,000 miles, i.e., the dia-
meter is half of the circumference. What shape would a gulf with those
measurements have?
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dkpov Tiis NopBémas

distances according to Kananos:
ABC (TepipleTpos) = 4,000 miles
AB (StdpeTpos) = 2,000 miles

Fig. 1

First of all, we must recognise that there exists no geometric figure in
which the diameter is equal to half its circumference. In a circle, the dia-
meter is much shorter than hatf the periphery, and in a rectangle a line
joining opposite corners or two opposite sides is much less than half the
sum of the four sides. Thus, strictly speaking, there exists no shape that
agrees with the measurements given by Kananos.

But if we suppose that the Baitic was conceived as a narrow, oblong
bay, like the one shown in fig. 1, then the difference in length between a
straight line joining a point at the inlet of the gulf and its innermost corner
will not be much shorter than the slightly curved coast-line between the
same two points (A and B in fig. 1). Admittedly, those distances are not
equal, but the oblong shape is more compatible with the measurements
given by Kananos than the actual shape of the Baltic, especially so, since
he is content with giving the distances only in round numbers.

Today we know of course that the Baltic has quite a different shape;
any map will make that clear to us. But in the 14th and 15th centuries the
cartographic images were different, and there actually existed maps or
sea-charts where the Ballic was drawn wilh a shape much similar to the
one in fig. 1, a sausage-like stretch of sea, extending in an east-westerly
direction.” One example is shown in fig. 2. It is a detail of Giovanni
Leardo’s world map of 1448.2 The Baltic has the postulated oblong shape.
It 1s a narrow gulf, extending from west to east, with Norway on the north
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side of its mouth and Denmark on its south side. Another example of the
same type is Juan de la Cosa’s map of ¢. 1505, shown in fig. 3.° An inter-
esting detail is that this map has the toponym c. norvega at the mouth of the
gulf, on its northern side. That corresponds to Kananos’ axpov g NopBéyag,
from where the diameter of the Wenedikos Kolpos is measured.'® The
most extreme example of a sausage-shaped Baltic that I am familiar with
appears on a map in the Topkapi Museum of Istanbul (fig. 4)."" It was
prebably drawn in Constantinople for one of the early sultans, but it is
based on Italian or Spanish sea-charts of the 15th century.
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Fig. 3

Thus, Kananos may have followed Italian or other Mediterranean sources
for the measurements of the Baltic and the shape they imply. There are
other traces of Italian influence in the text as well, for some of the topo-
nyms are given in their Italian form: Nopféyra, Zouvrit{iaxr (with that
accent, not Xovntiia, as would be the correct Greek accentuation; the
name of Norway occurs both as NopBeyia and NopBeyica), ZroxéAue, and
_EyxAmépa, and, as remarked above, distances are measured in Italian miles.
So if Kananos was present at the council in Ferrara, he may have met
Italians there and got some of his information from them.

However, the Mediterranean sea-charts do not explain everything. One
clearly false statement by Kananos is that Norway is the first country you
come to when you arrive in the Baltic area from the east (xai mpdrov uev
an avatod@v xai v 1oig BopeloTdtor; LEPECLY aVTOD EGTIV 7] EMQp<y>ict
i¢ Nopfleyiag). Also the stalement that the Cape of Norway, 10 axpov tiig
Nopféyiag, is the northernmost promontory of the region is incompatible
with the sea-charts in figs. 2-4. Kananos evidenily imagines the six states
he speaks of, Norway, Sweden, Livonia, Prussia, Sthlavonia, and Denmark,
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as lying in a row along the shore of the Wenedikos Kolpos, with Norway in
the northeast and Denmark in the west.

The image of the Baltic that he has in mind when he makes those state-
ments is also attested on maps of the 15th century, but on maps that belong
to a different tradition from the one that produced the Italian and other
Mediterranean sea-charts with the sausage-shaped Baltic. It is a learned
tradition, that is based, not on practical experiences by contemporary
seafarers, but on the ancient authorities, such as Strabo, Pliny the Elder
and above all Claudius Ptolemy, the Alexandrian geographer of the second
century AD.
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Kananos had some knowledge of Ptolemy. He refers to him once by
name, when speaking about Iceland and, when he speaks of the Baltic as
Ovevedixog k0Amog,'? he is also dependent on Ptolemy, for Ptolemy calis
it 50, too, but that name does not appear on any chart or map of the 14th
and 15th centuries that I know of, except those dependent on Ptolemy.

There were maps current in this period that are dependent on Plolemy. !
They occur in manuscripts dating from the 14th and 15th centuries contain-
ing Ptolemy’s Geographia, and they also find their way into the printed
editions of that work.

One exampie is shown in fig. 5; it is taken from the Rome edition of
Plolemy’s Geographia of 1478."* The Baltic appears on the map as Sinus
Venedicus, part of the Oceanus Germanicus. From the Jutland peninsula
(Cimbricus chersonesus on the map), which is clearly recognisable, the
southern shore of the sea first runs straight eastwards, then turns into a
north-easterly direction and continues all the way to the edge of the map.
To the north of the continent there is a vast expanse of sea. There is no
trace of the Scandinavian peninsula except an island called Scandia, the
largest among a group of islands immediately east of Jutland. If (the Baltic
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has the shape shown here, it is possible to imagine the northern countries
as lying in a row along its coast. Norway is in the northeast, and the pro-
montory that limits the Baltic on its east side is the northernmost promon-
tory of Norway.

This is the Baltic area as seen by the Greeks of antiquity. It is also the
image of the Baltic that Kananos probably had in his mind when he wrote
his account. He may have seen a map of this sort, for there were a nurnber
of them current in his days, or he may have read the description of the
Wenedikos Kolpos in Ptolemy’s Geographia. When writing his account,
he tried to integrate information that was provided by people he met in
Italy—or by other contemporary informants — with his mental image of
northern Europe. He was not completely successful, and that is the reason
why we can trace two different geographical or cartographic traditions in
his text.

Most of the information provided by Kananos can be traced back to one
of these sources, either to the ancient geographical tradition or to contem-
porary Mediterranean merchants and sea captains. But what about his very
precise knowledge of the political situation in Riga and Livonia in 1438
and 14397 Neither Ptolemy nor the [talians are likely to have informed
him about that, but the source was most probably a person who had actu-
ally travelled through the Baltic area. We cannot exclude the possibility
that Kananos himself got that information precisely here in Riga and that,
for some months in 1438, he walked the same streets as we walk today.'”
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Baltijas geografija grieku skatijuma —
no Klaudija Ptolemaja lidz Laskarim Kananam

Kads 16. gs. manuskripts Austrijas Nacionilaja bibliotgka (hist. gr. 113)
ietver sevi isu Ziemeleiropas, taja skaita Baltijas regiona, Skandinavijas
un Islandes aprakstu Bizantijas grieku valoda. Tas ir senakais teksts grieku
valoda, kurd pieminéta Riga. Autors Laskaris Kanans apgalvo, ka pats ir
apmek!&jis regionu, un tekstd minétais vizites laiks ir 1438. vai 1439. gads.
Kanans, iesp&jams, piedergja krievu baznicas amatpersonu {daZi no tiem
grieku izcelsmes) delegacijai, kas caur Baitiju devas uz sinodi, kas 1438. ga-
da notika Ferrara.
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Pats teksts liecina, ka visas zipas sniegtas, balstoties uz autora pasa
veérojurniem. Tomér Kanana sniegta regiona geografijas izpratne neikiet
parliecino3i balstita aculiecinicka vérojumos. Baltijas perimetra un diametra
izméri atgadina juras veidojumu, kas redzams portugalu un italieSu jiiras-
braucgju 15. un 16. gs. kant€s, kas vedina domat, ka autors izmantojis vecakus
izzinas avotus. Ta saucamas chartae modernae, laikmetigikas izpratnes
produkti, nav atstaju¥as ietekmi uz Kananu.

Talu Kanana teksta ir jitama tradicija, kas sniedzas lidz pat Klaudijam
Ptolemajam. Kanans atsaucas uz antikas pasaules geografu, lieto vina izman-
toto Baltijas nosaukumu ( Wenedikos kolpos) un, kad vin3 raksta, ka Norve-
gija ir vistaldk uz austrumiem novietota zeme, tad acimredzot vip$ Baltijas
jiru uzskatijis par Sauru lici, ap kuru izvietojuias Norvégija, Zviedrija,
Livonija, Prilsija, Vacija, Danija. Tas saskan ar Ptolemaja priek3statiem par
Baltiju un Ptolemaja kartes 15. gs. manuskriptos apliecina 3o pricksstatu
dzivigumu.

Captions of figures

Fig. 1. Theoretical outlines of the Baltic, based on measurements given by Kananos.

Fig. 2. The Leardo map (c. 1450), north-west section. After Nordenskiold, Periplus,
p. 61.

Fig. 3. Northern Eurcpe on Juan de la Cosa’s map (c. 1505). After Winter, ‘The
changing face...’, pl. 3.

Fig. 4. Topkapi map (16th cent.). After Hakki, pl. 2.

Fig. 5. Map of the world in edition of Ptolemy’s Geographia (Rome 1478), north-west
sector. After Nordenskidld, Facsimile-Atlas, pl. 1.



ELENA ILVES (RUSSIA)

Photios as a Transmitter of Greek Romance

From 6th to 11th centuries no one takes interest in the Greek Romance.
"Mupi6Bifiov” by Photios is the first serious evidence of acquaintance
with this genre and the first learned study of it.

At the end of the 8th century, Byzantine scholars start to copy, read and
compose literary works at a scale, unsurpassed for the next 200 years. It is
evident, that during the first period of iconoclasts a very small number of
people in the Byzantine Empire copied and composed books. But after
787, when the Seventh Oecumenical Council restored iconolatry, scholar-
ship develops and flourishes and there appear a big number of famous
scholars, the most outstanding being Photios. He was bomn approximalely
in 810 to a nch, educated, icon-worshiping family in Constantinople and
received classical education in grammar and poetry at a school in Con-
stantinople, but we have no idea who his teachers were. But it seems, that
it was not his teachers, bul reading of all those works, which he later
appraises in his “Muvpidfifiov”, that was the main source of his know-
ledge of information. From 832 to 833 during the period of persecutions
of icon-worshipers, all family of Photios had been exiled and in this exile
his parents died. In 848, after the death of the emperor Theofilos his
widow Theodora took power in her hands. The new empress was an icon-
worshiper; therefore Photios had an opportunity to deliver lectures. We
can assume that among his students was Cyril, the future missionary to the
Slavs. It was he and his brother Mephodios, to whom we owe the creation
of our alphabet and the Russian language'.

His work, I am doing research in, is conventionally dubbed MuptdBiilov
or Bibliotheca and has a long onginal title: Inventory List and Enumeration
of the Books I have read and of which my Beloved Brother Tarasios has
asked for my Evaluation in Summary: these are 281 in all. Bibliotheca is
amazing work and it has attracted the attention of scholars for a long time,
pnmarnily as a source of information concemning not only the author himself
and his times, but the ancient and early medieval texts described by him,
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some of which have been lost and are now available only thanks to the entries
of Photios. He possessed colossal knowledge of classical and patristic
literature. Photios is a remarkable, prominent and many-sided personality,
but he is of interest for us not so much as a statesman and patriarch, but as
a researcher (reviewer) and critic. We can say, that the role Anistotle played
for the ancient literature, Photios played for the Byzantine literature.

Photios’ great interest to the genre of the erotic romance is astonishing
for his epoch. In his work he analyses several romances: Ethiopika of Helio-
dore, Lefkippa and Klitophont of Achill Tatios, Babyloniaka of lamblichus,
Unbelievable Adventures across the Fula of Antonios Diogenes and others.

The entries of the Bibliotheca are different in size, but usually they
contain, besides the author’s name, the title and dedication, three main items:
a biographical sketch, a summary of the subject matter, and evaluation.
The entry, in which Photios reviews the novel Ethiopika, consists of two
parts. In the first part the patriarch appraises the style of the novel, and in
the second - reproduces the subject matter.

It is necessary to stress the difference between the romance itself and
its reproduction. Let’s examine, how Photios reproduces the subject matter
of Ethiopika omitting some details and highlighting the others. When Photios
makes a reproduction, he works in three ways.

The first very important difference is the following: Photios changes
the places of episodes, which are represented in the romance as a story, so
that they become a plot, i. e. he puts them chronologically. It is worth noticing,
what makes the difference between the story and the plot. Following Russian
linguistic school, the plot is a consecution (succession) of the motifs, in their
logic temporal causality, and the story is the consecution of those motifs,
but in such a relation and order, as it is represented in the romance?.

It is not essential for the plot in what part of the work, a reader learns
about the event. By a simple reproduction of the plot we find out immedi-
ately, which episodes we can omit without breaking the coherence of the
narrative and which ones we cannot omit without breaking causality between
the episodes. But with the story it is different: of great importance here is
the order (sequence) of putting of the motifs in the field of reader’s vision.
Coming back to the Heliodore’s romance and the work of Photios it should
be noted, that Photios represents the plot and not the story.
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Heliodore showed himself as an innovator and master of composition:
from the first page he acquaints the reader with the thick of things: we do
not know yet anything about the main characters of the story, as we become
witnesses of the opening episode. To begin with the middle of the events
was the innovation of Heliodore. The first scene is explained only in the
middle of the romance, at the end of the 5 chapter. “The day had just started,
and the sun with its rays illuminated the peaks of the mountains. There
was a cargo boat standing near the shore at berth. That ship was lacking in
people and overfilled with goods. All the coast was covered with bodies of
the defeated — some had died, the others semiconscious were still agoniz-
ing, and it proved, that the battle had just stopped.”? So Heliodore depicts
such a terrible picture at the very beginning of the romance. And now I will
try to number the episodes in the work of Heliodore and then to compare
the cosecution of episodes in the work of Photios with that of Ethiopika.

The consecution of episodes in Ethiopika

1. Capture of Xapixdeix and Qeagevnhj by robbers lead by Guduig and
acquaintance with Athenian Kvijuav.

2. The narration of Kvrjuwv about his exile from his motherland because
of the intrigues of his stepmother Anuoavijng.

3. Love of the robber Suduig towards Xopikideta, attack of other robbers
and capture of udutg.

4. Pursuit of XopixAeia by Geayévng and Kvijwv. Guduig hide her in
cave during the battle. Happy reunion.

5. All together set off to look for Guduig, divide into two parts, Xapix-
Asix with Ozayévrg and Kwvijuwv separate from them, the latter meets
an old man, Kadaoiprg by name, who turns out to be the adoptive father
of XopixAeix and Ozayevg.

6. The narration of Kadaoipig about himself and his “children™ He is
himself a pagan priest from Memphis. It was prophesied 10 him about
the due! between his two sons. He left his native city because of this. Then
he met in Delphy the pagan priest of Apollo, whose name was Xapixl.

7. The story of XepixA about his misfortunes and about, how he met
Xopixdeo.
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10.
11.

12.

13.

14.

15,

16.
17.

18.
19.
20.

21.

. Pythian games, acquaintance of Xapixiewx and Beayeviig and their
love at the first sight.

. The narration about XapixAeix's origin: she is the daughter of Tzarina

Iepoivng and tzar Y8domog, the rulers of Ethiopia. The daughter was

born white-skinned, and Tzarina being afraid of a shameful death for

herself and her child, left the latter on her own fate. This story was

embroidered on a silk ribbon.

Escape of Xapixieix and Geayévrg with Kadaaipig from Xapixi.

The narrative of Kedaoipig is interrupted by the arrival of a merchant

Navoixing, the host of the house, where Kalaoiptg has stopped. With

the merchant arrived XapixAewa. But how did she meet the merchant?

Mntpdv had captured her and Geayévi, and NovowkAdric was present

at that. So the merchant took XopixAgix because of her beauty, and

Mmntpdv decided to carry @eayévii for his satrap.

Kadaoipig continues his interrupted story. They (Xapixdeio, @soryevig,

Kaldaoipig) were captured by the robber Tpogyivog.

Vain pursuits by Kvijuov, Novowdiic and Kedadipig for @eayévg.

Kvijuwv tells one more time his story about his exile.

Pursuits by Xeapixderex and Kadaoipg of Gzayévng. Episode with the

old woman, who tried to bring back to life her dead son and Egyptian

sacrifice.

Arrival to Memphis of Xopixdetax and Kadaoipig. Love of Tzarina

Apadkn towards Geayevng. She is to blame that Guauig, the eldest son

of Kadaoipts, was defrocked of a pagan priest’s cloth and that this

cloth was captured by MMetdoipic, brother of Guduic. Duel of Guauig

and fTetéopig. Victory of Guduig. Death of Kadaoipig.

Attemnpts of Apoaxm to gain @sarévig.

Attempts to poison XopixAeia and then to burn her, but fortunately

unsuccessful.

Capture of XapixAeiax and Geayévrg by Ethiops.

War in Siena and victory of Y8aorog, tzar of Ethiopia.

XapixAeta says, that she is the daughter of Y8donog and the gymno-

sophist Zroijittpog explains why her skin is so white.

Marnage of Xapixieia and Geayévng and their dedication to priest's

dignities — to Selena and Helios.
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Photios reproduces the subject matter in a different way. He expounds
the events consistently, in chronological order. He changes the places of
episodes and arranges them in a different order. This is the order of
Photios: 8, 10,12, 1, 3,4, 5, 2, 6, 11, 13, 14, 15, 16, 17, 18, 20, 21. It is
evident, that Photios freely treats the work, the subject matter of which he
reproduces. He plays with episodes like with blocks and rearranges them
on his own free will in such an ozder, which the plot requires. He accurately
keeps to the chronological order and adheres to logical consecution of
episodes. And that proves he reproduces the plot and not the story.

Passing to the second way of Photios’ reproduction of Heliodore’s
romance, it should be said, that Photios not only changes the places of the
episodes, but omits some of them entirely. He does not say, but only
mentions the story of Kvijuwv's exile from Athens (and Heliodore had
devoted to this story half of his first chapter). He omits the episode, in
which it is said, who Xapix2 is and why he is not Xapixidewr ‘s father, but
only “dx Egvouileto avri matip” Also the episode of the war in Siena
when Ydaonog sieged that city and there happened to be Opoovddrog, hus-
band of Apoaxn (and Heliodore devoted to that war the whole chapter 9).
Nor does Photios say anything about the cause of KaAacipig’s departure
from Memphis, his native town, where two his sons lived — Gvauic and
Hetéoyme, and about Apodxn, who was the cause of their conflict. There
are many such examples.

The fact that Photios sets forth the romance omitting some episodes
can be explained in the following way: perhaps, Photios wanted to make a
big amount of information to go in a small volume. This fact indicates the
context, that Photios uses, virtually, only denominative sentences. But still
there were too many events, therefore Photios tried to select the most im-
portant moments, omitting particulars without breaking temporal causal
consecution of the events.

Finally, investigating the third way of alteration (modification) of the
subject matter, we can notice that Photios in his reproduction omits love
scenes, while the romance is rich in them. “Then, for the first time they
found themselves alone with each other, freed themselves from every-
thing, that could have disturbed them, and without hindrance they entirely
abandoned themselves to embraces and kisses, They have forgotten about
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everything and stayed for a long time, having embraced and as if amalga-
mated, sating with pure and chaste love...”*

Photios does not describe even one kiss. Only at the beginning of the
second part Photios writes: “Festival in Athens, and XapixAswux was priestess,
and Geayevng engaging in competition, love at the first sight to each other
and malady of Xopixieia because of love.”3 And at the end Photios writes
the following: “After countless dangers, having been ordained and having
made thank-offerings to the gods, they start preparation for the marriage.”
The fact that Photios does not represent any descriptions of love scenes is
natural: it was completely inadmissible in the strict milieu of Byzantine
culture of [X century. Later Photios epigrammatizes about work of Achill
Tatios:

And if, you friend, would like to be a modest
Without touching here the episodes immodest
You’d learn the main idea well
That marriage is the end of pure love.”

I'think, that we can apply this idea to the Heliodore’s romance, although
the work Lefkippa and Klitophont was considered to be much more frivo-
lous. Exactly this idea Photios has for an object — to show the reader the
right way so that he could catch the main idea (the author’s message) of
the romance.

So we can draw a conclusion, that Photios subjects the romance to
alterations in three ways:

— reproduces the plot and not the story;

- omits insignificant events with the aim of reducing the extent of the
novel;

— carefully selects the episodes in order to make the romance more
decent.

The first part of Photios’ entry about Ethiopika appraises the stylistic
virtues of the Heliodore's romance. And here is the translation of the text,
which contains this evaluation.

“Ethiopika” of Heliodore has been read. This is a dramatic work, the
author uses the style, which conforms to the subject matter, since the latter
is rich in lucidity and sweetness. And the author partly describes passions
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and partly implies them and his narrative is unexpectedly paradoxical.
Also the narrative abounds in unexpected deliverance (rescues), grand
and pure expressions. And if in some places, as one ought to do uses some
words, which are inclined to change their meaning, they are imposing
{(high) and clearly represent the subject. The periods are balanced (pro-
portionate) and tend to be shorter and the style and other elements
conform to the narrative. He spins (weaves) love adventures of a man and
a woman, shows passion and prudence of a virgin lady, and the subject of
the romance — XapixAeia and Geayévig — reasonable lovers. And their
wanderings and every possible captures, preservation of virginity. I'll
mention the names, sorrows and deeds in general.®

In appraisal of Heliodore's romance Photios uses the following terms:
godotg, AEES, ouvlrixn, Suiynaig, meEpicdor oVpHETPOL, SpaiaTikv.

How evaluation of Heliodore’s style corresponds with Photios’ general
concepts of bad and good style?

The key word in Photian literary criticism is gpdotg, regularly trans-
lated by modern scholars as “style” Various epithets accompany the term,
some bearing positive, others negative hue. Among positive epithets there
are brilliant (Aoynpés), pure (xaBopds), high (byniss), flowery (civBepés),
clear (capic), easy to discern (shxpviic), easy to apprehend (evxo-
TEARTTOS), concise (ovvrouog), dense (muxvdc), summarizing (xepekondong),
aphoristic (apopionixég), sweet (160;), charming (eniyoprc), elegant
{(xodierric), unadorned {dxouyog). Negative epithets are simplistic
(andodc), vulgar (y08atog), and tedious (mpociopric).

From this praiseworthy high, clear and concise way of expression two
extreme deviations are possible: Philostratos of Tyre, affirms Photios {cod. 44),
escaped two dangers: archaism and novelty, This dictum is specified in
Photios’ entry on George of Alexandria, the compiler of a Vita of Chry-
sostom (cod. 96). Here the judgment is merciless: George’s phrasing is
simplistic, dropping into vulgarity, lacking precision in the construction of
nouns and verbs.

With some condescension he notes that Epiphanios of Salamis’ (cod. 122)
phrasing was humble (Tametvig) as it is natural in a man who did not enjoy
an Attic education. The sophist and historian Malchos (cod. 78), however, is
called the best and his manner defined as pure, plain and pellucid, and
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then Photios unexpectedly adds: “He did not ignore novelties (xctvomnpe-
nieg) which would contribute to emphasis, beautiful sound and grandeur
(I: 161.37041)"

Appraising the romance Ethiopika Photios mentions that the author
uses gpaorg, which conforms to the subject matter, since the latter is rich
in lucidity and sweetness (ppaoet 86 mepovor tii VmOBEcE! Yap apelcip
xal yAvxvmnn mieowilei®). And this implies that Photios appraises the
style of Heliodore positively.

The term gpdoig is sometimes accompanied by two others Aé&ig and
cvvbiikn, which seem to be components of the general concept of phrases.

Photios, as most Byzantine rhetoricians, does not have exact differen-
tiation between terms: gpaoig and Aé€ic almost do not discern.

Photios notes that metaphorical lexis of Maximos the Confessor (192A)
produces unpleasant impression.

The praise to Lucian is detailed (cod. 128): his phrases are perfect, his
lexis distinct. About Heliodore's A€&ig, Photios notes that Aedeci e
evoruorg koi xafapaic'®, and so it conforms to the style. The term
owvorikn can be determined as composition or combination of words, but
the combination of words not of the whole text, but within one phrase
(sentence).

The gvvdrixn of Lucian reaches such a level that the reader feels as if
he is not reading a text but listening to a pleasant melody (II: 102.38-2).

It is worth mentioning here in the work Ethiopika ouviixn and other
elements correspon to the narration (1 ovvoiixkn 8€; xai TdAda @ Ady@
ava Aoya ).

And now we can draw a general conclusion that Photios highly estimates
the style of Heliodore, calling it grand and clear and especially streses that
the style of Heliodore conforms to the subject matter.

It is necessary to stress here that in the appreciation of the Spauatixd
(so he calls the romance) the traditional criteria are included, but Photios
sheds some light on the nature of the content as well. His great interest in
the genre of the erotic romance is astonishing for his epoch. The Spauarnicov
of Heliodore is characterized primarily from the viewpoint of its lexical
qualitics, but Photios goes farther: the author, he says, partly describes pas-
sions and partly implies them, and his narrative is unexpectedly paradoxical.
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It is necessary to stress also that the interest in the subject matter is typical
of other entries, which describe erotic romances.

Antony Diogenes, he conveys (cod. 166), tells incredible myths in a
persuasive form, and the critic formulates two conclusions of the book:
the person who committed injustice will be, at the final account, punished,
but those who are innocent will unexpectedly find salvation from danger.

Photios likes the stylistic virtues of the Dramatikon of Iamblichus
{cod. 94), but in his view the good style of the romance contradicts its
impious content, and he wishes that Iamblichus would have applied the
virtues of his lexis and syntax to a more serious topic.

The last issue I would like to touch upon is the problem of the origin of
Photios’ evaluation of the texts he had read. The statements concerning
the style of the reviewed books are more copious and usually more elaborate
than biographical sketches or reproductions. Photios could have some
paradigms to follow but it is difficult to imagine that he had at his disposal
ready judgments concerning the half of the texts he went through. By the
beginning of the 20th century, it was fashionable to deny any originality of
Photios’ evaluations; gradually the attitude has been changing. E. Orth'?,
in any event, comes to conclusion that Photios’ literary judgements in many
a case differ from the opinions of ancient critics that he could have been
aware of G. Kustas'? thinks that Photios shifted from his classical pre-
decessors under the influence of Christian aesthetic principles, and R. Smith'*
stresses the independence of Photios’ editoral activity.

Of course Photios was well aware of concepts and terminology of style
of the most popular theonist of rhetoric Hermogenes, but there is no entry
on him in the Bibliotheca. We can assert that Photios used not only
Hermogenes theories. In cod. 239 he quotes the grammarian Proklos who
divided literary works into three groups in accordance with their style: those
of the “abundant” style, those of “lean” and the middle (V: 155.26-27),
and he reproduces Proklos’ definitions of each style. But has he foliowed
the Proklos’ categorization? The answer seems negative. At any rate, the
main term exerted by Proklos to designate “style”, “mlaoud’, is not to be
found in the Photian vocabulary.

It is well known that in Ancient Greece as the main canon for compo-
sition of a rhetorical work served Rhetoric and Poetics of Aristotle. It is
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hard to say, if Photios read Aristotle’s Rhetoric. But we can very carefully
assume that some ideas, judgments and terms somehow or other could have
originated from Aristotle’s concepts through the works of other rhetoricians.
Photios uses some criteria of evaluation of Ethiopika similar to those,
which were determinated by Aristotle in his Rhetoric and Poetics.

Far exemple, the style, according to Aristotle, possess all appropriate
qualities, if it corresponds to the subject'’ and Photios notes that the style
conforms to the subject matter, it is rich in lucidity and sweetness'S, Then
we come across the term “mepiodor aoupeTpol”. A period is a fragment of
speech, which has its own beginning, end and its size can be easily ob-
served. A period is to be finished together with the idea and not to be split
into pieces. Periodical style is pleasant and does not present any intellec-
tual difficulty. A period can consist of several colons or can be simple. A
period, which consists of several colons is a complete speech fragment, which
is divided into parts and which can be easily pronounced all in one breath,
they have to be proportionate and tend to be shorter'”. According to Photios,
the periods in Ethiopika are just so,

Summing up everything, aforesaid, it is necessary to stress one more
time, that Photios does not just reproduce the romance of Heliodore, but
appraises it from the point of view of its stylistic virtues. He uses traditional
rhetortc criteria and concepts, and also examines the subject matter and
takes an interest in some details, which were not typical of his epoch.
Reproducing the subject matter of the romance Ethiopika, Photios changes
it in three ways. He represents the plot and not the story, reduces the extent
of the novel and omits indecencies. The entry on Heliodore in the work
MuptoBifAov is the first serious and learned study of i,

The merits of Photios, bibliophile and literary critic, are great. He was the
first man, after the polymaths of Jate antiquity, to have read and scrutinized
a huge amount of ancient and early Medieval Greek texts (presumably he read
more authors than are recorded in the Bibliotheca). With him Byzantine
literature entered the field of self-reflection, began to ponder over the pro-
blem what is a good and what is a bad style. What is probably more important
than the plain fact of his good knowledge of antiquity is his understanding
of importance of the language of the pagan culture.
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Fotijs un gricku romana tradicija

No VI lidz X1I gadsimtam par griecku romanu nebija nekadas intereses.
Fotija Myriobiblon ir pirmais pieradijums tam, ka Zanrs ir pazistams un
tiek pétits. Fotija interese par erotiskd romana Zanru ir apbrinojama tam
laikam. Sava darba patriarhs analizé vairakus rominus, tai skaiti Helio-
dora “Etiopiku”

Bibliotheca 3kirkl]i ir dazada apjoma, bet parasti lidzas autora vardam
un gramatas nosaukumam jetver ari tris paragrafus: biografisku skici, kop-
savilkumu par galvenajiem notikumiem un novértgjumu. Skirklis, kura
Fotijs apliko romdnu “Etiopika”, sastav no divam daJam. Pirmaja da)a
patriarhs raksturo romana stilu, otraja atstasta tematiku.

Tematiku Fotijs atstasta tris da?ados veidos:

- vin§ atstasta fabulu;

— izlaiZ maznozimigus notikumus, lai tiktu gala ar romana apjomu;

— rupigi atlasa epizodes, lai romans izskatitos 3kIsts un nevainigs.

Raksturojot romana stilu, Fotijs lieto tradiciondlus kritérijus. Vip3 ap-
galvo, ka romana stils ir diZs un tirs un uzsver, ka stils atbilst tematikai.

Heliodora romdns, pirmkart, ir raksturots no leksisko ipatnibu viedok]a,
bet nedaudz tiek raksturota ari tematika.

Fotijam bija labi zinamas antikas stila teorijas un vips$ lieto to termi-
nologiju, tomer ipadi nepajaujoties uz autoritatem.

Bibliofila un literatiiras vértgtaja Fotija nopelni ir izcili. Vips ir pirmais
péc klasiskas senatnes laikiem, kurs ir lasijis un pétijis antiko laiku un agro
viduslaiku grieku tekstus. Ar vipu bizantieSu literatira sakas pasrefleksijas
posms, atjaunojas stila vertésanas prakse. Tomér bitiskaka par vina anti-
kvitates zina$anam ir izpratne par paganu valodas vértibu.
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Spiritual Meadow and Narrative Structures

Everyone, who tries to analyze some literary text, faces no serious
problem — sg large a variety of methods has been worked out during the
last two centuries, which are successfully used in modern literary criticism.
Despite major differences that apparently exist among all these diverse
ways of text interpretation, most of them have at least one thing in common:
they do not restrict themselves just to the textual details, but pay much
attention to outer factors, such as the personality of the writer (his biogra-
phy and the way of life), historical and geographical environment and so
on. So if one intends to study, for example, the Crime and Punishment by
Fyodor Dostoyevsky, one should keep in mind, that the writer in his youth
participated in some kind of revolutionary group, that he lived next to
Sennoy marketplace, where the central point of the slum in St. Petersburg
actuatly was. My statement, certainly, seems a little bit funny, but could
you just imagine now that we lack these data and the text is the only source
of information we possess. In this case we would never know cither what
made Fyodor Dostoyevsky write the novel or why his characters live in that
part of the city. The reader would be sure to regard this masterpiece as a
brilliant detective story about a young man suffering from some kind of
nervous disorder, that is driving him mad, with a lot of strange and crazy
people around him. But if you happen to see the district near Sennoy
marketplace with your own eyes, there is no doubt you will understand the
characters’ motivations much better than before. In my opinion, this not
very good example vividly shows the top priority of non-textual factors.
The fact is not so evident when we deal with a modern text, because we
feel no lack of non-literary information. The situation remarkably changes,
however, when it is not a modem text, but an ancient or rather a medieval
one, that is to be analyzed. In this case there is nearly always a deficiency
or even absence of evidence. Early medieval Christian authors tend to
depreciate their role in creating the oeuvre, giving preference to the
heaven forces. This is the reason why the vast majority of papers on early
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Christian religious texts mostly deal with theology or lextual criticism
rather than with literary studies.

Still there was a tendency to draw literary studies nearer to the very
target of analysis. So the main peculiarity of the so-called theory of narrativity
is its emphasis on the text details or rather the way they are rendered
(narrative structures). Non-textual factors have no importance at all and
often are deliberately disregarded. The article of one of the best known
authorities of the method, Roland Barthes is even called The Death of the
Author [Barthes 1977]. Such neglect of the writer sometimes brings to
ridiculous situations, like the one we come across in the recent publications
by Paul Speck, who regards Theophanes the Confessor just as a compiler
of various religious texts without any attempts of defining his role of the
mian of letters [Speck 1994]. That is why some literary critics claim for disuse
of this method in Byzantine studies. However, I prefer to agree with Prof.
J. Ljubarskij [Ljubarskij 1998], that these absurd situations should not
prevent us from applying the theory of narrativity (although with definite
reservations) to Medieval Greck texts. We have at least one lucky attempt
to use this method in Byzantine literary criticism. 1 mean the article by
R. Maisano Tradizione orale e sviluppi narrativi nel ‘Prato’ di Giovanni
Mosco [Maisano 1984].

We do not know too much about this Byzantine author, but we are lucky
to learn at least something about him. His own text is, actually, the main
source of information, that makes it possible to reconstruct the life of John
Moschos!. Though many details remain unknown, we seem to have quite
a complete biography of this outstanding person. Thus we know, that he
was born approximately in 550 in Kilikia (Pratum 171) and became a
monk in the monastery of St. Theodosios in Judea before 578, then he
lived in the Judaean desert and in the new monastery of St. Sabbas.
Probably, between 568-578 he spent ten years in lavra Pharan (Pratum
40). Soon after accession to the throne of Tiberios I (578-582) he travelled
to Egypt on behalf of his own monastery. Later John Moschos supposedly
lived about ten years in Ailiot-Laura near Sinai (Pratum 67). In 597, he left
for Jerusalem, where he met Patriarch Amos (Pratum 149). Because of the
Persian intrusion in 603 he decided to leave Palestine and arrived to
Antioch, and as the Persians advanced, he moved further to Alexandna
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{he came there, perhaps, in 608). There John Moschos learnt about the
conquest of the holy city of Jerusalem in 614; he did not want to stay in
Alexandria any longer and it was the beginning of his new journey, the
Jjourney to the islands, small ones and large, like the Cyprus and the Samos.
Then Moschos returned to Rome, where he died soon after that?. His last
years remain a mystery. We can just suppose that he worked on the
paterikon he named Spiritual meadow and dedicated it to his true friend
and companion, Sophronios, later patriarch of Jerusalem.,

This oeuvre, better known with a Latin name Pratum spirituale, which,
in fact, is a word-for-word translation from Greek (Agyudv mvevuaTixog
or just Agidv or sometimes Aciyuovamov), was written in a traditional
Byzantine manner. There were at least two genres of Christian didactic
prose: hagiography and paterika. I would not dare say, that there is a striking
difference between them, but I suppose that the latter gives the author more
opportunities to present his material. The paterikon, as a matter of fact, is
a set of the most significant episodes, taken from the life of the Saints. It is
not necessary here to trace all the biography of the Saint, but the author
should find some way to bind different separate events in a single whole. At
the same time, as I strongly believe, the analysis of paterikon is connected
with much more problems than the one of hagiography. We can never be
sure about the original order and set of stories. The Spiritual meadow is no
exception. Different manuscripts present us collections, that vary not only
in the order of stories, but in their selection as well. The other problem is
that many episodes of the Pratum can also be met in other paterika of the
period. So what was the role of John Moschos if he was not the author of
the plots? This is the question, R. Miasano strives to answer in his article.
And he is, undoubtedly, right, when he looks for it in the structure of the
text. It is well-known, that literature is not, actually, a collection of the
plots, but a collection of their interpretations, the fact, strikingly exempli-
fied by the works by Shakespeare. We are well aware of the fact that the
Spiritual meadow was extremely popular with its readers or listeners, as it
is confirmed by multiplicity of manuscripts and by translations of the text
in many European languages, including Russian, English and Spanish. In
my report | would like to look for the reasons that made the text so popu-
lar in the past and still keep attracting the modern reader.
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At the beginning of his article R. Maisano distinguishes three types of
narratives we meet in the text of John Moschos:

— the chapters, that contain only an episode from the life of the Saint
(1,2,7,8,9etc.);

— the chapters, where John Moschos and Sophronios are direct listeners
of the story (3, 4, 5, 14 etc.);

- the chapters, where someone retells John Moschos and Sephronios
the story he heard from someone else (6, 20, 39).

In my opinion, such subdivision is not quite correct. R. Maisano is,
surely, right when he separates these groups. The criteria for such subdivision
evidently concern the truth degree of the information presented, or even
better, the extent of the author’s participation in the stories he tells, because
people in general are disposed to believe in what they hear or read, if the
bearer of information was present himself, when everything happened. [
have no objections io joining certain stories in the group (1), where the
author’s personality seems at first to be completely absent. However, it
seems to me that groups (2) and (3) are too general, and such kind of
grouping complicates any accurate analysis. I suppose, this is not the source
indication that makes these narratives truthful, it only serves as additional
confirmation, but the most important is the attitude of John Moschos.
Regarding some chapters, we shall find no striking difference from the
narratives R. Maisano attributed to the group (1), but the fact that they
begin with the words Qtrog Sinyrioato nuiv Aéywv or Aunyrioato nquiv
(the word order may vary). At the same time, there are several stories,
where John Moschos shares his own experience. For example, in the chap-
ter 134, we learn that there was a hermit Theodore, who lived not far from
the St. Jordan and once visited his neighbor Moschos and asked him to
help him to get the book with the full version of the New Testament. It is
the beginning of the story about the penniless monk, who did not want to
get the book, he wished, free of charge and worked a lot to pay for it. The
author is one of the active characters of the story, that, in fact, is the best
sirategy to turn a narrative into reality. We find a similar situation in the
chapter 110. Moschos and Sophronios come to an Egyptian monk in
Alexandria and listen to his exhortation. Their activity just adds to the visit,
but it makes the reader realize, that all those edifying words, he comes
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across in the text, are something extremely important if two respected
monks had a long journey just for the sake of them.

However, I think that these narratives prevent us to appreciate fully the
talent of John Moschos as the story-teller. Now [ would like to make a
brief overview of the extract from the Spiritual meadow, that seems to be
completely different in its composition. I mean the chapter 77. At the very
beginning of the chapter John Moschos and his friend Sophronios wanted
to visit the place where the philosopher Stephan lived. We are told that he
lived not far from the church, that was built by the order of the Pope
Eulogios I1. Moschos and Sophronios knocked at the door of the Stephen’s
house, and a housemaid looked out to say, that though it was already noon
the philosopher was still fast asleep. Moschos suggested that they shouid
go to the Tetrapylon and spend some time there. They came there and sat
down to read their books, when suddenly they were atiracted by the
conversation of three blind men telling how they lost their vision. Two
blind men lost their sight in common situations — as a result of some
industrial accident and the inflammation. But the last one tells a very
interesting story. He never liked working when he was young and started
stealing. Once he saw the funeral of a rich man and decided to get into his
crypt and to profit. As soon as the dead was left alone, the thief got in and
took the dress of the deceased. He was about to leave when he changed his
mind and returned to take the shroud as well. And the dead scratched out
his eyes. Finishing the story, Moschos underlines its main idea: nothing
can be done secretly from the Lord and all evils are sure to be punished.
Some parts of the narrative may seem redundant. Frankly speaking, the
information about the church, the Pope Eulogios, the sleeping philosopher
and his housemaid has nothing to do with the main idea of the text. It
could have been easily omitied, but it is not. These ‘unnecessary’ facts form
the impression of an everyday situation, that, on the one hand, emphasizes
the importance of the story of the third blind man, and makes it more credible,
on the other. Such kind of composition may have a didactic goal as well:
the reader should notice how the Christian consciousness allows to find
additional faith strengthening in any episode that happens. The intentional
aspiration for verity is confirmed by Moschos himself. At the end of the
story about three blind men, he says: “We heard this story with our own
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ears from the very man to whom it had happened.” In the chapter 172, that,
actually, is a brilliant essay about scholastic Cosma, we read the following:
“There are a lot of various facts we were told about the master Cosma, but
we shall write down only those which we have seen personally or have
accurately examined and checked.”

Returning to the narrative-subdivision, suggested by R. Maisano, I think
it would be better to modify it as follows:

— the narratives where the author is not one of the main characters. Most
chapters, introduced by Ofitog Sinyricaro nuiv A€ywv or Aunyricato
nuiv should be added to this group, as the author’s active presence just
contents with listening to the story;

— the narratives where the author tries to influence and guide the read-
ers perception by his active presence in the plot. These exiracts, actually,
are the main sources of evidence we get about Moschos.

Still if we compare both from statistical point of view, the result will be
astonishing: the first one will make more than 90%. Does it mean that credi-
bility is not that salt that attracts the reader, or Moschos knows some other
ways to give the air of reality 10 all his stories but applying them to some
facts his life and experience? The latter is very difficult to prove, but I am
inclined to support it. The air of reality and the charm of stories are hidden
in their simplicity, a bit childlike sincerity and pathos. And the reader wants
to believe, that all the evils will be punished, and he will find his happiness
only with the Lord. The simplicity and sincerity may be illustrated by a
touching and a bit funny story about a woman, who was leaming to be meek:
There was a noble woman who wished to master her arrogance. She asked the
bishop to give her some modest young girl to teach her humility and to help
her to prepare for the monastic life. The bishop has chosen an appropriate
young girl, and the noble women left, When he met her soon after that, he asked
about that young girl. “She is really nice, — answered the woman, — but she
is completely useless for my soul, she allows me to do everything I want. She
is too modest, and I need to be cursed” The bishop chose another young girl
with a severe temper. This girl kept abusing the noble woman, calling her a
rich stupid woman. When the bishop asked her what she thought of the girl,
the womnan said, that the girl was very useful for her soul. This a little bit naive
way of story-telling makes the story more vivid and casily memorized.
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It was impossible to regard all kinds of the narrative structures we can
find in the text of the Spiritual meadow and to produce them within a short
report. Still I believe that the narrative structure analysis should not be
referred to as an opposition to the traditional metheds used in Byzantine
studies, but as additional means that may enrich our conception of the text.
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“Dveseles plavas” narrativas strukttiras

Ir labi zinims, ka modernas lingvistikas un literatGrzinatnes metodes
nav dzili ietekmé&juSas Bizantijas studijas. Lidz $im ir bijusi tikai daZi megi-
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najumi jaunos analizes panp€mienus piemérot antikajiem un viduslaiku grieku
tekstiem. Ne visi tie ir bijusi veiksmigi, tadu nav Saubu, ka atsevi$kas ne-
veiksmes nekavés jauno metoZu aizvien pladaku pielietojumu.

Viena no $2dam modernajam metodém ir narrativa teorija. Ir zinatnieki,
kas to uzskata par brinumpanémienu, jo ta Skiet piemérojama jebkuram
tekstam, ar tad, ja nav zinu ne par autoru, ne teksta saceréSanas laiku.
Tapéc 31 metode varetu bit pievilciga ari bizantologu acis, jo, pétot vidus-
laiku tekstus, més bieZi Joti maz zinam par personam, kas tekstus ir sace-
réjudas. Taja pa3a laika 51 metode virza tas lietotajus katru tekstu uztvert ka
literaru motivu komplektu. DaZi pieméri rada, ka autors tiek pilniba igno-
réts jeb interpretéts ka sava veida kolekcionars.

Neraugoties uz to, narrativa teorija var palidzet atrast atsevilka autora
dai)rades iezimes un ieraudzit vina ipado stilu bizantieSu rakstniekiem tuvo
kliSeju jurd. Tas uvzskatami redzams, vérgjot J. Mosha “Dvéseles plavu”
(Pratum Spirituale latiniski, Aetudv (mvevuartixog) or NEog mnapabercog
griekiski). Sis literatiiras meistardarbs ir sarakstits VI/VII gadsimtu mija.
Ta autors ir labi izglitots grieku milks, kas vairakus gadus dzivojis Pales-
1ind, apmeklédams tur daudzus klosterus. Tur vin$ uzklausija stastus, kurus
vElak pec atgrieSanas Roma apkopoja viena darba. Vin3 nav §1 Zanra pio-
nieris, tatu, izmantojot tradicionalus panémienus, radijis makslinieciski spé-
cigu darbu, kas izcelas pargjo vida.



KONSTANTINS DIMADIS (GRIEKIJA/VACIJA)

XIX un XX gadsimta grieku literatuiras
raksturigakas iezimes

Jaungrieku literatiiras interesentus un pétniekus arvien parsteidz fakts,
ka Griekija 19. un 20. gadsimta literatara ir tik dinamiska, daudzveidiga
un vairakos aspektos originala Eiropas literatiras konteksta. Ka bija iespé-
Jams, ka grieku literatuira tik 1sa laikposma, kas 1€8ams apméram trijas pa-
audzes kop$ neatkarigas valsts nodibinaSanas, nobrieda un 3odien uzskatama
par Eiropas literaras tradicijas neatnpemamu sastavdalu ar nedaudzu, bet
izcilu grieku autoru stabilu vietu taja.

Literara procesa attistiba ir parsteidzo3a uz vésturisko faktu fona: nelie-
lajai Griekijas valstij, kas izveidojas péc 1821. gada sacel$anas un lielval-
stu (Krievijas, Anglijas, Francijas) militaras un diplomatiskas iejauk3anas
cipa pret Osmanu impériju 1831. gada, turpmakos aptuveni simts gadus
nacas risinat nozimigas problémas ka arpolitika, ta iek§zeme. Visupirms —
izglitibas joma — valodas jautajums, ari daudzas politiskas problémas, kuras
palaikam ieziméju3as katastrofalas situacijas.

K3 gan 3ados sabiedriskds un politiskas dzives sareZgijumos izdevas
radit Eiropas literatiiras meérauklas cienigus un tas literaraja mozaika iezi-
migus darbus? Méginasu ieskicét atbildi.

Uzskatu, ka starptautiski vértigais grieku literatiiras ieguldijums, kas
giist atzinibu jau kop§ pirmajiem neatkarigas valsts gadiem (1830) — un 3ai
zina, iespéjams, labakais piemeérs ir dzejnieks Dionisijs Soloms (1798-
1857) — pirmkart, ir saistams ar to grieku literatiras atzaru, kur§ ilgstos$i
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audzis un attistijies Krétas sala un Jonijas juras salis, Venécijas republikai
pak]autajds teritorijas. Sejienes literara gaume agri saskaras ar pladaku ta
laika Eiropas literatiiras tradiciju, pampemot atsevi¥kas tas iezimes, bet
visuma gan veidojot savus ipatnos vaibstus. D. Soloms sava dzeja izteicis
visiem cilvekiem un ikvienai tautai biitiskas tiesibas dzivot briviem un
runit sava dzimta)a valoda — tads ideals bija vina dzives ass.

Nedaudz vélak, péc pirmajiem satrauktajiem brivas grieku valsts ga-
diem, ar savu dzejas krajumu “ Manas dzimtenes dziesmas” (1886) naks
klaja Kostis Palams (1859-1943). Gadu péc § krijuma paridifanas —
1897. gada — Griekija iesaistisies postofaja kara pret Osmanu impériju.
Sai laikd, 1890. gadi, Palams rakstis:

“Patriotisms ir viscildenakas jGtas, tomér arl vispiegjamakas visidiem
krapniekiem |aunpritigai izmanto$anai.”

Sa$utums par dzimtenes kara pardzivoto katastrofu iespaido K. Palama
darbu “Cigina dodekalogs”, kurs pilniba tiek publicéts 1907. gadi. Autors
cer uz vispusigu savas t€vzemes atdzim$anu; ap 3o centralo tému krajuma
grupéjas vairakas citas, no kuram savisies 20. gadsimta sakuma dzejai rak-
sturiga problematika.

Pieminot K. Palama dailradi, zimigi ar1, ka 1943. gada, kad dzejnieks
mirst, visas Aténas spontani sanak vina béres, pauZot §im laikam nebijuiu
mému naidu pret nacistu okupaciju. Manuprat, otrs iemesls, kapéc grieku
literatiira rodami darbi ar skan&jumu pari $auram pasu zemes robeZam, ar
pasaules literatiras v&rti, ir fakts, ka grieku autori savos darbos paududi
domas, idealus, kurl pienemami un svarigi visai cilvécei.

Divdesmitd gadsimta sakuma grieku dzeja iendk tris zimigas personi-
bas: Niks Kazantzakis (1883-1957), Angels Sikelians (1884-1951) un Kosta
Varnalis (1884—1974), visi tris dzimusi helléniskis pasaules periférija. Lai
cik ari bitiskas ir vinu dzejas at3kirigas raksturlinijas, humanisma ideali
un cilvekmilestibas elpa tos dzili vieno.

N. Kazantzakis 1924. gad uzsak darbu pie gricku lirika pladakas (kopd
1830. gada) dzejas kopas, savas “Qdisejas”, kura tiek publicéta 1938. gada.
Ta top visai sareZ§ita laika pec Pirma Pasaules kara un Mazazijas kata-
strofas, laikd, kad Eiropa dominé marksisms un faSisms. Par krajumu
“Odiseja” rakstits Joti daudz, tomér esmu parliecinats, ka las notetkti uzska-
1ams par Eiropas dzejas klasikas paraugu, jo krasi iezimé lozumu vai
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drizak parravumu, kidu Eiropas kultiirtradicija izveido, no vienas puses,
marksisma, no otras — fafisma postulati.

Lidziga ir A. Sikeliana dailrades saturiska nokrasa. Smaguma centrs
veidojas ap cilvéka nabadzibas problému un riigtn atzinu par atkdp3anos
no humanisma ideiliem, kadu pieJay) 19. gadsimta beigas. Lk, kadg|
Sikelians, tapat ka Soloms un Palams, atzits par tautas dzejnieku.

Visbeidzot, Kosta Varnalis visai driz parvares savas $aubas, centienus
humanisma gara un atbalstis marksisma ideologiju. Varnaja dai|rade tomér
ir un paliek Eiropas & véstures perioda raksturiga lieciba: tas bija laiks,
kad sabiedribas “svarstibas” izjauca nestabilo lidzsvaru, paverot celu
visnegantakajam vardarbibas formam Otrd pasaules kara gados. Lidzas
Kazantzakim, Sikelianam un Varnalim paradas vel viena izcila personiba
gricku un pat visas pasaules dzejas konteksta — Konstantins Kavafis
(1863-1933). Ari Kavafis nak no grieku apdzivotas pasaules periférijas:
vip§ dzimis un sava miiZa izskapu piedzivo Aleksandrija, Egipté. Vispar
Aleksandrija tais laikos ir viens no lielakajiem kosmopolitiskajiem cen-
triem, un grieku diasporas slanis tur ipadi pla$s. Poétiska rokraksta sav-
dabiba un reize ari dzejas visparcilvéciska “uzruna” ir Kavafja dai|rades
raksturigikas linijas, kas veidojas, grieku vEstures lappusés (notikumos,
cilveku liktenos) vérojot un vértgjot savu laiku, ickaus&jot vienu otra.

Velreiz atgrieZos pie domas, ka gricku literatiiras spilgtakie parstavji
20. gadsimta pirmajas desmitgadés savos darbos akcenté cilvéka likten-
sapi, kas svariga ikvienam un jebkur pasaulé. Protams, vinu darbus ietekmég
gan orienté$anas bitiskakajos pasaules literatiiras procesos, gan ari fakts,
ka grieku sabiedriba aktivi uzn€ma un iesaistijas visas 20. gadsimta pirmas
puses lielajas véstures norisés. Pieméram, Stratis Mirivilis Pirma pasaules
kara cinu dalibnieks, socialists, grieku literatiira spilgti ierakstijis pretkara
temu ar romanu “Dzive kapa”, kas Eiropas méroga pielidzinams Remarka
vai Barbisa darbiem.

Pirmais pasaules kar Griekijai beidzas 1922. gada ar ta saucamo Maz-
azijas katastrofu — nacionalo tragédiju, kurai nav analoga Griekijas vesturg
kop$ neatkarigas valsts izveidoSanas laikiem. Plasa un gadsimtos dziviga
Mazazijas hellenu kultiirtradicija tika pazudinata dazu dienu laika. Maz-
azijas griekis, dzejnieks Jorgs Seferis péc vairdkiem gadiem rakstis:
“Hellénu diaspora tika ziedota, lai taptu Griekijas valsts”. Pec 1922. gada
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vairakas slavenibas grieku literatiira ir bégli no Konstantinopoles un Maz-
azijas. Gricku zeme uzpem jaunas idejas, jaunus spekus. Ka prozas, ta
dzejas joma verojams strauj¥ kapums, ar kuru grieku literatiira klist arvien
atpazistamaka arpus Helladas.

No divdesmito — trisdesmito gadu prozaiku plejades ming3u daZus
spilgtakos vardus: Fotis Kontogls, Ilja Venezis, Trass Kastanakis, Angels
Terzakis, Kosma Politis, Jorgs Teotokas, Lilika Naku, Tanasis Petsalis-
Diomidis, Pantelis Prevelakis, M. Karagatsis, Janis Skarimbs. Paraléhi
prozas uzplaukumam trisdesmitie gadi paver ceju ari zimigiem dzejas
darbiem un slaveniem dzejnieku virdiem: 1963. gada Nobela prémijas
lauredts Jorgs Seferis (1900-1971), 1979. gada Nobela prémijas laureats Odi-
sejs Elitis, daudzu starptautisku atzinibu ieguvejs Janis Ritss (1909-1990).

Sefera dzejas pamattonis ir izteikti dramatisks. Vipa daijrades svariga
robezzime ir krajums “Mitu stasti”, kurs top 1933.—1934. gada un klaja nak
gadu vélak. Sai darbd Mazizijas katastrofa izvérsta ki simbols sensenai
cilvéces dramai — kultirpamatnu bojaejai. Tas nav tikai dzimtenes zaude-
jums. Autors runa par parravumu kultiriradicijai, kura Egejas juras aus-
trumpiekrastg reiz sikusies ar Homeru un kuras gaita apraujas 1922. gada
ar pils€tas Smiras un visas Mazazijas katastrofu.

Piecdesmito gadu sakuma literatira strauji ienak daudzskaitliga dzej-
nieku paaudze: vairak neka 130 vardu bitu jamin; vismaz divdesmit no
tiem, dro$o laika distanci ieturot, ari Sodien augstu vert&jami. Lieldka daja -
trimdinieki péc 1949. gada pilsonkara. AtJauSos minét ta laika spilgtakas
personibas grieku dzeja: Aris Aleksandrs, Manolis Anagnostakis, Mihalis
Katsars, Klits Kirs, Tasis Livaditis, Tits Patrikijs, Milts Sahturis, Takis
Sinopuls.

Grieku dzejas starptautiskas apoteozes laiks, kad Jorga Sefera dzeja
izpelnas Nobela prémiju, zimigs ar1 prozai: Aténas klaja nak romanu tri-
logija “Neparvalditas valstis” (1961-1965), kuras autors ir Stratis Tsirks.
Sis darbs péckara grieku proza ir viens no nedaudzajiem, kurd spgj to
parstavét Eiropas méroga. Tas ir k2 laikmeta dokumentéjums: tematiskie
mezgli ir Otrais pasaules kar$ un $kiru sadursmes Vidgjo Austrumu fronte.
Rakstnieks apstidz postigo kari p&c varas, nacionalismu, fundamentalismu
un rasismu. S. Tsirka trilogija 1971. gada Francija tika atzita par labako
arzemju romanu.
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Lidzas S. Tsirka trilogijai ka sava laika liecibas stijas Didonas Sotiriu
romans “Asinojoda zeme”, Ara Aleksandra originalais romians “Kaste”,
vél vairdki citi prozas darbi un to autori: Aleksandrs Kotzjas, Niks Kas-
taglis, Vasilis Vasiliks, Kosta Tahtsis, Dimitris Hatzis, Andrejs Frankjas,
Anistotelis Nikolaidis, Tanasis Valtins. Autoru uzskaitijumu vargtu turpi-
nat, tomér jau min&tie skaitliskd un kvalitates zina apliecina faktu, ka
grieku proza péc 1922. gada ir uz nebijusa attistibas vijna.

Tatjanas Gritsi Millieksas un Aleksandra Kotzja romani ir labakas
liecibas tam, ki grieki izdzivo pilsopkaru un auksta kara gadu likloZus.
A. Frankja “Bads” un A. Aleksandra “Kaste” vEsti par 20. gadsimta kon-
centricijas nometnu Sausmam un organizetu valsts teroru vispar (A. Alek-
sandra romana datumi un citi faktu pieturas punkti ir izdomati, bet lasitajs
tomér gist konkréta laikmeta iespaidu un nojau$ bezdibeni, pie kura
noved personibas kults), ir vértigi grieku literatiras dokumenti Sodienas
sociologam vai literatiiras teorétikim.

Sis peckara laika grieku literatiiras izraviens, kur$ tematiski arvien iezimé
an pakapenisku atgrii¥anos no ierasta, tradicijas balstita dzives veida, turpina
kapumu nikamajos trisdesmit gados, titad — no 1970. gada lidz miisdienam.
Pirmo vijoli te neapSaubami spélé proza, ipadi romans. P&dgjo desmitgaiu
lezime ir rakstniecu sievieSu gan skaitliski bagatigais, gan ari darbu kvalitates
zina veiksmigais uznaciens. Sobrid laika distance vél, manuprat, nav tik liela,
lai vertétu absoliiti, bet atjJauos tomer izceit daZu autoru vardus: Margarita
Karapanu, Katerina Plassara, Aleksandra Delijorga, Marija Mitsora, Maro
Duka. No pédgjo laiku veiksmigakajiem prozaikiem virie$iem pieminami
Filips Drakontaidis, Jorgs Jatromanolakis, Aleksis Panselins.

Maro Dukas prozas darbos, pieméram, dominé garigums, esejas stils;
vinas romanos raksturu kolaZas veidojas arpus griekiem tradicionali tik
butiska gimenes loka, jo gimene vairs nav svarigakais cilvéku savstarpgjo
attiecibu pamatmodelis. Personibas un attiecibu tap3ana galvenais kritérijs
ir veids, ki tapusi “sagremota” divdesmita gadsimta tragiska vesture, ipasi
kara un péckara laiki.

Esejiski ir arf Alek3a Panselina astopdesmitajos gados sarakstitie ro-
mani: “Lielais gajiens”, “Baleta vakani”, “Zaida jeb kamieli sniega”. A. Pan-
selins vérias pret tam varas formam, kuras, apzimogojusas divdesmito
gadsimtu, novedu3as Eiropas kulturtradiciju strupcela.
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Nobeigum3 atlauSos piemetinat, ka isa raksta vispusigi un izsmejogi
aptvert kiidas tautas literatiras tendences divu gadsimtu loka ir, protams,
neiespéjami, un tas ir nepateicigs uzdevums. Esmu to uznémies ceriba izcelt
atsevidkus posmus, autoru vardus un tematiskas liknes, un tadéjadi pieteikt
latvie3u publikai jaunlaiku grieku dzejas un prozas izteiksmigako daju,
kura neap3aubami bagatinajusi Eiropas literatiiru kopuma.

Characteristic Features of the XIX and XX Century
Greek Literature

The report on this subject is an alternpt to explain the phenomenon of
development dynamism, which characterizes Greek literature in the 19th
and 20th centuries on the background of other European literature.

These fast processes can be attributed to the fact, that after the fall of
Constantinople in 1453, a stable tradition of Modern Greek literature started
10 develop, expanding to the Eastern Mediterranean region, Cyprus and
Crete, after 1669 encompassing also Balkans and islands of the Ionian
Sea, reviving and enriching itself from the contacts with the experiences
of other literatures.

Besides, it is of great importance, that one of the most essential values
of modem Greek literature is the fact that its most outstanding representa-
tives have been able to go beyond the frame of the Greek literature and to
show in their works the principles and ideals which are common to the
experience of the world and mankind.

In the last part of the paper the author has selected and reviewed examples
of modern Greek literature, which would be worth translating and reading
in Latvian.
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Alexander Papadiamantis: Lingua nova graeca inventa?

Although Alexander Papadiamantis is undoubtedly the greatest classi-
cal author, ‘o peyag pvboypapog” of modern Greek prose, he is at the same
time one of the most isolated figures in Greek literature. Born in Skiathos,
being very young he came 1o Athens, where he was to spend the greater
part of his life, even though he never became a real metropolitan. Papadia-
mantis always kept his distance from literary circles of his time. Because
of his ascetic life he was also known as the untonsured monk.

Time has passed since then, and Papadiamantis has been abundantly
discussed and commented upon. Ironically, his original works, as well as
his translations are still far from being in great demand nowadays, first of
all due to the peculiarities of his language and specific narrative style of
Papadiamantis. [s it the magic attractiveness of his language which creates
certain difficulties in comprehension of his texts even for the Greeks, the
native speakers of this language? This phenomenon could be caused by
the specific linguistic situation in Greece, known as ‘diglossia’ [Ferguson
1959: 325].

It has been often suggested that the variety of Greek used by Papadia-
mantis contains many features of katharévousa, “uicc yAdooo 7 onoia
unite outdiEran, uite oudiinie, pite Gédet mote outAndei” (the language
that is not spoken, was never spoken and will never be spoken), as it was
stated by Dionisios Solomos [ZoAeuds 1998: 113]. Is it correct to say that
Papadiamantis used katharévousa, the variety which to some extent shared
the ‘artiftciality’ of being neither ancient nor modern Greek and actually
never existed?

It should be noted that Papadiamantis deliberately did not take part in
the language controversy which appeared to be a series of attacks and
counter-attacks ‘containing nit-picking, captious objections, sometimes with
humour, but always with spiteful jealousy which on occasion led to labet-
suits’ [Mackridge 1990: 29]. In sum, all these ‘disputes” practiced precisely
the linguistic anarchy that they professed to attack, and all the arguments
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led to the same impasse. In his turn, Papadiamantis wrote in the essay
FMacoa xai xotvovia (Language and Society):

Onwg év Loviawy coua v Stvaton va {hom 8 vécewv, 1pérov
nwl, ard xovv dapyaiov oxEledv xod pviueiov, aldo téoov SEv
Svovarar va Crion, €1 pun povov xaxny xai voonpay Lwrjv, TPEPOUEVOV UE
Tovpowd Koi pE xovoépPag evpwnaixag. [Manadiauaving 1988b: 296)

Neither can a living body exist only somehow given the injections from
the ashes of ancient skeletons and monuments, nor can it exist unless
dragging out a miserable and feeble existence, being fed by pickles and
tinned goods from Europe.!

Thus, Papadiamantis didn’t join neither the supporters of dimotiki, nor
the proponents of katharévousa. Quite the opposite, Papadiamantis entered
the language dispute as a writer — by composing and publishing his short
stories, novels and translations. His work as a translator is clearly of great
significance as we intend to examine the language peculiarities, the
specific narrative style and the phenomenon of Papadiamantis’ linguistic
ethics on the whole.

To describe certain linguistic features, we should provide, firstly, their
socio-cultural setting, i. e., to answer the following questions: from which
part of the text was the extract we quote borrowed, to whom does this remark
belong (to a personage or to the author? Is it direct or indirect speech?),
what is the form of the speech {(dialogue or monologue)? Similarly, of
certain value are the content of the extract and the contextual meaning.

To my mind, there is a very expressive fragment in the first half of the
novel Fonissa which is closely related to Papadiamantis’ perception that
language in the myth is everything but a ‘means’ to an end. The following
extract was borrowed from the part which represents the opening scene of
the novel and consists entirely of the recollections and reflections of
Frankoiannou on her life. One could expect lamentations and tears from-her,
but, on the contrary, she remembers the most funny tale from Skiathos:

Téte eAafev agopuiiv 1f pepe v Wi EvBuundr éva mupaute o0
Aod £k TV COTEIOTEPMV, EV (D YiveTan AGYos mepi oTpduaTo and pEAL,
gig 10 6moiov exbAANCaY Stadoyixix Kai & MPOTOS ATOCTEAES VIS TG
Tpuag, 5ur vi oLAAEED xal pépn exeibev 10 pl xed 6 Sedrepog wid,
botnig eixe otodn dia va EexoAdtion TOv mpwtov, kai 6 Tpitog, donig
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EotdAn 6id wi @épn oniow xai Tovg 8vo, kai 6 Iépog, 6oTIC Enye wa 161
o yivovten of viol tov wAog, avwi 1 I'pd, 7 6noia g 1 VotEpOV
GREPAOTIOE VA Vrdyn Wi 167, paxpoBev duwe — 8161, we Ypid, Eixe ooV
rovrpiav — 1i énivaey o Tépog kol T mendid xai év Eyipioav omicwm and
0 “OeAnua “, eig 16 onoiov ToUg EixE OTEIALL oAl avTh) EYAtTwoe Kai
Sev exbAAnce. Tote otpapeica npdc ol TEoCOPEE, KOAANUEWDUS TOUC
EimEv: A abd odg ueAer; 'Eufva 8eév ué ufier; [Ilanadioudvrng
1988a:30]

Then their mother seized the opportunity of remembering a folk tale,
one of the most funny which says about the honey-coating where stuck
Jfast, one after another, the eldest son who was sent to gather and to bring
some honey; the second son who was sent 1o unstick the first one, and the
third one sent to bring back the both, and the Old Father who came 1o see
what had happened to his sons. Finally, the Old Mother after all decided
to go and see, from far away, however,— because being an Old Woman she
was cunning enough - what had happened to her Old Husband and sons
and why nobody came back from her ‘commission’ She was the only one
to have escaped and not 10 have stuck down. Then she turmed 1o the all
four who stuck fast in the honey and said, “Ah, that is all you are stuck
with? I don’t stick it any longer!'*?

To my mind, this passage is of great significance for the whole structure
of the novel. It contains a metaphor that comes to realization, being
extended and developed in the myth of Frankoiannou. The ‘folk” tale
narrates about four men which stuck in the honey and their old mother (and
wife) who comes only to tease them and does not want to help them. Quite
the opposite, Frankoiannou, the woman-murderer (she is *fonissa’), comes
to strangle the children, she ‘takes the mission’ to ‘unstick them from the
honey-of-life’, but she saves in this way only small girls. It is remarkable
that this quintessential thought is represented in the form of a very funny
Jolk tale. Now the question whether this folk tale could be derived from
oral sources, i. ¢., was really told and heard in Skiathos, is not relevant to
our theme. I believe its influence on the narrative style of the novel to be
more distant and indirect. But before we seek evidence of oral formulas
and vernacular expressions, some clarification will be necessary on the
following question: what is the real significance of this folk tale?
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This kind of composition is organized into phrase-patterns, based on
the understanding that such method of composition is an extreme and
specialized case of the stylization of language that occurs in all literary
texts. This story is neither the remark of a character, nor the author’s
speech. The text arose in the memory of Frankoiannou and remained
unpronounced, this fact is also of certain value. Let’s recall the situation
when it came into being. Frankoiannou had spent many sleepless nights,
being lost in recollections on the life that passed by her. It is important to
emphasize her specific disposition: she is dead tired and almost frenzied.
It is not quite clear from the text if she is awake or already dreaming. All
her dreams, feelings and associations are spontaneous as far as the control
of the consciousness is loosened. This ‘natural’ and ‘spontaneous’ process
of dreaming (subconscience-functioning) is to be reflected within the text
structure and its linguistic features.

First of all, we should note a tendency to a complex syntactical structure
and a thorough-going using of introductory and connective particles and
pronouns. The quoted extract consists of only two unequal sentences
corresponding exactly to the internal composition of the tale and reflect
the ‘stream of consciousness’ of the personage; we are dealing therefore
with a tiny literary text inserted into the novel. As a matter of fact, the first
sentence comprises the narrative part (plot) of the story. But the most orig-
inal and spectacular is the tailpiece in the second sentence that focuses the
wit point of the tale. It is also important that this part is formed as a direct
speech, i. e. pronounced by the hero. The author subtly puns the homo-
phony of the Greek verb pgéAe1r and noun pédt and thus deceives the feel-
ings and expectations of the reader: he was to hear the tale about gAs, but
quite the opposite the tale appeared to be about 8év péier. The Old
Woman does not care about the fate of her husband and sons.

In spite of the complicated syntactical constructions (subordinate clauses,
indirect questions, participial constructions, etc), the syntactical structure
as well as the word order agree to those of the modern Greek idiom. Thus,
in the quoted extract we find the combination of the finite form of the verb
with unstressed clitic pronoun in preposition; this formation is represented
in dimotiki, where the order clitic+verb has been generalized excepling
the cases of imperative and participle.
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T00g £inev, OAG HEAEL, EUEVE BEv € péAeL

Moreover, in the last sample we notice the repetition of a full form
pronoun by the unstressed clitic pronoun. This phenomenon can be found
in modem Albanian, Bulgarian, Macedonian, Romanian and standard
Modern Greek, i. e. dimotiki. This syntactic feature is typically discussed
as a Balkan ‘convergence’ phenomenon whose origins go back to the
middle Byzantine period, but still cannot be illuminated. Anyway, this
formation was excluded in katharévousa, which did not accept any
element alien to the ancient Greek models.

Features of ‘demotic’ phonology represented here include:

final — v [- n] in the accusative singular forms of articles, nouns and
pronouns, in the negative particles (8ev). It is also represented in
contexts where the contemporary language would not retain it.
Already in the middle Byzantine period final nasals were not pro-
nounced before voiced plosives (B, 8, y) liguids/nasals (A, pli, v),
Sricatives (9, 8, y/o, §), but we find here: Sev pe peldei. The system-
atic retention of final — v [- n] could reflect a deliberate choice
solely based upon the formal spoken style of the educated people
(the Old Athenian group). But there 1s also some evidence for the
preserving of final — v [-n] in many popular varieties, i. e. the
south-eastern dialects, South Italian, Pontic and Cappadocian;

synizesis, on the other hand, is represented in the text irregularly
(optionally).

Synizesis ([-iVI/[-eV-] > [-JV-]) was standardized in Byzantine
Greek (in much non- learned vocabulary) with a shift of the accent
to the following vowel if [i/e] was originally accented (metatonia).
Thus, the main character of the tale is Ipe (‘demotic’ form), but
the main character of the whole novel (Frankoiannou) is ypoia.
Another personage of the folk tale that appears in the memory of
the old widow, the husband of I'pux, is Fepog (‘demotic’ variant),
but not I'gpev as we could expect. Synizesis is attested in many
popular varieties, but is absent from the conservative dialects of
South Ttaly, Pontus and Old Athenian group, so we can conclude
that its eventual standardization was not a general phenomenon.
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These facts can provide good indications of the ‘living’ use of the learned
language or even of the ‘domestic style of Skiathos’

Apart {rom the retention of final — v and the irregular synizesis the
following rare phenomena should be noted:

insertion of liguid (-A-) between plosive (n-) and fricative palatal
(D =Awa;
geminating consonants sporadically attested in the text became
quite general in South Italian and the contemporary south-eastern
group (i. e. Cypriot, Dodecanesian and Khian) and perhaps the
neighboring dialects of western and southern Asia Minor in earlier
times. e. g.: xauuie, yorox, witwr;
the weakening and/or the changes of many unstressed but also
stressed vowels:

1 > lel xpevw (= Aéw, midd) < * xpive,

lol > Iu/ 0BAeg g popés, ypovvig.
The /i/ and /of vowels are sometimes represented by /e/ and fu/ even
where the sources of /if and /o/ correspond to spelling L, &, oL, v/ 0, @
in ancient Greek. Therefore katharévousa strictly excluded these
forms;
metathesis of consonants:

e. g. ypowilw < yvapitw,

Svyotepa < Buyatepa.

We are therefore dealing with a consciously and artfully ‘refined’
vernacular. If we still have the impression of an ‘archaic’ style, it is because
the author following the folk ‘living’ tradition preserved its features
which now come to seem rustic/archaic from the point of view of standard
modern Greek.

On the other hand, many ‘classical’ forms of ancient Greek are typical
of his elaborated style. We should note the cases which correspond to ancient
verbal and noun morphology rules:

retention of the syllabic augment, including ‘internal’ augments in
compounds e. g. ex0AAnoay enfye ancpdotoe. It is very interesting
that this fealure is also allested in several conservative dialects (South
[talian, Pontic, Cappadocian, Tsakonian};
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the use of inflected participles, both active and present/aorist passive,
€. g., anooTRAEI; CTPpaPEica KOAATIUEVOG.

the absence of the /-k-/ element in aorist passives, e. g., E0TaA7
fxovobnoayv. But still we can find the /-k-/ aorists in dialogues:
IMdomxe nia 1o yepaxt pov... [Manadauaveng 1988a : 62];

the extended verb-stem for the perfect forms and subjunctive con-
structions, e. g., va i57] eiyev eiAgi [Tanadopudvee 1988a: 18];
traditional 3rd declension forms of nouns and adjectives (-ug
ending) and ancient 3rd declension accusative plural in nouns and
articles, e. g., ué adpovg yapaxtipag [Maradiapaveng 1988a: 7],
g (=15);

monolectic comparatives rather than mo [pjo] ‘more’ + the simple
adjective, €. g., Ex TOV QOTEIOTEPQV,

ancient prepositions (e. g. fpo, €v, e, rape) and their ancient case
requirements, including the dative: v gpevandtry, €v ™ uéén tov;
very rar¢ the dative case:; 7@ ovm (indeed), =77 PonBeia (by means
of..).

Most of the actual constructions, however, correspond closely to those
of the contemporary spoken language, €. g., vt [na] clauses replace ancient
infinitives, the genitives directly follow the items on which they depend
rather than being inserted between an article and noun, or requiring a repeated
article (fart+noun/ + /art + [gen. phrase]/). This fundamentally contempo-
rary syntax is particularly evident in the word order: heads precede their
complements and the sequence of phrases within clauses correlates to a
straightforwardly way. In other words, the ‘archaic’ elements were chiefly
inserted into structural slots determined by modermn rules of syntax.

It should be emphasized once more that some of the so-called ‘archais-
tic’ features are locally preserved in several modern dialects (i. e., South
Italian, Pontic, Cypriot and Dodecanesian).

Stylistic variability of this text reflects the author’s perception of that
subtle differentiation between more or less standard varieties of spoken and
written Greek. The written language evolved through compromise with
the spoken language. First of all, it is evident from the ‘living’ vocabulary
use. Papadiamantis felt free to use contemporary words and expressions,
including Slavic and Turkish loans and the specific idioms of Skiathos.
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Thus, vocabulary items (and paradigms) are alien to spoken registers.
We must be careful, however, so as not to fall into the trap of supposing
that the language of the novel is a straightforward representation of any
dialect then spoken on the island. Therefore I offer to turn our attention to
the text transiated by Papadiamantis, I mean the Crime and punishment,
first translated into Greek by Papadiamantis. Although it is commonly
known that Papadiamantis had translated from the French edition of Derely
and could not have possibly read the novel in the original, he managed to
preserve its distinctive identity and specific narrative style.

Dostoevsky very often did not have time to look through and to
improve certain fragments of his text as he was always in a great hurry to
give it in to an editor. It is very well known that novels by Dostoevsky
contain syntactical, morphological and orthographic idiosyncrasies which
are different from ‘standard” modern Russian. These ‘spontanecus’ texts
offer us the unique and extremely moving impression, the flavor of his
‘dramatic’ style and therefore always create certain difficulties for their
translation. But even nowadays, the translation by Papadiamantis is
considered to be successful and distinctive work. Here we are dealing with
his ‘magic manner’: Papadiamantis not only translated the novel by Dos-
toevsky, but also transformed and rewrote the text, preserving his own
narrative style and specific intonation.

Unexpectedly, in his translation of the Crime end punishment Pa-
padiamantis comes to use vermnacular expressions and idioms which he
could hear in his native village and which remain typical of unformal
registers:

K Eyé fjunv napdv, peBUoLEVOS, KoTTo0YPO, EIC TNV OKNVIV TvTV...
[Acoroyepoxt 1992: 24], while Charitakis translated (also from French):
Kt £y, piconeBauevos amo To UEBUOL, Eiovv umpoota o auTiv M
oxnvi [Aooctoyépoxn 1912: 22].

The ‘Kadtfv mv £xeig mdpe1!’ (Je crois que tu as ton compté), I believe,
corresponds surprisingly to Russian ‘Hus Hapesaics!' [Aootoyépoxm
1992: 95]

O Oebg v oag &don xaAiv ednov! [Aootoyepoxn 1992; 428) wishes
Porfiriy Petrovich to Raskolnikov, but we find *bonnes pensées’ in French
translation, accordingly ‘xal€s; oxeyers’ in Charitakis, ‘kades oxeyeig
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Kot owateg apafeg” in translation by Alexandrou from Russian “fofpsix
Mbiciaer, oirarnx HavnHanuni! [Hocroesckrii 1983: 430].

After all, Russian (and also French) ‘black bread’ (‘rye-bread’) becomes
‘ket’ [Aooroyepoxn 1992:26] — ‘stale bread’, Russian ‘bitter tears’ turn
into Greek ‘black’ (Jarsioce crezemn roproyrmi... Klaiw pe porfpa
&ixpua!)y [Aooroyépoxn 1992: 205], while Notre Dame de Kazan is
Havayia 1 Kalavnidnooa [Acctoyepoxn 1992: 49]. Papadiamantis
even can afford to transiate ‘quite the opposite’, “n aydnn yia Tov
Mavtodtveyo” (the love for the Lord) turns to be “o @dfog tov Geod ™ in
his translation [AooToyépoxn 1992: 480].

Moreover Papadiamantis employs words and expressions from the
island vernacular that appear neither in the original text by Dostcevsky,
nor in the French translation! Thus, paiverar ént 1 Zévia Sev eydpevoe
TinoTE cjuEpov [Aoctoyepoxn 1992: 371, A seas Coxeyka-1o, noXamyi,
CErofAHs H cama 0OaHKpYTHTCA. .. [HdocTroeBckuii 1983: 26).

Bapba! shouts the coachman of Papadiamantis: Bé&pda! and tov epidvate
va Bapdapn [Aootoyépoxn 1992: 174].

Razoumikhin is trying to console Dounia: eipgeta feBaot 6t1 6o apdé-
ayev pe 8o ayxtpag [Aooroyepoxn 1992: 294], while in the translation
from the original by Alexandrou we have “dev vadpyer pdflog v ydoovue
tirote” and in that by Charitakis — from French — eipacte Befator moc
Ba 10 fydafovue to wwudxt pog, in the original: ... IpOKOPMHTECT YEM
Oyaer, H yax BO BCakoM ciayyae cBoe pepHem [HocToescknit 1983:
291].

In the tuming-point of the novel, when Raskolnikov has a presentiment
to be entrapped by Porfiriy Petrovich, he (a former student and Russian
metropolitan) pronounces a gnomic ‘maritime’ proverb: 'Oy, @ide pov, m
ayxiog oov oxolpwroe xon w0 S6Aayii ocov floayd... Ga 18ovucy ™V
TEyvnv oov [Aootoyepoxn 1992: 322], while in the original we have: Her,
6par, Bpews, obODBELBCA, XOTS THI YTO-TO M [PHIoTOBHA... Hy,
BOT H IMOCMOTDHM, YTO TaKO€ Thi Tam npHrorosua | Hocroesckunii
1983: 318]!

Apparently, this stylistic variability is determined by the intention of
the author and his perception of the linguistic dilemma faced by all Greek
intellectuals in the 19th century. The text itself provides a refreshingly



Alexander Papadiamantis: Lingua nova graeca inventa? 133

realistic grasp of the problems concemning the ‘living’ use of the learned
language. To my mind, ironically, we are dealing here with a consciously
and artfully ‘refined’ vernacular and not with a artificially created writ-
ten language. I believe, Papadiamantis used 2 distinctive idiomatic
janguage that was a perfectly balanced mixture of what he learned from
his family (a family of the priests from Skiathos), what his ear picked up
in his native village (i. e. vemacular expressions from Skiathos) and
certain elements of the formal spoken style of the educated people of
his time.

It is important to emphasize, however, that this paper offers no more
than a suggestion. By the very nature of evidence, certain solutions to this
problem may never be obtained.

References and Sources

! Translated by the author of the paper.
? Translated by the author of the paper.

Momudtopdvene A. (1988a) H dowviooa. exd. Negpehn, Abfive. Zed. 30.

Horadigudvme A. (1988b) “TAacow kon xovvevia” /f 'Anave, 1. 5, ey, N. AL Tpav-
tapordomovhov, exS. Aopog, ABnva. el 296.

Ferguson Ch. (1959) Diglossia // Word, vol. 15, n. 2, New York. P. 325-341.
Dostoevsky F. (1984) Le Crime et le Chatiment, trad. V. Derély, Paris.

Aoctoypoxn O, {1992) To éyxdnua xon i ipopia, wiep. A, NMaradopav, exd.
IBeoypoppc, ABiva.

Aoctoyépoxn @, (1912) To éyxhnua xon n tpwpia, prpp. Et. Xopiwakn, 1. 1-2, exd.
Topy. Qoproixn, Xawi.

Aootoyépoxt 6. (1951) 'Eyxhnpa xan n Tipwpie, 1igp. oo pud. Apr) AAeEavipov, 1.
13, exd. Tkofootng, ABfva.

Hocroescknit @. M. (1983) [Ipectynnelie U Hakasahve. Mu.: IOnauTsa.

Horrocks G. (1997) Greek: a history of the language and its speakers Longman
Linguistics Library, London and New York.



134 Dinarg Abdrakhmanova

Mackridge P. (1990) Katharevousa (c. 1880-1974) an obituary for an official language //
Sarafis M., Eve M. Background to Contemporary Greece, vol. I. London: Merlin /
Savage (Md.): Banes and Moble.

Awoviinog  Zolayidg. (1998) AvBoAdyio Gepctav g doAmpiktg Toinorg, Eoay.,
oxdho E. Kaydyevog, ABrva. EeA. 113,

Aleksandrs Papadiamantis:
Lingua nova graeca inventa?

Pétijumi tiek noskaidroti Aleksandra Papadiamanta papémieni, lai
atklatu vipa daijrades unikalo pasauli Griekijas specifiskas lingvistiskas
situdcijas gaisma, kas pazistama ki divvalodiba. Pétijuma mérki ir diveji.
Viens mérkis ir noskaidrot Papadiamanta lingvistiskas ipatnibas jeb pre-
cizak izsakoties — narrativo stilu. 31 jautdjuma izpéte pamatos balstas uz
Papadiamanta romanu “Slepkavniece”™ un Dostojevska romina “Nozie-
gums un sods” tulkojumu. Galvena uzmaniba plijuma ir veltita Papadia-
manta lingvistiskas étikas fenomenam.

Lai gan Aleksandrs Papadiamantis neap3aubami ir izcilakais grieku
prozas meistars, ‘o péyog pvBoypépog’, 1aja pasa laika vin§ ir viena no
vientuligakajam personibam grieku literatira. Savas asketiskas dzives déj
vin$ tika saukts par “beztonziiras milku” Vina literaro mantojumu veido
apmeéram 170 stisti un daZi romdani. Ving ir bijis arf viens no pirmajiem
Dostojevska, Turgegpeva un Mopasdna darbu tulkotdjs grieku valoda.
Papadiamanta mantojums laika gaita ir pladi pétits un komentéts. Tomér
ironiskd karta gan viga originaldarbi, gan tulkojumi misdiends ir maz-
lasiti, pirmkart, valodas un véstijuma savdabibas dg], kas rada uziveres
gritibas pat tiem, kam grieku valoda ir dzimta. BieZi ir uzsvérts, ka
Papadiamanta valodas daudzveidibas bitisks komponents ir katharevusa
(literara “attrita” valoda). Si daudzveidiba balstas senaja rakstu valoda
{bizantiedu grieku valoda), tas tradicijas un prestiZa. Lai gan katharevusu
valsts de jure bija atzinusi par oficialo Griekijas valodu, ta bija tikai rakstu
valoda un zinama méra maksligs veidojums — ne isti sengrieku, ne jaun-
grieku valoda.
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DaZi véngtaji ir atzinudi, ka katharevusas elementi veido nozimigu
Papadiamanta valodas daju. Manuprat, Papadiamantis lieto ipalu idioma-
tisku valodu, kas ir perfekti lidzsvarots apvienocjums tam, ko vind bérniba
dzirdéja gimené (Skjatas priestera fimene) un sava dzimtaja ciema —
Skjatas viet€jo sarunvalodu.

Sie secinajumi gan uzskatami vien par rosinajumiem, jo pati pétijuma
daba nelau) izdarit pilnigi viennozimigus secinajumus.



DENS DIMII}JS (ICELAND, LATVIA)

Metamorphoses of Hellenism in A. Sikelianos’ Poetry

O aching time! O moments big as years!
All as ye pass swell out the monstrous truth,
And press it so upon our weary griefs

Thar unbelief has not a space to breathe.

John Keats, Hyperion

I will start off by giving an outline characterising the multivocality of
the notion of Hellenism as perceived by many researchers. It has been
somewhat blurred content-wise and as to the time span to which it has
been related. The definitions vary from

— the fact of speaking Hellenic id est Greek,

— imitation of Greeks (Iliad),

—the use of a pure Greek style and idiom (Diogenes Babylonius
Stoicus) to very broad concepts, such as:

— the philosophical system of the later centuries of the Classical world,
Epicureanism, Stoicism and Skepticism,

— civilisation, language, art and literature of the Greek world from the
late 4th to the late 2nd century BC,

— diffusion of Greek culture,

— Greek cultural imperialism, especiatly when related to the expansion
of the Greek ecumene (the inhabited world) under Alexander the Great
(from 323 BC onwards) until the unification of this world under Rome
(the incorporation of Egypt in the Roman Empire in 30 BC).

As with most historical periods the sefting of exact time limits is artificial,
however, due to convention they make sense. 1 should also point out that
in English (and, probably, other languages) there is a distinction between
the adjectives ‘Hellenic’ and ‘Hellenistic’, the first being related to the
ancient Greeks or their language, the second pertaining to Greek history
and culwure from the time of Alexander the Great to the 1st century. The
term ‘hellenistic’ is sometimes also used for the Greek dialect spoken by
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the Jews (as opposed to ‘Hellenic’ = the common dialect of the Greek
writers used after the age of Alexander the Great (based on the Attic
dialect).

For the purposes of my paper, however, I will ignore all these possible
opaque denotations and contexts and interpret it as a cover-term or, speaking
in post-modern structuralist terms, a gliding signifier denoting, as it were,
Greekness or Greek identity; anything that can be attributed to the
Greek language, civilisation, art and literature either synchronically
or diachronically, taking into account both historical background and the
state of this phenomenon at any given time. Over the centuries this state
has changed, undergone transformations (or metamorphoses as if by extra-
ordinary means — and I shall explain this in just a moment. However it has
been commonly approved or perceived that there are some properties
which have preserved this phenomenon and allowed it to remain always
recognisable, coveted and idealised. “That finest thing, Hellenic”, Cavafy
says in his Epitaph of Antiochus, King of Commagene'. The word ‘extra-
ordinary’ implies the exceptional longevity of the phenomenon. In terms
of natural sciences we could perhaps say that there is a certain paramor-
phism about this notion: the structural alternation may have taken place a
long time ago but the chemical composition has remained intact. And
indeed, Hellenism calls upon us and this is probably the reason why we
are all here, people from various countries with various interests and
concerns all unified by the appeal of Greece and the Greek language. As a
iemporary representative (in inverted commas) of Iceland I might introduce
a parenthesis here — Iceland is in a way a linguistic reserve/conservancy
area: the 12th and 13th century sagas can still be read and understood by
most Icelanders for the language these legendary and historical exploits
are embedded in has remained so enviably permanent that its self-restoring
structure is of vivid interest for many Indo-European linguists.

Angelos Sikelianos’ (1884-1951) poetry represents systematically col-
lected and meaningful material transmitted to his prophetic lyricism in an
abundantly rich, history and mythology suggestive vocabulary. Belief in
art’s purifying, cathartic power on personality, the necessity of getting
acquainted with mythical tradition and attempts to reconcile Hellenism
and Christianity are typical hallmarks of his poetic heritage.
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Sikelianos seems to express the idea of Hellenism by the temritorial and
temporal linkage of his poetry (both its form and meaning) to the so-called
Greek identity — continuity of tradition (myth and history) and faith (both
Christian and polytheistic). This is the collective aspect of the distinctive
characteristics which we could define as Saussure’s “signified’ (the contents)
of this idea. To provide references of this idea in his poetic discourse, he
draws on the most diverse sources — it would not therefore be an over-
statement to say that Sikelianos is a distinguished master of what we today
call intertextuality. The references (quotes, allusions, hints, suggestions
eic.) come

— from the Greek world — Pre-Socratics, Homer, Solomos, orphism etc.,;

— from the Non-Helienic (Barbarian) world ~ Keats, Dante, Rodin etc.

- from the Christian world — the Bible, including Apocrypha.

However, as the analysis of such a list would be too long to develop
here I shall therefore only focus on the most paradigmatic of these sources.

Sikelianos' somewhat idealised vision of Greece was greatly inspired
by Perikles Yannopoulos {1869-1910). Yannopoulos was atiempting to
improve the image of Greece by relying not only on his love for his country,
but also on every kind of knowledge and experience. He studied history,
art, Greek landscape, and assembled a vision of perfection:

Everywhere is light, everywhere day, everywhere charm, everywhere ease.
Everywhere order, symmetry. Everywhere purity of lines, the versatility of
Odysseus, the melodiousness of the palikari. Everywhere gentleness, grace,
smiles. Everywhere the sport of Greek wisdom, the desire of laughter, the
Socratic irony. Everywhere philanthropy, sympathy, love. Everywhere a
passion for song, for embracing. Everywhere a desire for the material, the
material, the material. Everywhere a Dionysiac pleasure, a desire for in-
toxication through light, a thirst for beauty, a cherishing of felicity. Every-
where a breath full of air full of war song, a vitality, a gallantry and an
ardour everywhere. And, simultaneously, a breath of air of melancholic
beauty, a sadness for beauty, a lamentation of a dying Adonis. And every-
where the air of a bright war song, and at the same time the air of the flute
softening the bady with a voluptiousness. And everywhere a breath of air,
everywhere the lamentations of Aphrodite, and, simultaneously, a very
strong and acid satyre (1903)" 2.
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The reasons for such an idealised picture can be seen as poetical escapism,
a wish for back-traced oblivion etc. It seems quite obvious that real Greece
was nowhere near like that and Modern Greeks were looking elsewhere,
not backwards, but forwards, most probably, westwards:

And when a GREEK imitates BARBARIANS, he commits suicide and
there is no longer a GREEK on Earth. There is no longer a NATURE. And
there is no longer a SPIRIT. And there is no longer BEAUTY (1904)3.

The transformations of Hellenistic ideals can be illustrated by the poet’s
allusions to Homer and his gradual abandoning of those allusions to the
extent of defiant rejection in order to investigate the obscurer texts of the
ancients, and in particular, those of Orphism. The issue of Homeric inher-
itance has been carefully examined by David Rick (I'm referring to his
study in Modem Greek poetry “The Shade of Homer”). Rick tries to prove
a change from a sustained celebration mood to the tragic awareness of the
loss of the roots which, presumably, leads to a very twisted syntax and
vapue implicitness, as Rick points out, “the poem Prologue to Life, the
first extended work of Greek poetry written in free verse, does not, on the
whole, bring out the best in Sikelianos, Too often the looseness of the form
leads to looseness of thought™*. This, however, cannot easily be applied
because the poetic narrative of Sikelianos is very heterogeneous and it is
impossible to draw a line between ‘celebrating’ and ‘gloomy’ poems. I shall
come back to that in a moment.

As characteristic examples of the ‘Homeric” poems Homer (1907) (from
his first collection Visionary), The Stranger (1905) (an early uncollected
poem), partially Yannis Keats (1915) and Achelous (1915) are mentioned here.

As David Rick observes, Sikelianos is paying tribute not only to Homer
but also to Solomos — the whole collection of poems Visionary (AAagpioo-
xwwtog, literally ‘light-shadowed’) clearly has Solomos’ Shade of Homer
behind it. In the poem Homer Sikelianos glorifies his native land, the
island of Lefkada, and articulating his sense of autochthony, stresses its
affinity with Homer for, according to Schliemann’s pupil Withelm Dorp-
feld, whose view Sikelianos was eager to believe, modern Lefkada, and
not modern Ithaki, was the Homeric Ithaca®. Despite the dominant lyrical
notes one can also feel anxiety and confusion behind the whole pastoral
setting, the crucial frontier between man and god:
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And I said, looking all around,
‘Island,
unsetting glory on the seq,
oh rooted in sounding space
and bathed in Homer’s verse,
sunk in hymn!
Forest all oak on your summit,
an iron-strung welling-up
on which my guts, a divine holocaust,
have steamed;
and your peak trembles like a leaf;
inland roars the Lefkadu’s wind;
the storm gathers,
breaks in the divine olive-grove,
makes tempestuous the sea;
my island;
other nurture than my nurture
[ shall never find,
than my soul no other soul,
than my body no other body.
Elsewhere are the temples, elsewhere are the gods.
Around me flashes with lightning the lot of heroes.
You subordinated my solitude to my power.
The grey-eved one’s care is my inheritance®!’

Yannopoulos died young in 1910, suicide. And Sikelianos writes in his
diary on hearing of the suicide of Yannopoulos:

It appears to me, now that he is gone, that [ must assume all the
burdens he carried on his shoulders. And for this reason, I have much
work to do, very much work. I must not lose a single minute of my life
(1910)7

And these burdens have not been easy to bear. It is not easy to gradu-
ally become aware of the reality of the post-dream world, the world of
awakening, the afterworld. Definitely, it is painful to abandon ideals, to
face the status quo. This 1s what makes me think that the predominant
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tonality of Sikelianos’ poetry rather is a jugubrious one. There is a certain
tupture in Sikelianos’ perception of the tradition and there is a certain
despair in his voice that is manifested in cryptic and to an uninitiated
reader often impenetrable words, metaphysical ideas, intricate mythologi-
cal references and convoluted expression, showing a great and evolving
variety in structure and presentation. Revealing what the conscience of his
own land, race, faith and personal creativity means, the poet repeatedly
suggests that there are things one would do better to keep quiet about
{repeated use of adjectives ‘crwmnAdg’ (quiet) ‘BovBd¢’ (mute, dumb),
‘orenn’ (silence). The main motif that could be mentioned here is the
Hellenic awareness versus the feeling of isolation from the West, from the
rest of Europe: ‘Ovte umpoota, otre niow, aAid xei, otév idto 16m0
angvou v axovunion {..) alia kel, otov idio navia w6mo, opBdg!” (The
Conscience of My Race: Neither hither nor thither! but there, in the same
place up there, (..) but there, in the same place, I'H lie down). The fabulous
past as an asset or a burden? It is a theme whose presence can also be very
much felt in Seferis’ poetry.

The big return from now to then has never been and will never be
possible. Sikelianos’ poetic namrative warns us about the gap between an
individual and culture whereas they should be kept together as a body and
soul (rending myths of Orpheus, Dionysus and Jesus, the crucified Eros,
the self-destruction of Atzesivano). In The Conscience of My Race that is
dedicated to Artemis, the poet implores the deity to truss up and fasten the
seed in the heart of the man who is threatened with death. Death is every-
where in Sikelianos’ poems, it is a sort of key-word “n uévn pé@odog giv’
0 Bdvatog” (death is the only way/method). It 1s probably time to bring
up Sikelianos’ bold and imaginative Suicide of Atzesivano, a Buddha's
disciple (1937), probably a homage to Yannopoulos and a nod to death” s
purifying power:

Desperately Atzesivano took the knife

and by then his soul had turned all white as a dove.

And as from sanctuary to sanctuary into the claws of heaven
a star flows, or as an apple blossom falls

snatched by gentle wind, thus the soul left his breast.

Such deaths never come wasted.
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For only those who love

life in its first, mystical value,

those alone can reap the great ear

of their existence that grows old in divine ataraxy®.

Remarkably sentimental and lyrically touching notes can also be heard
in his poetry, especially when the Delphic idea is concerned. According to
this idea, history is cyclical and can bring salvation, therefore the myth has
to be resuscitated and the Delphicos logos has to be restored as a founda-
tion for complete renaissance with the view to establishing the unity of the
common-to-all-the-world-soul. Sikelianos’ poetry is deeply humane — it
evokes universal freedom and brotherhood. Homage paid to John Keats
(poem Yannis Keats) is one of the most dreamy poems whereby Sikelianos
expresses his affinity for and devotion to Keats and, in a broader context,
acknowledges the Western contribution to modemn Hellenism:

I thought how, bending down to your ear, I would tell you in a quiet,
lowered voice:

‘Watch out, my friend, because soon Helen will appear
before our eyes;

before us will appear the Swan's only daughter,
soon, here, before us;

and with that we will sink our eyelids
in the river of Oblivion.

So brightly you appeared before me; but what grass-covered roads
have brought me to you!

The fiery roses with which | have strewn your tomb
and through which Rome flowers for you

point out to me your pure gold songs — just like
the mighty, armed bodies

which you see intact in a newly-opened ancient tomb, and which vanish
even as you look at them... [..]

The very title evokes the opposition between the East and the West.
The spiritual presence of Keats is reinforced by many Homeric allusions
(cf. Keats's poem To Homer) and probably biographical references (roses
on Keats’s tomb). And again at some point one can feel Sikelianos’
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concern about the fact that all comes to dust and how ephemeral the world
of poetic reverie is.

The poem is full of Homenic references (always implicit), e.g., the
inclining towards Keats’s ear corresponds 10 lines 69-70 in the 4th book
of Odyssey: “(..) TnAcuayoc npoccgwvee Négtopog widv If dyyt oxdv
Ke@EATy, iva pi1j mevBoiaoB’ o1 dAdor.” (Telemachus spoke to the son of
Nestor, // holding his head close to him, so that the others might not hear.
Translated by A. T. Murray.)

The lines about Helen deserve particular attention because here, in my
opinion, the poet does not depict Helen as a kind of saviour who according
to Homeric tradition brings ‘forgetfulness of all evils’ Cf. Od. 4, 220-221:
“autin’ dp’eig oivov BdAe pdpucixov, EvBev Emtvov, I vireWiEg T dyodov
1€, xaKkdv exiinBov amdvBwy.” (At once she cast into the wine of which
they were drinking a drug to quiet all pain and strife and bring forgetful-
ness of every ill.). The words ‘watch out, my friend’ (xpdzer ta pdna
ocov, w xaAé) imply warning rather than a promise of Dionysiac intoxica-
tion. The river of Oblivion can symbolise death as abduction of Helen by
Paris brought about disastrous consequences for many innocent victims
which did not end with them but spread to involve their descendants and
ultimately the whole community is steadily brought down towards a nadir
of misery and suffering caused by the pointless Trojan war. The death toll
and suffering cannot be expiated or redeemed there is something
distinctly corrupt about the Trojan experience that can be formulated as
the tragedy of life itself. Just as two wrongs do not make a right, suifering
does not make life better. What do we learn from this show trial of tribal
democracy? The fact that this democracy had quite a few un-democratic
aspects. In line with feminist and post-colonial criticism Edith Hall in her
article The Sociology of Athenian Tragedy writes: “The Athenian democracy
was a xenophobic, patriarchal, and imperialist community, economically
dependent on slavery and imperial tribute, and tragedy has proved suscept-
ible to interpretations disclosing its expression of ideas necessary to the
system’s perpetuation, ideas implying the inferiority of foreigners, women
and slaves. [..] Within this framework crises caused by the Athenian male’s
‘others’, especially women and non-Athenian agents, insistently recur™
To put this in a nutshell, logical and dominant content is simultaneously
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challenged by the inclusion of the marginal rather than by the dominant,
Probably, for the sake of distance. “What the public wants is the image of
suffering, not suffering itself”"'?, writes Roland Barthes in his Mythologies.

I will carry on with the assumption that Sikelianos like Rousseau
believed in nature’s healing power, I will quote some lines {rom Achelous
(subtitle Dream):

The Aspropotamos was aflood, and I, standing amid
its terrible impetus,

set down my fleet and my upright body above as a pillar,
like a god resisted. ..

And suddenly my struggle became a thirst the like of which was
never known;
and [ opened my lips
to bend down a litile and drink, the river
in unceasing flow rolled into my heart.
(-]
And thus it was with relief I felt a boundless virility
awake in my breast,
and all nature’s cool and the mountain’s spirit
was poured into my insides. ..

It is worth noting that the ideal atonement with nature takes place in
the world of dream and is only due 10 an intoxicating and fleeting sense of
illusion. The heroic deed of super-hero Achilles (cf. Iliad 21, 232-382)
dreamt anew, with some pervasive metaphors introduced. “Man is no longer
an artist, he has become a piece of art: the artistic power of the whole of
nature reveals itself to the supreme gratification of the primal Oneness
amidst the paroxysms of intoxication” writes Nitzsche in The Birth of
Tragedy. The absorption of the element ‘water’ here is a kind of world
redemption through transfiguration: one of the possible explanations to the
title of Sikelianos’ collection of poems “Avridwpo” (Holy Bread). Another
poem I might quote here is “Atnikd” (Attic) where Sikelianos tells us
about the pilgrimage of two friends to Eleusis, about their mystical journey
back to a divine day in the past due to a dream, about mystical atonement
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with “all visible and all invisible, us, heroes and gods, driven within the
same eternal realm”

As far as attempts to reconcile Hellenism and Christianity are concerned,
a major poem for analysis is probably The Conscience of Personal
Creativity, I am quoting the poet himself: “there is no stopping for the
Mythos during its journey inside Logos, you cannot stop at a step of
Beauty to have a rest” The mission of preserving Hellenism and passing it
on to future generations is quite a hard task:

Oh mystically accomplished body
body of the Sacrifice

holy bread of countless souls,

You, Bacchus crucified;

oh broken by the weight of clusters
immorial vine arbour",

Here the imagery of ancient rituals and Chrnistianity overlap. Sikelianos
himself writes that “the body of Bacchus symbolises the body of Poetry
that remains identifiable in each separate segment as dismembered Orpheus
recovers and becomes himself again, solid and entire on the Cross where
the eyes of the initiated can see him. I could go even further and make a
daring assumption that the myth of Hellenism is the indispensable property
in Sikelianos’ poems that allows us to recognise them as a whole. The
Hellenism crucified by Christianity and thereby transformed into the New
or Meta-Hellenism. There are many more Christian and pagan blendings
and interactions that could be analysed here. Cf. the poems “Iepd 0865”
{The Holy Road) and “’Aypagov’” (Unrecorded).

I hesitated for quite a while before formulating the next observation:
neither continuity of tradition nor faith appears to be of significant rele-
vance in the Greece of today. This is where we move onto very shaky ground.
The Greece of today seems rather like an alloy or crasis of all possible and
impossible Western and Eastern influences. Indisputably, the same could
be said about many other countries. But the rebellious romanticists from
the previous centuries used to think of this country to some extent as
exceptional, elected, pristine and uncorrupted. And they were not the only
ones. However, a certain Adamantios Korais wrote in 803 that “the
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nation contemplates for the first time the hideous sight of its own ignorance,
and it shudders when looking at the huge distance that separates it from
the glory of its ancestors™'?. Yet, there has been and still is an ideology, a
kind of systematic and all-embracing commonly approved belief which
claims to give a complete and universally applicable understanding of the
cultural origins of Europe as coming from Greece. This deserves to be
undermined and doubted as any universal truth with little evidence, a
wishful thinking. What about Babylonians and Egyptians? I shall leave this
issue hanging in the air for it is too broad to discuss here.

So, the Greece of today. For quite a few people the shock of discovering
that for most of the time it 1s ordinarily touristic, terribly commercialised
and as chaotic as many other countries in the globalised world has been
quite a devastating revelation. Indeed, in most of the cases, when in Greece,
one comes to face a total ignorance of its fabulous past, literature and
civilisation. Hellenism has become a signifier without actually signifying
anything in particular, something immanent, not transcendent, as it were,
infinitely self-reproducing notion. What is Greek identity, this all-com-
passing term? What does it stand for? Would it seem too beld a statement
to say that any teacher of classics is more Greek than any other Greek
living in the Greece of today...? “When 1t was a matter of wonder”, I am
quoting Landor, “how Keats, who was ignorant of Greek, could have written
Hyperion, Shelley, whom envy never touched, gave us a reason - “because
he was a Greek™™'*, And again, as regards ignorance and the deterioration
of the educational system, Greece is neither exceptional, nor unique. Yet,
believe that it all does not matter, as long as we can infer our idealised
visions and memories, say, universal and boundless implications that are
personal and can be felt by anyone, irrespective of who they are, irrespective
of nationality, time, place. The art’s universal properties make it belong lo
the people.

Hellenism in Sikelianos’ poems reveals itself as an ever-changing yet
viable kind of feeling which can be sensed primarily through his dazzling
language (it has long been recognised that his model was Pindar)**, in fact,
we cannot extend the meaning of the word much further than the one
described by the definition ‘Hellenism is the fact of speaking Hellenic id
est Greek’. It is difficult to judge what is so particularly Hellenistic in his
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extremely fragmented chains of images and associations — Sikelianos does
not yield to obvious interpretations and easy conclusions: so amazingly
heterogeneous and implicit is his message and so many things are left un-
said. And many more misundersiood. For the good reason that a good
writing and reading is, in a way, destruction of every voice, of every point
of origin. I do not imply here that there could be something we can under-
stand properly, we might misunderstand things by virtue of displacement —
for things change when placed in different temporal and spatial settings.
Identity is a fluid phenomenon. We are living in a different temporal and
spatial modality with different backgrounds and different expectations,
different values and different mythologies. And, who knows, perhaps this
misunderstanding is the new beginning — the only way we can perceive them.,
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Hellénisma metamorfozes A. Sikeliana dzeja

Hellénisma jédzienu daudzi pétnieki interpretijudi samérd neskaidn
gan saturiski, gan laika posmu zina, uz kuru tas attiecinams. Saja raksta
tas lietots ki ‘jebkas, ko var atiiecinat uz grieku valodu, kulttiru un valsti
gan sinhrond, gan diahroni aspekia’

Angela Sikeliana (1884-1951) dzejas hellénisms gan formas, gan sa-
tura zina visupirms saistds ar t.s. griekisko identitati, proti, tradicijas ne-
partrauktibu (mits un vésture) un religiju (gan kristigo, gan politeisko).

Sikeliana dzeju raksturo sp&ciga, vardu krajuma zina bagata, vesturiski
un mitologiski konot&ta izteiksme. Raksturigas vipa dzejas iezimes ir
ticiba miakslas spéjai §kistit un attirit personibu, parlieciba par nepiecie-
Samibu iepazities ar mitisko tradiciju, ka ari méginajumi savienot hellg-
nismu ar kristietibu.

Lietojot misdienigaku terminologiju, var teikt, ka Sikelians ir teicams
intertekstualitites meistars — helleniskie komponenti tiek izcelti ar daudzu
teksta referenéu palidzibu — dzejnieks atsaucas gan uz grieku pasauli —
pirmssokratikiem, Homeru, Solonu, orfismu utt., gan negrieku (“barbaru”)
pasauli — Kitsu, Danti, Rodgnu utt., ka arf uz kristigo pasauli ~ Bibeli un
apokrifiem,

Tradicijas izpratng vérojams noteikts lizums, kas piefkir izmisigus
togus ari dzejnieka balsij, pauzot metafiziskas idejas sareZgita izteiksme.
Atkldjot to, ko vinam nozimé sava zeme, cilts, ticiba un daijrade, dzej-
nieks ne reizi vien lick noprast, ka ir daudz kas, par ko biitu jaklusg. Seit
galvenokart jamin griekiska noSkirtibas sajiita attieciba uz Rietumiem, t.1.
par&jo Eiropu. Liela atgrie$anas no $a brifa pagainé nav un nebis iespé-
jama.
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Protams, vina dzeja ir art liegas, liriskas noskanas, it Tpa8i tad, kad
dzejnieks piemin Delfu ideju. Saskanai ar 3o ideju, vEsture ir cikliska un
dod ceribas uz izglab3anos, 1adg] ir jaatdzivina mits un ka pilnigas atdzim-
Sanas un pasaules kopéjas dvéseles pamats jaatjauno Delphicos logos.

Sikeliana dzeja hellénisms izpauZas ka mainiga, tomér dzivotspéjiga
sajuita, ko var pamanit galvenokan vipa spozaja valoda. Daudz gritak iegiit
§adus secindjumus no blivajam t€lu un asociaciju virkném — Sikelians nav
dzejnieks, kas Jaujas viennozimigiem skaidrojumiem un atriem secindju-
miem. Daudz kas, Skiet, palicis nepateikts. Un parprast ir tik viegli.



ANNE-LAURE BRISAC (FRANCE)

Translation is a Strange Journey. A Few Remarks
on a Recent Translation of Cavafy’s Poems

There is something strange, but very exhilarating, about being here in
Latvia, speaking in English, which is not my native language, 10 a public
of Latvians, Greeks, Russians, about how a Greek poet has been translated
into French! But, after all, it occurred to me when I was thinking over
what I wanted to tell you, this situation is not totally removed from the
concerns and poetic approach of Cavafy himself.

There have been over a dozen French translations of Cavafy’s poems
since the nineteen-forties, when the first of his texts were published. The
corpus they cover is relatively heterogenous: several of these books are
anthologies (and the choice of what poems to include generally rested with
the translator alone); some translators provide a selection of poems from
the first volume of Cavafy’s works, which was published posthumousty,
but in the form that he had chosen, while others have chosen to translate
poems that were published later on. Some translations are in prose, others
in verse. A few were translated by two authors, one French, the other Greek.
Finally, some were done by translators who are themselves poets,

The translation that is best-known in France - it is, at any rate, one of
the most complete translations — is no doubt that of M. Yourcenar and
Constantin Dimaras, published in 1958. It had the merit of providing the
reader with an introduction to the poetry of Cavafy, about whom very little
was known. But in many respects, it was very distant from the original, so
that many of its characleristics could not be made sensible to a French
reader who did not speak Modem Greek.

The M. Yourcenar’s version of the poems is one of the oldest. Most of
the other translations made available to the French public have come out
in the past ten years. In 1999, a French poet, Dominique Grandmont,
translated the poems of Cavafy’s first compilation, as well as a selection
of poems not included by the author, but stored in his papers. This work is
generally remarkably convincing, and I shall explain why. Yet, I do not
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intend to focus exclusively on one French text; I ailso want to discuss the
recent interest in this Alexandrian poet in France.

1. First, I wish to point out the ways in which D. Grandmont adheres
to the Greek language.

In a note accompanying his translation, D. Grandmont wams that
“[such is] Cavafy’s message: rendering minute details equals faithfulness.”
Indeed, on one or two points, it is interesting to compare the original text
and the recent French translation — not {or not only) in order to congratulate
the translator, but so that a movement, some echoes, and a meaning, can
make themselves heard.

Let us begin with the order of words in Cavafy’s sentences. Of course,
word order is more flexible in Modern Greek than in French. But sometimes,
quite spectacularly, the Greek poet’s choice of syntax will establish different
levels within one picture. This is the case in the poem (“EITIO@YMIEX",
Desires), for example,

Zav cduata wpaia vekpdy mov SEV EYEpACAY

xal WKAEIoRY, [E SaKpLEX, OF Havowdeio Aaumpo,
HE pOdx O0TO KEQAAL Kal T TOSIX YIOGEHIT —
10’ emBuuisc potalovy mov ertpacay

xwpis v exmAnpw8odv ywpic v’ abiwbel koyua
e ndoviic ik viyTa, 1} Eva TP TNC PEYYEPD.
Beaux comme des morts qui n’ont point vieilli,
enfermés au milieu des larmes dans un mausolée splendide,
le front ceint de roses et jasmins aux pieds —

tels sont les désirs qui nous ont quiltés

sans s'étre accomplis ; sans qu’aucun n’atteigne

a une nuit de volupté ou a son lumineux matin.

Cavafy puts off naming the subject of the sentence until the fourth
line, and in the first three, the dead people that take shape in our mind’s eye
are immersed, almost drowned, in a very ornate medium. In the second line,
the intemal rhymes and the rhythm produced by the word stress reinforce
the idea of an accumulation. For four lines, we await the second term of
the comparison; it is heralded by etsi (such) and only then is the main theme
of the poem, hinted at in the title, fully revealed. All of this produces the
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effect of an epiphany. Hopes and desires (désirs) are represented as all the
more vivid as they have not been acted on ‘accomplis’ Thus encased in the
heart of the poem, they leap out and are extinguished at the same instant.
In fact, one gets the same impression from the French translation: the
caesura of the line after désirs, the final vowel of which is taken up again
in the next line ‘accornplis’, suggests, as does the Greek, the pain of frus-
tration and the impossibility of realisation. What I called the ‘epiphany’
drives home the fact that these desires can exist only on the paper they are
couched on.

The poetry of Cavafy is often punctuated by the repetition of phrases
inside one poem. One example among others is “AII'TEZ ENNIA™

AdSexa xon por. Fiyopa mepocey 1 dpo
arn'teg evvid mov dvaya v Adura
kot kdthoo 66,

To eidwAOV TOV VEOU SOROTOC OV,
an'Teg Evvid movU dvape TNV Aduma
ABe xai pe nipe.

Minuit et demi. L'heure a passé vile,
depuis qu’a neuf heures j'ai allumé la lampe,
el suis venu m’asseoir ici.

Le fantome de na jeunesse,
depuis qu'd neuf heures j'ai allumé la lampe
est veniu me trouver.

But the two lines of verse, even though they are composed of the same
words, do not have exactly the same meaning both times they occur. In the
first case, with “8ddexa kot tior”, (half past midnight), the idea of waiting
for something is introduced, And the words "o 'reg evwig” are like a full
stop, a moment when life seems to have stopped. The time between nine
o’clock and midnight is made up of silence, it is vacant and deadly. Whereas
in the second, and longer, stanza, "ax 're¢ evvia” marks one end of a space
that is filling up — even though it is filled with nostalgic memories, with
such melancholy that the hours seem like years (I allude to the last line:



Translation is a Strange Journey. A Few Remarks on a Recent Translation... 153

“ITwg nepacav ta ypdvia”, how the years have passed). It was, therefore,
important to respect that sort of repetition, which beats through the poem
like a litany — but the repetition is creative, not sterile, it inflects the poem,
and the changes in its course are revealing.

2. Now I would like to stress the importance for both Cavafy and
his translator of doing some work on their own language

“Translating does not mean switching from one language to another, it
means writing in your own language while lending your ear to another
person,” wrote D. Grandmont in a note to his translation.

Sometimes Cavafy invents words which are, so to speak, crosses bet-
ween ancient Greek, katharévoussa, and the Demotic tongue. He is a poet
in the etymological sense of the word, a creator. What is a translator to do?
Create another word, which also differs from the current academic idiom.
Thus in OYK EINQE (Can’t undersiand a thing), for translating yeAorw-
Séorarog Grandmont opted for ridiculissime in French, as an earlier trans-
lator: a word that is not in the dictionary (on this point, French is more
normative), but one that is perfectly understandable all the same. More-
over, it has the advantage of having a Latin root. “To enrich one’s own
language and give it other resonances, one has to look beyond it,” says
Grandmont, following up on Cavafy.

Thus Cavafy would insert in his poems, generally written in demotic,
passages written in ancient Greek. To take another example from the
Julian poems, O IOYAIANOZ OPQN OAIFQPIAN (Julien noting indiffer-
ence): the poem ends on the adage “Mndev ayav” Grandmont translates it
inta the Latin, “Ne quid nimis™. And thus, just as the poem ends, as we see it
being closed, the effect is that of an opening — on another language, Latin.
Within Cavafy's poem, as ancient Greek comes into contact with modern
Greek, it 15 renewed, and the continuity of the Greek tongue is asserted in
the passage from one to the other. The two languages are not opposed, but
complement each other. In the translation, the French also seems to open
up, it expands, resonates, is tinted by its defunct and forgotten origins.

3. Dispersion effects

As T have said, Cavafy produces the effect of an opening; but that
effect goes hand in hand with effects that give the feeling of dispersion.
This is the third point [ wish to make.
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What do I mean by dispersion?

First, a feeling of fragmentation. Witness the poet’s attentiveness to
the obscure, to those seemingly insignificant events, to the little things that
have not made History, the Aemrouépeteg (details), as in AIIO YAAI
XPOMATIETO (Of Coloured Glass). These little details are not only set in
ancient history. They are focused on in contemporary Alexandria, especially
in its dives, its side streets, its often seedy cafes (see for example ZTON
IAIO XQPO (At the Same Place). Cavafy is the poet of the margins rather
than of the centre, and not only because of the choices he makes in his
love life: as D. Grandmont put it, “the infinitesimal details are greater than
the whole” (le rien est plus grand que le tout). The details shed light on the
whole, make its meaning more evident.

This effect of fragmentation is accentuated by an impression of plural-
isation, as in a mosaic. In the poems, historical figures are shown alongside
total unknowns. These figures move through the stanzas, all producing the
same feeling of transience, even the mightiest of them: the narrative form
of the text holds them in the poem for a short while, often just the time of
an anecdote — even though the anecdote may be read as a metaphor (as in
O AAPEIOX (Darius) or EHIITYMBION ANTIOXOY BAZXIAEQY KOM-
MATHNHE (Epitaph of Antiochos, King of Commagena). As for the
others, the unknowns, they leave behind a sense of fleetingness that is all
the greater because they are swept away by the crowd (see TO 31 I X.
EXTHN AAEEZANAPEIA (In 31 BC in Alexandria), or die young. Cavafy
obsessively notes how old they were then, often in the very titles of the
poems. Thus absence reinforces the sense of impermanence.

But there are other figures besides those of the lost, and their voices
may reach us directly, for example, the imaginary poets that move through
the compilation and to whom Cavafis lends his voice — Temethos, Jason,
son of Cleandros, or the anonymous young writer in his 24th year (ENAX
NEOZX THY TEXNHX TOY AOIOY 2£TO 24ov ETOX TOY ). We hear more
than an echo of Cavafy’s voice; we feel that the poet’s lines cover other
voices, poems that continuously unravel and meander, their words circu-
lating from one poet to another, poets either real or imaginary, so that we
no longer know who is speaking.

Finally, the impression of dispersion is accentuated by the form of
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certain poems, the very cores of which the lines seem to shatter. Take EN
T2 MHNI A@YP (In this Month of Athyr).

Here the dispersion of the words on the page obviously reflects the
erosion of the ancient inscription. Elsewhere, they have other effects. In
I'IA NAPOOYN (So They will Return), the poet’s speech is repeatedly
broken by silences, suggesting the wish that the light should fade “so that
the Shades might come” (y1a vapBouv n Zxieg). And in the shade, giving
himself entirely up to his reverie (pgf8dnv), he can see more clearly than by
day. This poem illustrates the duality of Cavafy’s work on language in his
poems: it offers up something to be seen, but the words are torn apart on
the page, which introduces silences within the poem that are as suggestive
as his words are.

I have mentioned various types of dispersion — thematic and metrical,
but also linguistic, as well as the dispersion to be found even in the poet’s
biography; Cavafy never published a compilation in his lifetime, people
could only read his poems on unbound sheets of paper. All these types of
dispersion can probably be seen as reflecting a Greek world that was itself
diffuse and fragmented, especially so for a writer born in Alexandria, whose
family was from Constantinople, and who first went to Greece late in life
{at the age of 38). This poet, for both historical and family reasons, lived
on the outskirts of the Greek world rather than at its centre. This poet’s
world was, as he put it, more ‘Hellenic’ than ‘Greek’, to quote Cavafy’s
famous expression “I am more Hellenic than Greek™, which can be inter-
preted as follows: Hellenism is the sum total of all the elements of the
Greek world from Antiquity to our time, but it will always be more than
the sum of its parts. The Greek world has no continuity, apart from the
continuity of language. A poet such as Cavafy deals with this discontinuity
by calling upon all sorts of discrete figures, upon language in all of its forms.
And through his poetry, he restores the unity of a whole, though its parts
never meet.

Perhaps there was some ambiguity in the poet’s attitude to the Greek
language; this is suggested in the poem MYPHZ (Myris). On the one hand,
that language is in danger of becoming extincted the poem is about the
death of a young man, a Christian, who “recited lines of verse with a
perfect feeling for Greek rhythm” (v'anayyéAder atiyovs / e v teAeia
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Tov aiogfnot tov eAlvikov pvBuot ). On the other hand, that language is
also an alienating force. At the end of the text, the narrator, the dead man’s
unnamed lover, runs away, distraught. “I felt that, as a Christian, he had
been reunited with his people, and that I was now becoming a stranger,
more and more of a stranger” (auo8dvopouy ol evidn, Xpiotiavie, | pé
T00¢ &1K0VG Tov, Kok 7od yevopouv { EEvog eyd, E€vog moA).

One realises then that the pervasive feeling of loss and mouming in
many of these poems is produced not only by the remembrance of young
men who have vanished, or from looking back on bygone eras. It also has to
do with Greek itself, the language that the poet chose to work in (and I say
chose, because Cavafy also wrote poems in English and in French). One
way for him to keep the feeling of dispersion at bay, or at least to move
beyond it, was to take into account, when writing, all of the possibilities
that the Greek language, in its unity and disparity, can offer.

To conclude, I would like to try to answer the question I raised at the
beginning. In recent years, I have noticed that French poets and translators
have shown a keen interest in Cavafy. This may well be due to the publication
of Giorgos Savidis’ ANEKAOTA I[TOIHMATA in 1968. But that was over
30 years ago. So perhaps we should look elsewhere for the reasons of the
Alexandrian poet’s continuing popularity. I shall limit myself to an over-
view of French poetry.

Cavafy himself hinted at a family tie between French and Greek poetry,
with the poem AAAHAQOYXIA KATA TON BQAEAAIPON (Correspon-
dence according to Baudelaire), dated 1891, it was recently translated by
A. Vlachos. With this text, which also includes a translation of Baudelaire's
Correspondance, Cavafy seems to indicate the starting point of his own
poetic journey, and in the shaping of his own universe. Similarly, one finds
echoes of one of Baudelaire’s Petits poémes en prose in Cavafy’s Myris,
which I quoted earlier:

Here is Cavafy:

a1cBavopoLY T Evidn, Xpiomavic,
HE T0oY¢ Sitkols Tov, Kol mOU YEVoUOouv
E€voc eyd, EEvog mOAD

And here is the end of the poem L’étranger (The siranger), by Baudelaire:
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- Eh! qu'aimes-tu donc, extraordinaire étranger ?
- Jaime les nuages... les nuages qui passent... la-bas... ld-bas... les
merveilleux nuages !

(Baudelaire, Petits poémes en prose)

After all, there is nothing very original about a poet, bomn in 1863, quoting
Baudelaire. More interesting are the inexhaustible echoes of Baudelaire’s
poetry in the works of contemporary French poets, who explore modemity
by portraying the city in “Tableaux”, and the melanchely associated with
the loss and disappearance of the old world; these are just a few of the
themes that are taken up, cultivated, and developed by contemporary poets
like Jacques Roubaud or, more recently, Michel Deguy. D. Grandmont is
one of these poets; their poetry is about streets, passages, the moment to
be recovered, about the shadows over things that reveal them more truth-
fully than light can. Reading these poets, one thinks of Cavafy admonishing
the reader; “Don’t believe only what you see”, (Mn pdvov doo BAcmete
motevete) (in Baudelaire's Correspondence).

D. Grandmont’s work is not only that of a translator of modern Greek.
His is the voice of a contemporary poet, whose lineage, like many of his
peers’, goes back to Baudelaire. But it is neither uniform nor direct. It is
entiched by short journeys, with little deviations along the way, by moments
spent in the company of other languages, other voices, by encounters with
a poet of the shadows and the discrete such as Cavafy, for instance, who
also pondered the infinite facets of his own langunage.

Tulko3ana ir divains celojums.
Jaunakie Kavafja dzejas tulkojumi francu valoda

Iigus gadus Francija Konstantinu Kavafi pazina Margaritas Jursenaras
tulkojumos, kas pirmoreiz publicéti 1958. gada. To vertibu ce] priek3vards
un komentari, kas palidz Aleksandrijas dzejnicka uztverei.

Jaunakais Kavafja dzejas tulkojums, ko 1999. gada veicis Dominiks
Granmons aicina lasitaju tai tuvoties citdda veidd. D. Granmons pats ir
dzejnieks; vind tulko no jaungrieku valodas jau vairak neka 30 gadus.
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D. Granmona tulkojumi ir daudz tuviki originalam neka M. Jurseniras
tulkojumni un atsedz Kavafja dzejas butibu — formulveidigos atkartojumus
katra dzejoli un izmainas noskana vai panta vardu kartiba, kas bieZi pie-
Skir dzejohim epifanijas mirdzumu - iezimes, kas atklaj Kavafja darbu
valodas jomna.

D. Garmons uzpémas o tulkojumu, tapéc ka Kavafja dzeja sakrit ar
vina priekistatiem par dzejnieku, kura uzmanibai jabiit koncentrétai uz
notikumiem ielas, uz ikdienas lietam, kas izgaismo v&stun, uz noslépu-
maino, uz parejofo, uz gaismas dzirkstelém, uz visu, kas tiek aizmirsts,
bet ko valoda var, vismaz uz mirkli, atgriezt dzive.
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Three Odysseys by Cavafy, Seferis and Brodsky

Plenty of writers turned to the motifs of Homer’s Odyssey during the
twentieth century. James Joyce, Constantinos Varnalis, Eiwind Junson and
[.Kambanelis used the Homeric myth as a kind of background or starting
point, as a sort of mode] with which to compare modern events. In this
paper, [ shall concentrate on a particular approach to the subject that can
be discovered in the writings of Cavafy, Seferis and Brodsky.

Michael Pieris' has written about so called motifs of “the second
Odyssey” in Cavafy’s writings, but here I will touch another aspect of the
poet's work, that aspect which is reflected in the famous Ithaca. As we
see, Cavafy ultimately transformed the Homeric myth. If the highest value
of Homer’s Odyssey was the “day of his coming home”, votiuov fuap,
and any delay, including the one with Calypso who promised immortality
to him, annoyed him and caused him to weep, Cavafy declared that the
journey was worth any of its longings:

Zo Breic otov anyorus yioe v 16dxn,
Na evyeoat vivo pokpic o péuos.

Such a journey is valued for its adventures and knowledge and Cavafy
gives their symbaolic description, making his “catalogue of the treasures”,
T6¢ KQAES mpaydatieg, to be gathered by the traveller:

Zeviégux xon kopaddia, Keypiufapia

xai gfevois,

Ko ovika upwdika xkdBe Aoyric,

000 propeic mo apfove 18ovika pupmixa

Special consideration must be given to this repetition. Cavafy’s poems
employ ornamentation so sparingly that any repetition has a deeper sig-
nificance. Here these repetitions and these lists of things have the effect of
emphasising the passage of time, which corresponds to the idea of a long
journey. Ithaca is not the ultimate goal of the jouney {0 mpoopouds cov),
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but the end of it, which metaphorically represents the end of life. The
Odysseus of Homer strove to reach Ithaca in order to live there with his
family. Cavafy’s Odysseus wants to reach Ithaca as late as possible, to
come there as an old man, yépog me, for Ithaca will not offer him any
“new treasures”:

Hén B 1o xatalafec ot I8axes 1 onpaivouy.

This is Cavafy’s transformation of the Homeric myth.

Georgos Seferis offers another approach to the subject: he makes
Odesseus’ fellow-travellers tell the story of the journey. In Homer we can
hear just one of them, the only one whose name we know: Elpinor, the
youth who perished at Circe’s place. And it is significant that we hear this
one telling his story just after his death, when he meets Odysseus at the
edge of Hades. But this motif of the fellow-travellers who are to perish one
by one and so to redeem the coming of Odysseus to Ithaca is especially
significant for Seferis. This motif appears again and again in the poet’s
work. These “fellow-travellers” appear in the first Seferis’ book of poems:
“Z1poery” — and the most interesting is that Seferis does not tell their story
or offer any description of them. He allows them to express themselves.
This is the poem “Ot ctivipopot grov Ady™

Tewvoboayie oThg yng thv TAATY)
O’ POrYOHE KUAR

TECOUE E8O OTOL YOUTAL
avideor kot yopraror.

Later Seferis used the same word from the Odyssey, Zovipogor, Lo
describe the characters of his poem Argonautes, from his “MuSiotdpnua”™
cycle, thereby giving an expanded meaning to the title. Tt is well known
that Seferis once said of the cycle: "I wanted to write my Odyssey but it
would be Odyssey. .. the other way round” What does it mean, “Odyssey. ..
the other way round”? It is safe o assume that it means the following: if it
is the main personage, Odysseus, who tells about his adventures in Homer
(and the narration is in the first person, singular from 9 to 11 songs of the
poem), Seferis makes Odysseus’ fellow-travellers the narrators. (We'd
call them a choir if it were a tragedy.) The narrator of “MuvGiotdonua’™ is
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not I but we, which is related to the motif of these fellow-travellers. This is
absolutely obvious in the poem “Mrotilia oto adAayo™;

Edé) peoa ota Potoada Borixaue eve vipoua
xat 10 neifaje ota {apa.
To xepdioE 0 HIKPOTEPOS KL YBMKE.

Seferis himself pointed out that this o gixpérepog refers to Elpinor. So
the we of the poem is for the fellow-travellers, and we can transponate it
for the whole cycle. Take into consideration that after “Ztpopr” Seferis
avoided writing in the first person, singular. If the poet needs some kind of
speech to be articulated, he uses some masks: Stratis Thalassinos, Mattias
Pascalis. This is we not I that we see to be most often in his poems: the
poel is interested not in a hero, but in a choir. His Odysseus, the hero, feels
as he is blamed by his lost fellows and he yearns for them:

Tnv mikpa vor BAEREIS TOUS TUVIPOPOYS GOV KA TOTOVTL-
OUEVOUG HECK OTQ OTOLYEIDY, OKOPMIGUEVOVS EVory-
Eva.
Ko néoo napaeve avipeielecar pridvrog pe tow; nebo-
pEvoug, drav 3¢ provouy ma ot {wviavol fov dov
CTOUEVAV.
(“IHave o évav EEvo otiyo”)
He speaks to them and so gives us the opportunity to hear their voices:
Eueig mov timota Sev eiyope Ba tovg &ibabovue mv yadnvi.

Later Seferis wrote the poem Kikhli, one of his most mature works, as
a dialogue between Odysseus and Elpinor. In his comments on the poem
Seferis says that his attitude to the Elpinors is ambivalent, because he feels
some sympathy for them but he is to wam them: not being mean persons
by nature, these Elpinors too often happen to be the repository of evil.
Seferis does not identify himself with Odysseus or Elpinor. He feels that
there are elements of both characters in his personality, that he is both of
them. Anyway, the most significant point for this brief review is: if most
authors who turned to the Odysseus theme were focused on QOdysseus
himself, Seferis was one of the first to reflect on the fate of the anonymous
companions of the hero, the ones to pay with their lives for his return.
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The other turn of the myth is (o be discovered in the writings of Joseph
Brodsky. Odysseus is one of the central images in his poetry, one of the
mythologic doubles for the lyrical hero. This name in its Latin transcription
first appeared in the title of an early poem written in 1961: “I am Ulysses”
Here the fate of Ulysses was the mythic paradigm, the template against
which to compare the poet’s own situation. There are a few mythic doubles
of the poet in Brodsky's poems of the 60s: Orfeus, Theseus, Narcissus and
Dioscures.

However, in 1972, (the year Brodsky was forced to emigrate to the
USA), Odysseus appeared in a poem that was to be very significant for the
whole of Brodsky's later poetics  Odysseus to Telemachus. Here
Odysseus is presented as the key figure of the private mythology of the
poet. Odysseus to Telemachus has been extensively discussed by many
researchers, including myself. I have written elsewhere about Cavafy’s
Ithaca as one of the sources for Brodsky’s poem and about the motif of
canine faithfulness that links together the poems related to the Odysseus
theme?. We find the same motif in Brodsky's The stop in a desert (1966)
and in The Tower, from the cycle Post aetatem nostram (1970), where it is
partly developed and transformed. And this motif is presented in every
Brodsky's poem where the Odysseus theme is explicit:

Mbr yxe He yBHAHMCA — NOTOMY,
YTO (OHIHYECKH CHABHO ITEPEMEHIIIHCS...
H cobake ¢ KOpMHIHUEH He Y3HATb
110 3311aXy HJIH DYOLY MDHIIC]TbUA.
( Tericps, 3Hag muoroe o moceH... [954)

H noamumer 6apboc Aad Ha BeCs MPHYAN
HE [IPH3HATHCH, 9T0 PAX, 4 YTO QAHYAN.
AXovews, cxkHHb © ce0d NPOROTEBUIHIA XM,
HO MIPHCIYTa MEPTBa ONTO3HATh TBOH HipaM.
(Hraka, 1993)

Both poems make use of well known episodes from Odyssey: Odys-
seus, transformed into a senile beggar by Athena, is recognised by his dog
(Odyssey XVII 291-326); later he is recognised by his old nurse because
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of the scar on his leg (Odyssey XIX 335-507). The last passage is the same
one where it is mentioned that the hero's grandfather, Autolycos, gave
Odysseus his name, — and that is espectally significant for us. In the Greek
tradition this name was related by its sound with the verb to be infuriated
and was thus interpreted as a magical cause of the fury of Poseidon that
pursued Odysseus.

In Brodsky, this comparison with Odysseus is to symbolise, in spite of
the Homeric prototype, the impossibility of any return and, because of this
impossibility, the undesirability of returning, finding the motherland, the
beloved, the son — the undesirability of any canine faithfulness. However,
side by side with this Odysseus, there is another personage in Brodsky’s
later poetry (after 1972), who is called by the pseudonym used by
Odysseus in Homer: Nobody. It is this one who is to be supposed the real
mythologic double of the lyrical subject. We find this Nobody for the first
time in the poem The Lagoon (1973):

H Bocxoaur B cBOH HOMED Ha O60pT 110 TPy

MOCTOSICH, HECYIHH B KapMaHe rpanmy,
COBEPUICHHBIH HHKTO, Ye/JIOBEK B MAALLE,

OTEPARILHI [TAMATH, OTYH3IHY, CAIHA...

The correlation of Nobody to Odysseus is stressed by his characteristics:
“lost his memory, motherland, son...” According to the myth, Odysseus
pretended to be mad in order not to go to the Trojan war: he ploughed his
field and sowed it with salt. Here is one of explanations for the “loss of
memory” in the Brodsky’s verse’. This pretence of Odysseus was exposed
by Palamedes the Wise, who put the baby Telemachus in the path of
Odysseus’s bullocks. Odysseus stopped and had to go to the war, to leave
Telemachus and Ithaca for twenty years. This motif was used by Brodsky
in his other poem Odysseus to Telemachus:

Tor # ceffyac yxe He TOT MAageHel,
nepes KOTOPEIM A CAEPXaT Obiko8.
Korna 6 He Hanzamen, Mbr XHIH BMecCTe.

In Homer, Odysseus used the fictious name Nobody to save his life
when he was escaping from the terrible cyclops. As a result, he was able to
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return to Ithaca. In Brodsky this perfect nameless, perfect nobody is a kind
of anti-Odysseus, who has lost all memory of his motherland and cannot
imagine any return, even a negative one (as Odysseus in the poems
mentioned above).

The same motif of nameless, lost identity appears in the poem Bar-
bizone Terrace (1974), where the Trojan horse addresses Odysseus, his
inventor. But all these mythological allusions are ironically deflated in the
poem:

Heboastnag aemresas rocranyna 8 Bamnarrowe.
Hocroansisr Xpanar, He CHHMAS Ha HOYb

YEPHEIX OYKOB, 4T00 He BHAETH CHOB,

Hopree ¢ nuevamu rsxesoaraera

JAHCTACT KHHIY XHIBLUOB, JIOOYACH
BHYTPEHHOCTAMH TpOSHCKOro MOIEPXIHHOIC KOHA.

IHexecr xkuznnoBoro kycra
OIIVIIAET CHASAINErO Ha BEPAHAE
YEeT0BEKA B KOPHYHEBOM.

The following text provides us with an opportunity to see the man in
brown as a synonym for Nobody:

Senernas nurKa, cAeAoM 33 roayboso,

CTAHOBHTCA CEPOH, KODHYHEBOH, HHKAKOIO.
{(drH pacrnaeraroT TPAMOYKY,
corkansyio Tobow... 1950).

Again the man in brown and nobody are encountered in the poem In
the mountains (1984);

Ts1, B KODHYHEBOM H4/BTO,
A, HCYAABE PACITPOIIXK.

Tor — HHKTO, H 5 — HHKTO.
Buecre mbr — novrH nedzax.

“Together we are a kind of landscape”, because the motif of “the body
in the raincoat” is developed in the motif of “some thing”, in the triumph
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that is proclaimed of the object over the subject. In accordance with this
principle the speech in the first person is replaced with objectified descrip-
tion. Thus, I is to be replaced with a person:

Henosex paMeiiLISeT O CODCTBEHHOH XKHIHH,
KaK HOYb O JIAMITE.
{Konsibensrnas Tpeckosoro moica),

HYenopex npespaiuaercsa B opox fiepa o OyMare...
(Texabps Bo DropeHLiHH).

Our last example demonstrates that here we are dealing with a method,
with a replacement, and not with a generalisation. And Nobody is another
way to replace me as we see later.

At last, in Brodsky’s Vita Nova (1988) the whole collection of these
motifs is pulled up together, starting from the addressing to another text of
the author:

Tlpeacrass, 4To BOHHA OKOHYEHA, YTO BOLADHICA MHD.
Cr QOdysseus to Telemachus:

Mo Teremak,
TposiHckas BosiHa
OKOHYEHA.

The Odysseus theme is made explicit in Vita Nova in the mention of
Penelope’s qualities, horizon and a sail. And here we find the familiar motif
of the double in a form that clarifies other variations on the same motif:

H ecrn k10-180yaE cripocnt: “KkTO TH?” OTBETH: “KTO A,
g — HukTO”, Kax Yauce Hexoraa Hoawgemy.

There is one more complex of motifs to illustrate our general concep-
tion of Brodsky’s development of the Odysseus theme in Vita Nova:

B HoBo# XH3IHH, B FTOCTHHHIE, TH, BSIXOAS H3 BAHHOH,
KyTasacs B IPOCTEIHIO, BLIITAAHILE KaK TACTYX
YeTBEPOHOIroH Mebei, XeAe3HOH H AcPEeBIHHOH.

On the one hand, the hotel and wrapping into a sheet correlate to The
Lagoon, Barbizon Terrace and The Cap Code Cradle, with their anti-Odysseus
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and Nobody characters. (So Vita Nova shows that these characters are
really related to the Odysseus mythology.) On the other hand the shepherd
in the context of the mythology would be related to Eumeus — the faithful
servant who was the first to meet his master on his native island. But this
means that we can read the earlier poem Palangen from The Lithuanian
Divertissement (1971) as one of the same cluster of motifs. The Biblical
allusions of the text are obvious. Nevertheless this king in exile could be
Odysseus:

Hom pasrpabren. Craaa y Hero — CBE/IH.
Chitia IpgyYer AacTyx B rIyOHHe Nelepsl.

This description is the proper picture of the course of events on [thaca
up until the moment of Odysseus’ return: Telemachus, fearing the insidious
bride grooms of Penelope, comes back from his search for his father not to
his home but to the faithful Eumeus, where he meets his father. (By the
way, according to Homer, their general crime was that they were ravaging
Odysseus’ home, destroying his main treasure — the herds — for feasts.) On
the other hand, the mention of “the shepherd of four-legged fumiture”
relates the poem to the long list of others which develop this mytholegy of
furniture. Here we give just one example, an earlier one: the association of
the beloved with her armchair in Farewell, mile Veronica (1967). This is
especially interesting, in that the term for the parting of the lovers in the
poem was the same as that was for Odysseus: 20 years. Here the returning
and the meeting (however, this is not the meeting of the heroine, but of her
armchair) are treated as real possibilities:

Tax yr0 MHe He B3HpPATh, KAK B ITOA00HEIE JIHUA,
Ha [ToXoxXHe Kpecaa ¢ Tockoi YaHcca.

Chronologically, this is the second mention of Ulysses/Odysseus by
name in the earlier poems of Brodsky. In light of the other texts mentioned
above, this poem gives us the proper key to describe the development of
the Odysseus theme in Brodsky’s poetics: from the canine faithfulness of
The stop in the desert to the mythology of the furniture, then again to the
canine faithfulness in The Tower, the plundered house of the exiled king,
while his son is sheltered by a faithful shepherd (Palangen), and finally
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the emotional explosion in Odysseus to Telemachus. In the later, more
complicated poetics these motifs are interchanged with the theme of the
double-Nobody.

In the especially rich imagery of the poem For the theatre (1994—1995),
this Nobody is identified with the self, on a journey without any end in
sight, but vaguely feeling that the path leads not homewards but to Hades:

A He 3Ha10, KTO 8, rAe MOS POIHA.
H naxe mecroumerne aig MEHT -
aumeaee. Kax yuciro 418 AHA.

H MHe vacro kaxercsa: s — HHKTO...

The prison tower appears in the poem again. As for the dogs, they are not
a symbol of loyalty but of betrayal, being a cause for a wrongful judgement
and an absurdly cruel sentence. So, according to Brodsky, Odysseus ends
his journey in prison:

Yauamuwe, no CyLiecrsy, oTBerT

HE XKKAY Oyayuiero npoaesrs
B HCTOPHIO. ..

Ho ucropus — Mpamop M HHKaKHX rBozacH!
He npottner! Kak sror Baur npoxitHAcH!

The correlation of I and Nobody in this context has to be interpreted as
the identification with everyman, with the choir.

So the three great poets have transformed the Homeric myth: Cavafy’s
hero prefers the lasting journey to the return home; Seferis’s heroes are the
companions of Odysseus who perished on the journey and would never
return; Brodsky’s Odysseus rejects even the possibility of returning home,
while the anti-Odysseus, Nobody, comes to the realm of the dead in the
end, the realms from which Homer’s Odysseus was able to escape. Cavafy
just touched the myth; as for Seferis and Brodsky, for them these Odyssey
themes have become central themes of their private mythologies.
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Odiseja tels Kavafja, Sefera un Brodska dzeja

Homéra “Odisejas” mitu motivi un teli vairakkart un daudzpusigi
izmantoti XX gadsimta literatora. Pasaules dzejas mantojuma gluZi vai
par hrestomatiskiem uzskatimi gricku dzejnieku K. Kavafja un J. Sefera
dzejoli, kuros iestradats mitiskais materials; pie 14 arvien savos dzejolos
atgriezies ari J. Brodskis.

AtSkirigs ir 3o triju dzejnieku skatijums uz “Qdisejas” simbolisko bittbu,
daZida ir mitu elementu piesaiste sava laika, vides un personiskajai pie-
redzei.

K. Kavafis (1863-1933) Odiseja ceJojumu atkldj ka dzives, cilveka
bagatas pieredzes ceju, kur Itakas — Odiseja dzimtas salas - sasnicgiana ir
81 gara, vEéraga cela gals: baudams ir pats celS.

J. Seferim (1900-1971) savukart bitisks ir tie§i Odiseja ce|abiedru me-
tivs, nevis atsevisks individs. Vina dzejas subjekts ir “més” un, izmantojot
antikas tragédijas jeédzienus, varétu teikt, ka dzejnieks izce] kori un ta
viedokli, nevis kadu vienu galveno varoni. Sai zina Seferis Odiseja motiva
izmantotdju loka ir origindls, jo citi autori tradicionali identificgjuii sevi
tied) ar Odiseju.

Citu mitiska materidla parstrades aspektu atklaj J. Brodska dzejo}i, kuros
Odisejs ir liriskd varona mitologiskais dubultnieks. J. Brodska dzeja (ipasi
pec 1972, gada, kad dzejnieks bija spiests emigret) odisejiskds aliizijas sais-
tas ar domu par nespéju (un zinama méera arl nevélélanos) atgriezties ma-
jas, dzimteng. Zimigi, ka Brodska liriskais varonis atzist, ka vin3 varétu bit
‘neviens’ — tiei ta sevi nosauca mitiskais Odisejs, kad vajadzgja apmanit
briesmigo kiklopu Polifému. Pie tam, sasaucoties ar Sefera radito interpre-
taciju, ari Brodska dzeja jausama vélme ‘nevienu’ identific&t ar més, maju
zudumu uzlikojot ka ikviena cilvéka likteni musdienu pasaulg.



ANNA BORISOVA (RUSSIA)

Iambic Entekasyllabic Metre in Greek
and Russian Poetry

Greece and Russia are closely connected in many fields of human
activity. Political, commercial, cultural and scientific connections have
been developed for centuries between these countries. Though it may
seem strange, Greece and Russia have some common points in such a field
of science as metric. Moreover, it appeared possible io apply to Greek verse
the laws that were invented in Russian verse.

The metric is one of the oldest fields of philology. The problem of
correlation between verse and language — to which extent language factors
predetermine poetical system used in this verse — is one the most important
problems of metric.

Trying to solve this problem Russian scientists have been using statis-
tics already from the 19th c., but they began to apply mathematical calcu-
lations to systematical elaboration of the verse theory and history only in
the early 20th c. The first decisive step in this direction appeared to be the
research of Russian iambic tetrameter made by Russian symbolist poet
Andrey Bely. In his book, Symbolism A. Bely' expressed the idea of pos-
sible formal analysis of verse. Russian scientists (such as Zhirmunskij?,
Tomashevskij?, Taranovskij*, Kolmogorov?, Proxorov®, Gasparov’, Krasno-
perova®) kept on elaborating and improving statistical methods in metric
using data from different fields of science, e. g. linguistic, study of literature,
mathematics.

The main aim of my research was the application of the so-called
Russian method of mathematical statistics to analysis of rhythmic of
iambic entckasyllabic metre, one of the most popular metres of Greek
poets. [ have traced the development of this metre from its first appearance
in the 16th c. till the poems written in the 20th c., i. e. the 16th c. — the
sonnets and octaves of unknown Cypriot poet®, the poems of Crete
Renaissance the 17th c. — poem Shepherdess of an unknown author'?,
choral songs of Xortatsis’ tragedy Erofili "', a prologue and choral songs
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of Troilos’ tragedy King Rodolinos'?, early 19th c. small poems and the
poem Lambros of Dionysios Solomos '3, the late 19th c. — early 20th c.
poem Gold bed, The song of mountains and fragments from the poem In
the country that armed of Kostis Palamas ', early 20th c. — sonnets and
quatrians of Kostas Kariotakis'’, and the poem Cistern of Giorgos
Seferis 'S,

The principal attention in my research was to stress that is the most
important component of the whole rhythmic outline. As far as there is no
clear tradition of calculation of stresses in verse, in order to find out the
status of rhythmical words in New Greek verse the classification of rhyth-
mic units, worked out by V. M. Zhirmunskij for analysis of Russian verse
and re-casted and supplemented by A. N. Kolmogorov and A. V. Prohorov,
was used.

For Greek iambic entekasyllabic metre, 15 rhythmical forms were
picked out — lines with different arrangement of stresses on even syllables,
for example, the first form with siresses on every even syllable, the second
form with absence of stress on the first even syllable, etc. In addition,
stresses on odd syllables were examined, that are considered to be out of
outline for a iambic metre. As a kind of generalized rhythmical characteristics
of verse, stress profiles were made — sequences of nurnbers that show sequen-
ces of stresses on every even syllable. The stress profile is considered to
reflect the whole impression of the verse rhythmic that one gains after
having read the poem.

Two types of stress profiles are traditionally distinguished by scientists:
framed and undulate. The first one has bigger frequencies of stresses on
‘outside” even syllables (i. e. first and last) and lesser on ‘inside’ even sylla-
bles (i.e. second, third and fourth). The second one has bigger frequencies
of stresses on the first, third and fifth even syllable and lesser on the
second and fourth. The undulate stress profile appears under the influence
of the law of regressive accentual dissimilation, invented by C. Taranovski
for disyllabic metres in Russian verse. This law was formulated like this:
more stressed and less stressed even syllables exchange in turm from last
one to first one, while the differences between them reduce gradually at
the expense of increase of stresses’ amount on less stressed even syllables
and its reduction on more stressed even syllables. We can compare such a
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stress profile with a wave that runs away and returns, again, i.e. like ebb
and flow at the sea.

The comparison of stress profiles made for each poem mentioned above
revealed that in Greek iambic entekasyllabic metre in general the outline
of the second hemistich remains unchangeable along the whole length of
existence of this metre from the 16th c. to the 20th c. It is characterized by
undulate stress profile. The main variations concern the first hemistich. In
the poems of Crete Renaissance and Kariotakis the undulation remains in
the first hemistich too. So, we have all reasons to suppose that in this case
the law of regressive accentual dissimilation is valid. In poems of Cypriot poet,
Solomos, Palamas and Seferis there is no undulation in the first hemistich.

In order to find out the reason of absence of this undulation in the
poems of poets mentioned above | have to say some words about Greek
language situation.

From the period of early Middle Ages, the big part of Greek territories —
mostly islands, like Cyprus, Crete and ¢. — came under strong influence of
the Italian language and culture. And this influence was really so strong,
that for many people Italian became the second mother tongue, and for
some of them may be even the first.

For example, anonymous Cypriot poet wrote his poems, that are con-
sidered to be among the best in Greek poetry, by Greek letters, but in phonetic
script, 1.e. he could not spell words in Greek, though he had a perfect
command of it (we can see it from his poetry). There is no doubt that he
knew perfect Italian: his poems are in fact translations of Italian poets and
there are even poems, where lines in Greek and in Italian take turns.

National Greek poet, Dionisios Solomos, who is considered to have
been the creator of literary Greek language, knew Italian better than Greek
and wrote poems in Italian with much more ease than in Greek. But who
knows now Italian poet Solomon, though we all know great Greek poet
Solomos.

So taking into consideration that Cypriot poet’s verse is to all appearances
adaptations from Italain poets, Petrarka, Ariosto and c., and ltalian was
Solomos’ mother tongue, a hypothesis was formulated that the thythmical
outline of the first hemistich in poems of these poets came under the influ-
ence of Ttalian iambic entekasyllable. The correctness of this hypothesis
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was checked by comparing of my results with Gasparov's data about
Italian verse of the same periods.

The comparing of thythm of halian and Greek iambic entekasyllable
made it evident that Italian poems of Petrarka and Ariosto exerted influence
on the rhythm of the first hemistich in poems of Cypriot poet, and
Solomos’ poems (in the first hemistich too) came under the influence of
the Italian poets of the 18th c.

Besides, it was found out that there are less stresses on odd sylables in
Greek iambic entekasyllable in general than in the [talian one.

We may imagine that writing a poem, Cypriot poet, Solomos heard the
pulse of the Italian rhythm, but they used Greek words, therefore even if
the rhythm of the first hemistich turned out to be the same as the Italian
one, the rhythm of the second hemistich tumed out to be the same as it was
and will be in Greek poetry before and after them.

As for Palamas and Seferis, they chose unconsciously either one or
another trend that has existed by then in Greek verse or may be they
consciously experimented with rhythm. That is why in some Palamas’
poems there is undulation in the first hemistich too and in some not, and in
Seferis’ poem there is almost none.

So we may draw some general conclusions: each national verse system
as a rule is based on the properties of its own native language, therefore
borrowed metres do not remain unchangeable. There is in fact much Jesser
connection between Greek and Italian metrics than scientists usually accept
to exist. [talian verse is more syllabic one and does not have such a strong
tendency towards the arrangement of stresses as Greek verse has which
evidently tends to be an arranged syllabic-tonic verse as Russian one is.

Everything mentioned above let us draw a conclusion that there is such
a deep connection between Greek and Russian language that it even influ-
ences the rhythm of the verses.
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Jamba vienpadsmitzilbnieks gieku un krievu dzejas
tradicija
Griekija un Krievija ir ciedi saistitas daudzas jomas. Politiski, tirdznie-
ciski, kultdras un zinatnes sakari ir attistijudies daudzu gadsimtu laika. Pat
izpratné par dzejas metriku Griekijai un Krievijai ir saskares punkti.
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Metrika ir viena no senakajam filologijas nozarém. Jautajums par ko-
relaciju starp varsmu un valodu — kada apjoma valodas faktori ietekmé
varsmas lietoto poétisko sistfmu - ir viena no butiskakajam metrikas
problémam.

Méginot noskaidrot %o jautdjumu krievu zinatnieki jau no 19. gs. lieto
statistiku, bet matematiskis metodes varsmas teorijas un vestures izpéte
sistematiski tiek lietotas tikai no 20. gs. sikuma. Pirmais biitiskais solis
§aja virziend ir simbolista Andreja Belija pétijums par krievu jamba tet-
rametru. Gramata “Simbolisms” A. Belijs izsaka domu par varsmu f{or-
malo analizi. Taja pa3a laika daZi citi zinatnieki turpina statistikas metoZu
izstradi metrikas pétniecthai, lietojot citu nozaru metodes. Nopietnu iegul-
dijumu krievu divzilbju metru pétnieciba ir devis Kirils Taranovskis, kurs
ieviesa akcenta regresivas disimilacijas likumu.

S pétijuma uzdevums ir ta saukias krievu statistiskas metodes pielieto-
jums, petot jamba vienpadsmitzilbnieku, kas ir viens no iecienitikajiem
grieku dzejnieku metriem. Petfjuma ir ieziméta §1 metra attistiba no ta
paradiSanas 16. gs. lidz pat 20. gs. dzejai, . i., nezindma kiprieSu dzejnieka
darbi no 16. gs., Krétas renesanses dzeja, Dionisija Soloma, Andreja
Kalva, Kosta Palama, Kosta Kariotaka un Jorga Sefera dzeja.

Petijuma rezultala ir iegiili vispangi ritmikas pamatprincipi, kas pakjau-
jas akcenta regresivas disimilacijas ikumam, vismaz attiecibd uz otro pus-
rindu. Attiectba uz pirmo pusrindu atkl3jas daZas problémas, jo likums
darbojas tikai Kretas renesanses un K. Kariotaka dzeja. Attieciba uz Kipras
dzejnieku, D. Solomu un A. Kalvu 30 atvirzi var skaidrot ar italiedu dzejas
ietekmi, kas bija spéciga gan Kipra 16. gs., gan Jonija salas 19. gs. K. Pa-
lams un J. Seferis neapzindti izvélgjusies vienu vai otru grieku tradicija
jau pastavo3u modeli.

Saikne starp grieku un italie3u dzeju ir daudz mazaka neka tradicionali
tiek uzskatits. ItalieSu pants ir daudz sillabiskaks un taja vzsvaram ir daudz
mazaka nozime neka grieku dzeja.

Nemot véra visu iepriek3 teikto, var secinit, ka starp krievu un grieku
valodu ir Joti dzila saikne, kas izpauZas ari dzejas ritma.
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Mits par Trojas karu Zana Zirodi interpretacija

“Trojas kara nebiis” — ta savu ar 1935. gadu dat&to lugu nosaucis fran¢u
intelektualas drimas pamatlicéjs Zans Zirodi (1882-1944). Nosaukums
Skiet klaj8 izaicinajums visgudra lasitaja vai skatitdja erudicijai, jo it ka
tiecas apstridét ne tikai vienu no klasiskis mitologijas popularakajam epi-
zodem, bet ari noliegt tadu visvarenu zindtnu ka véstures un arheologijas
sen apstiprinatus atzinumus. Tomér, lai gan Z. Zirodi ar $adu interpreta-
ciju neapSaubami ir ré€kinajies un pat uz to cergjis, minétais traki€jums
skar tikai dramaturga ieceres virskartu. Batiskais atklajas nosaukuma un
lugas teksta kopsakaribas — cilvéka un liktena attiecibas. Par to, kurs no tiem
beigu beigas gist virsroku — cilvéks vai liktenis, tad ari turpmak 3aja apcerg.

Trojas kar§, protams, notiek ari Z. Ziroda interpetacija. Tau — atSki-
riba no vairuma pazistamako literaro darbu, kuros izmantots Trojas kara
motivs (Homérs, Eiripids, Vergilijs, Rasins), — Z. Zirodi lugas darbibas
laiks ir nevis kara norise vai notikumi p&c Trojas krifanas, bet gan diena
pirms kara sikuma. Helena, protams, ir jau nolaupita, grieku kugi pie
Trojas krastiem jau izmetusi enkurus, bet — iesp&jams — kaut ko vel var mai-
nit un kaut ko vél var glabt.

Lugas pirma fraze ir gaviléjoSs Andromahes izsaukums, kas dalgji atkarto
nosaukumu: “Trojas kara nebils, Kasandra!” Tas, protams, ir anahronisms,
jo — at8kiriba no sarunu biedrenes — Andromahe nav parege, vina nevar
zinat to, ka meés reiz dévésim karu, par kura nenotik3anu vina ir tik par-
liecinata lugas sakuma. Z. Zirod notvéris laika spridi, kas it ka palicis
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arpus mita intere$u loka, lai tadéjadi pateiktu, ka Trojas kar$ bija gan, bet
ne tads, kadu més to iedomdjamies, jo Cetrus gadus pirms Otra pasaules
kara sakuma Z. Zirodil izpratng batiskaka par kara norisi vai ta sekam ir
motivacija, kas liek karu uzsakt, ki ari iesp&jas karu noverst.

No griecku mitologijas aizguta fabula lieliski pak]aujas interpretacijai
tiefi tipéc, ka ir visparzinima, lugas nosaukums un tas personaZu vardi
vien savlaicigi izraisa noteikias, jau iepriek$ paredzamas asocidcijas, kuras
saistitas ar Arpus lugas robezam (Homeéra eposos un Eiripida tragédijas,
pieméram) paliku3ajiem t€liern un notikumiem, bet autora ar noluku radita
neatbilstiba origindlam noteikti piesaistis uzmanibu un mudinas meklet
§is neatbilstibas iemeslus. Tadé] galvenais Z. Zirodi dai|rades panémiens,
izmantojot tik popularu motivu ki Trojas kar§, ir nevis korekcija fabulas
limeni, bet gan akcentu parbide no visparpienemta uz pilnigi citu problému,
citu konfliktu un galu gata — uz pilnigi citu ideju. Z. Zirodu ir paradoksu
meistars, kur¥ prot ne vien atklat universalu t8mu, bet ari to paradit smal-
kas niansés, rotalajoties ar apburofam detalam, negaiditiem pav&rsieniem
un savdabigiern anahronismiem — Jugas teksta iepitam francu sadzivei rak-
sturigdm nians€m.

Jau savu varonu pirmaja dialoga (tas norisinds starp Hektora sievu
Andromahi un vipa masu — paregi Kasandru) Z. Ziroda sniedz arkartigi
precizu un vienlaikus pogtisku situicijas raksturojumu. Diena pirms kara
sakuma ir tik brinumjauka, ka Skiet — laime krit par pilsétu ka sniegs. No
katras zvejnieku biidipas atbalsojas tik tikko dzirdami gliemeZvaku Cuksti,
no karagajiena nupat atgriezies kareivis aprmilo pie pilsétas miira sastapto
kakenu, un pat katrs pilséta mito$ais paralitikis nespgj sevi izteloties citadu,
ka vien nemirstigu esam.

Tagu Kasandra saka: tie¥i ¥adas laimigas dienas médz atnakt liktenis.
Vina, protams, zina, ko runa, turklat Kasandra — at3kiriba no citiem mirsti-
gajiem — zina ar to, ka liktenis ir paitrinata laika forma jeb — ja izmanto-
jam Z. Zirod lietoto metaforu — liktenis ir guloSs tigeris. Tikai pagaidam
nav zinams, vai 3is tigeris snauZ $aipus vai vippus Trojas vartiem un kad
vind bus gatavs l&cienam.

Z. Zirodii sava luga rada dienu, kas patie$am ir lizuma punkis trojiesu
dzive. Nupat no veiksmiga karagajiena atgriezies Trojas karaspéks. An-
dromahe, beidzot atkal tiekoties ar savu karsti miloto viru, valdnieka
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Priama délu Hektoru, iztauja vipu par sev nesaprotamam lietam — par kara
neizskaidrojamo pievilcibu, kas, neraugoties uz to, ka tas neizb&gami sais-
tits ar 3ausmam, divaina veida vilina lielako da]u virie3u un klust par tadu
pasu vinu dzives sastavdalu ka mijota sieviete un b&mi. Andromahe jauta,
vai Hektors mil karu, lai uzzinatu, kads biis vipas vel nedzimuais déls,
kur$ noteikti lidzinasies savam tévam. [zradas, ka pedéja karagajiena laika
noticis savdabigs lizums gan visa karasp€ka, gan katra atseviSka kareivja —
art Hektora — apzina. Lidz §im jebkuram trojietim kaujas lauka 3kitis, ka
vin$ nogalina sev pilnigi pret&ju, gluZi abstraktu biitni — ienaidnieku, vien-
kdrdi vienu no daudziem. Saja kauja Hektors un vina cipu biedri iepazin-
udi lidz §im vél neizjustu dzivibas ka augstdkas vértibas pardzivojumu —
durot 8k&pu pretinicka krutis, Hektoram 3kitis, ka vin$ izdara pa¥navibu.
Tade| — neraugoties uz uzvaru — tiem, kuri pec ¥is kaujas palikust dzivi,
vzsakt jaunu karu kiet nepiededami, un Hektors lugas gaita visiem spé-
kiem cenSas iesp€jamo karu atvairit.

Sakuma Hektoram 3kiet, ka to izdarit ir viegiak par vieglu, ipasi tadg},
ka ari ¥aja luga Z. Zirodil izmantojis savu iecienito un allaZ virtuozi izman-
toto panémienu — saglabajot tradicionalas fabulas vispargjas Iinijas, batiski
mainit akcentus par visparzinamam uzskatitajds varonu savstarpéjas attie-
cibis. Ir pienems, ka Arejs un Afrodite allaz ir 1idzas un Trojas kar§ notiek
milas dé]. Tacu jau lugas 1. aina tiek noskaidrots, ka Parids vairs nemil
Helenu un ari Helenai Parids jau apnicis. Vinu attiecibu pamata ir mirk|a aiz-
rauSanas un visai laiska JauSanas notikumu gaitai vélak, tade] Hektoram,
izmantojot savu autoritati, nenakas griiti abus pierunat Skirties. Tomér izri-
das, ka visu iz3kir nevis Skietamo milétdju Parida un Helenas attiecibas,
bet gan noteiktas Trojas iedzivotaju dalas parleku liela vajiba pret grie-
kiem nolaupito skaistuli. Tiesa gan, sievietes Helenu necies§, turpretim visi
Trojas vecuki — pat cienijamo valdnieku Priamu ieskaitot — vinas dg| ir ka
bez prata. Kop¥ Helenas iera3ands par dienas galveno daju sirmgalvju
uztver€ kjuvusi Helenas pastaiga. Sim bridim vini gatavojas jau savlaicigi,
jo nepiecieSams ienemt pec iespéjas labaku novéro3anas punktu, turklat
vigu vecumd ir visai griti apbrinot un skala balsi slavinat vienlaikus. Tadél
Z. Zirodi rada gluZi grotesku ainu, ki veduki, kas citos apstakjos diezin
vai sanemtos izkustéties no Supu]krésla, parliecigas piepiles dé] piesar-
ku$am sejam un baltam bardam plandot, rik§o pa kapn&m augsup un lejup,
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lai vienlidz labi vargtu baudit skatu, kddu piediva gan Helenas brinum-
jauka seja, gan slaidas kajas, un vienlaikus — nemaz nerékinoties ar savam
visai vajajam atsevi¥ku lidzskanu izrunas spgjam - kliegtu sparigas urra-
vas Trojas jaunajai Venérai.'

Helenu dievina ari viet€jais eksaklo zindtnu parstavis Geometrs un miizu
kalps dzejnieks Démokoss. Nepavisam nav saprotams, ki Troja spé&jusi
pastavet pirms grieku skaistules ierafanas, jo tikai Helenas brinumdailais
téls ainavai pieSkiris Istenas proporcijas un dzivei patiesu cildenumu. Tikai
tagad Trojas zindtnieki iepazinudi §is pasaules dimensiju 1steno etalonu -
vairs nav nepiecie§ami ne metri, ne grami, eksisté tikai Helenas soli, Hele-
nas delms, Helenas balss un skatiena speks. Ari Démokoss tagad sp&j skan-
d&t odas, tikai skaistas Helenas iedvesmots. Par godu nesenajai karaspéka
veiksmei vind iecer€jis jaunu dzejdarbu, kura tiks izmantots vél nedzir-
dets, gluZi origindls papémiens — kara un daijas Helenas salidzindjums.
Cildino3a nozimé, protams.

Gan mitologija, gan ari literatiiras iedibinatas tradicijas piedava atskiri-
gus Helenas téla traktéjuma variantus. Helena var biit gan skaista sieviete,
kas savas vajibas dg] gadiem ilgi spiesta klausities JauZu nievas un pati sev
parmest vieglpritibu un negodu, gan patmiliga neliete, kas paslabuma dg|
gatava uz visu, turkiat, pateicoties savam skaisturnam, spgj tit ap pirkstu
pat virieti, kur§ tikko bijis gatavs vinu akmeniem nométat, gan ari ir tikai
figurina spelg, ar kuras paltdzibu izklaid€jas vai savstarp€jos rékinus karto
Olimpa dievi.

7. Ziroda, lieliski apzinidamies §is dazadas traktgjuma iespéjas, izvei-
dojis pats savu Helenas téla variantu. Lugid “Trojas kara nebiis” netiek pie-
minéta Helenas dieviskd izcelSands (proti, tas, ka vipa ir pafa Zeva meita),
tadu tiek akcent&ta mita otra nianse — Helenas dzim$ana no putna. Tadé-
jadi, mentali badama pa pusei putns, pa pusei cilvéks, Helena ir tik tilu no
isti cilvéciskas pasaules un no cilvécibas vispir, ka milestibas un pa3aiz-
liedzibas pilnaja Andromahé spéj radit tikai baismas. Helena nespégj izjust
Zelumu ne pret citiem, ne ari pret sevi, [ai gan pati lieliski zina, kas ir trii-
kums un nelaime. Helena vienkar3i eksist€, un ar to vinai pilnigi pietiek.
Helenai piemit ari kada neparasta IpaSiba — vipa zinama meéra spgj pare-
dzet nakotni. Tas notiek ti. Parasti vinai ir |oti slikta redze, tapéc ir griti
pamanit cilvékus un priekimetus, redzamas tikai vijas aprises; tatu



Mits par Trojas karv Zana Zirodi interpreticija 179

gadijumos, kas saistiti ar bitiskiem liktena pavérsieniem, Helenas redze
k]ust neparasti asa, un vina spéj saskatit pat nakotnes notikumus. Pieme-
ram, savu viru Meneldju, pat viskofakajis dranas teérptu, vina nekad nav
varéjusi isti saredzét, turpretim Paridu pamanfjusi uzreiz. Tagad Helena
redz kadu dego3u pilsétu. ..

Viens no lugas “Trojas kara nebils” varoniem dzejnieks DEmokoss
svinigi saka, ka Helena ir simbols. Tomér DEmokoss, tie§i tapat ka Priams,
(Geometrs un naskie Trojas veCuki, skaisto griekieti uztver tikai ka plas-
tisku t€lu — vizuala daijuma un aréjas harmonijas iemiesojumu. Helenas
un kara salidzindjums Démokosam ienicis prata tapat vien, labskanibas
de|, tafu zimigi, ka ne tikai daile, bet ari kar$, vinaprat, ir kaut kas cildens.
Kar$ ciedi saistits ar goda un ciepas izpratni, turkiat personigais un jo ipadi
ta dévétais nicijas gods Démokosa un vél daudzu citu trojielu izpratné ir
kaut kas lidzigs sv&tajai govij. Pat ja Helenu atdotu griekiem un grieki
biitu gatavi mierigi doties majas (starp citu, vini to ir soljjusi), uzsakt karu
biitu Trojas piendakums, jo grieku karakugi iepretim Trojas miriem ir ne-
pareizi noenkuroti un — saskani ar starptautisko konvenciju — tas ir rupj$
apvainojums.

Vai tadé| Trojas kar§ biitu neizbegams?

Z. Zirodd interpreticija karu vélas tie, kas ~ lidzigi ka lugas sakuma
minétie pils€la mitosie paralitiki — nespgj sevi izt€loties citddus, ka vien
nemirstigus esam. Tie, kuri apzinas dzivibas vertibu (Hektors, kur3 zina,
ko nozimé dzivibu gemt, Andromahe, Hekabe un citas sievietes, kuras
apzinas, ko nozimé dzivibu dot} izmisigi cinas pret §o apmato pasauli un
mégina likteni parspét vai vismaz piemanit.

Luga “Trojas kara nebiis” liktenis tick piemingts uzkrito$i bieZi, un tas
nav tikai temats varonu dialogos. Lugd darbojas vairaki liktena reprezen-
tanti — parege Kasandra, kurai lemts pravietot tikai Jaunas véstis, bet 12. aind
uz skatuves pariadis dievu zipnese Irida. Turkldt, pateicoties Z. Zirodi
apbrinojamajai prasmei virtuozi savienot negaidito ar tradicionilo, bet neno-
bruzato tie$as uziveres objektu ar (a3 izraisitajim asocidcijim, art daudzi
citi lugas varoni uztverami ka savdabigi liktepa vestne$i. Hekabe, Andro-
mahe, pats Hektors, vElak ari Uliss darbojas it ka divos planos — vipu ta-
gadne miisu apzina allaZ bis saistita ar vigu nakotni, un 3ada aspekta luga
piedalas jau realizéjies liktenis - liktenis ka acimredzamiba.
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Savukirt Helenas veidola luga iesaistas liktenis ka makonis, k3 méns.
Tomer tas neblt nenozime, ka Z. Zirodii rikotos lidzigi k3 Eiripids tra-
gédija “Helena”, kur dievi, Paridam iemaniju$i Helenai lidzigu makonu
€lu, originalu paslépj Egipte, lai tadgjadi, iespejams, pasmietos par mulka
mirstigajiem, kas desmit gadus lej savas un citu asinis viena makona dé].
Z. Ziroda traktgjuma manigs ir nevis Helenas atveids, bet gan vipas Joma
Trojai tik iz8kiroSajos notikumos. Ja lugas sakuma tiek uzskatits, ka vieni-
gais — un tap&c liktenigais — kara celonis ir Helenas nolaupilana, darbibai
attistoties, Sis par stereotipu k]uvulais priestats tiek batiski parskatits.
Z. Zirodii lugd grickiem Helenas atgrieanas nemaz nav svariga, Parids
Helenu nolaupijis, vinai peldoties jiira, Menelaja acu priek3a. Uz Hektora
jautdgjumu, kada bijusi lauldta drauga reakcija, redzot, ka sievu aizvizina
sveda laiva, Parids atbild, ka Menelajs bijis nedaudz apjucis, turklit diezin
vai Helenas nolaupiSanas dé} — vienkar3i vins tobrid piilgjies atbrivot savas
kajas ik§ki no krabja, kas taja iekéries. Ari trojicliem Helena nemaz nav
vajadziga — gan dzeja, gan geometrija lieliski var iztikt bez vinas, vefuki
patiesiba dievina to, kas viniem tuvaks, proti, vecumu un neglitumu, Dg-
mokosam un vina piekrit&jiem svarigs tikai abstraktais nacijas gods, bet
Parids jebkurd laiki ir gatavs uzsikt jaunu romanu ar pirmo uz ielas sa-
stapto piemiligo Suvéju.

Tadgjadi Helena ir tikai iegansts kara uzsaks$anai, bet dievi $o ieganstu
ir tikai nogadajusi istaja vieta un laika. Dievi ieplanojudi karu, bet viniem
ir pilnigi vienalga, kas bis 3i kara iemesls — Helena, Andromahe, starp-
tautiskas konvencijas parkapSana vai kaut kas pavisam cits (starp citu, ja
jau dzejniekiem tik Helena, kapéc gan tomeér ne vina?), jo — at3kiriba no
“Iliada” sastopamajiem Olimpa iemitniekiem — Z. Ziroda luga dievi ne-
maz negrasas ietekmét cilvéku liktepus visas (o niansés,

Ironijas caurausta ir ar1 “Trojas kara nebiis” 12. aina, kura notiek ¥aja
luga vieniga cilvéku un dievu pasaules sastapfanas. Bridi, kad jaulajums
biit vai nebit karam sasniedzis augstako spriedzi, $kiet, ka situdcijas atri-
sindjumu var gaidit vienigi no debesim. Un tie$am — pek3ni paradas dievu
véstnese Irida, kura saka apméram ta: “Afrodite man uzdeva jums pateikt,
ka milestiba — tas ir visuma likums. Un viss, ko skar milestiba, ir svets, lai
tie biitu meli, nenovidiba vai baudkare. Tapéc Afrodite atzliedz iz3kint Paridu
un Helenu. Citadi bus kar§.” Démokoss, veéi un vél daja piila pateicas
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Afroditei, tau izradas, ka Iridai ir vél kada vésts — no Aténas. Un Irida saka
1a: “Pallada man uzdeva jums pateikt, ka prats — tas ir visuma likums. Jeb-
kur3 miletajs zaudg sapratu, vipa saka. Tapec Aténa paveél jums iz8kint Helenu
un $o cirtaino Paridu. Citadi bas kar$...” Hektors, Andromahe un citas
trojietes atviegloti uzelpo, bet uzdevumu Iridai uzticgjis ari dievu valdnieks
Zevs. Vips3 licis pateikt, ka tas, kurS pasaulg redz tikai milestibu, ir tikpat dumj
ka tas, kurs to neredz. Gudriba ir nodoties milai tad, kad tas vajadzigs, un, kad
vajadzigs, aizmirst par to. Tadg] Zevs pavél iz3kirt Helenu un Paridu, neizski-
rot vinus. Vin$ pavél Jaudim doties prom un atstat aci pret aci tikai trojieti
Hektoru un grieki Ulisu. Un tiedi vini lai vienojas par to, ka kara nebis.

Irida nozid, bet debesis pari samulsudo JauZu galvam ko3i iekrasojas va-
raviksne. Ta ir Salle, kuru steiga pazaudgjusi §1 izklaidiga Olimpa véstnese.

Un ta liktenis, it ka starp citu ieskicgjis nakotnes notikumu visparigas
aprises, pargjo atstaj cilvéku zipa. Lidz lugas beigam paliku3as tikai divas
ainas. Priek3pedejo — 13. ainu - veido Zeva pieprasitais Hektora un Ulisa
dialogs. Z. Ziroda luga daudzprasa gudrais tiek radits ka cilveks, kurd
savas gudribas, karavadona un diplomatiskas pieredzes dé} nenoliedzami
ir bistams, tacu konks€taja situicija tiesi tapat ka Hektors karot nevélas,
Tomér jau minétas pieredzes dé| vinam — at8kiriba no gados jauna Hektora —
sen jau ir skaidrs, ka savs vards bas sakams ari pilim, bet, ja trojiedi ir
gatavi uz visu savas vieglpratibas un parspilétas goda izpratnes dg], grie-
kiem vilinoSas Skiet Trojas bagatibas. Tomer vins$ ir ar mieru méginat lik-
teni piemanit. Trojas kara nebis, ja Uliss sveiks un vesels aigriezisies pie
grieku kugiem. Lidz turienei ir tikai 461 solis. Tikai.

Lugas finalu veido paradokss, jo par kara aizsacéju -- tiesa gan, netidi —
k]ust cilveks, kur$ visiem spkiem centies to novérst, — pats Hektors. Tas
notiek tade], ka dusmu un izmisuma bridt vind mégina atvairit Trojas karu
ar neatjautiem lidzek]iem — par cilvéka dzivibas cenu. Hektors nogalina
kvelako kara glorificétaju dzejnieku Demokosu — nevis grieki, bet trojieti,
kur§ uzskata par savu pienakumu lidz p&déjam elpas vilcienam kalpot
valstij un tas labajai slavai. Démokoss pazipo, ka vina navé vainojams
iereibulais gricku karavadonis Aiaks, un trojiedi metas grieki vajat. Uliss
netraucéti sasniedzis kugus, bet 1as vairs neko nenozime,

Dievu pretrunigie rikojumi, ka ari lugas finals nebiitu trakigjams tikai
ka miiZam nerimstodie dzirojofo Olimpa dievu homénskie smiekli par
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cilvéku cie$anam. Tas ir variacijas par Z. Zirodi dailradei raksturigo pa-
saules dalijumu divas at3kirigas versijas — dieviskaja un cilvéciskaja. Die-
viska versija trak(€ pasauli, cilvéku savstarp€jas attiecibas un ari likieni ka
dogmu, kur dominé visparigais, virspuséjais, visparpiegemtais. Savukart
cilveciskas versijas parzina ir niansétais, personigais, dzili intimais. Die-
viSka versija izveido sheému, bet cilvéciskd versija to piepilda ar saturu.
Tade| — par spiti lugas “Trojas kara neblis” iznikumam — ta nav vien-
nozimiga Hektora un Andromahes sakave, jo balansé$ana uz robezikirtnes
starp redlistisko un nerealistisko dailrades metodi Z. Zirodi sniedz iesp&ju
ne tikai apzinaties likiena un apstak]u biitisko lomu cilvéka dzivé, bet
vienlaikus ari cergt, ka, pateicoties cilvEka personigajai nostdjai un iek¥e-
jai aktivitatei, 31 liktena un apstak]u vara reiz varétu tikt lauzta,

Tomér, lai atgadintu ari par citu viedoklu iesp&jamibu, Z. Zirodi 3o
savu lugu-diskusiju beidz ar Kasandras teikto: *“Trojas dzejnieks miris. ..
Vards grieku dzejniekam.” Un més joti labi zinam, kur3 tas ir.

Atsauces un avoli

' Z. Zirodd apziniti izmanto gan grieku, gan romie$u dievu vardus. Tads ir vina —
20. gadsimta intelektuala — nedaudz ironiskais skatijums uz cilvéces vésturi caur-
vijuo kultdras zimju straumi.

Giraudoux J. La geerre de Troie n’aura pas lien // Giraudoux J. Thédtre complet /
Edition établie, présentée et annote par G. Teissier. — La Pochothéque, Le Livre de
Poche, 1991. — P 469-5395.

XKupoay XK. Tposvckoit BoiHbl He Gyaer // Tbeckl / Betyn. crarea A, . Mu-
xaitnosa; Kommenr, C. B. 1lxynaesa Mockpa: Hcxyectno, 1981,
C. 339-420.

Myth of the Trojan War in Jean Giraudoux’s interpretation

The paper explores Jean Giraudoux’s (1882-1944) play La guerre de
Troie n’aura pas lieu (The Trojan War will not Take Place, 1935).

The title of the play appears as a paradox as if denying the well-known
fact affirmed not only by mythology, but also by history ard archaeologi-
cal research. Nevertheless, J. Giraudoux does not deny the verity of the
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historical existence of the Trojan War, however, in a paradoxical way he
plays with well-known motifs and stereotypes, formed in the course of
centuries.

In difference 1o the majority of the most popular pieces of literature
where the motif of the Trojan War is exploited (Homer, Euripides, Virgil,
Racine), the time of action of J. Giraudoux’s play is neither during the
very course of the war nor the events after the fall of Troy, but the situa-
lion before the beginning of the war. Thus, a significant shift of emphasis
has been achieved not only in the relationships of characters which are
considered to be weli-known (Hector — Andromache, Paris — Helen, Hector —
Ulysses, Trojans — Greeks) but also in one of the basic conflicts of the play —
the relations between man and destiny.

Myths, eposes of Homer and ancient Greek tragedies show that human
destiny lies in the hands of gods. In the play La guerre de Troie n’aura pas
lieu several representatives of destiny also take part (the prophet Casandra,
Helen who is considered to be the direct cause of the war, Iris who is the
messenger of gods). In J. Giraudoux's interpretation the two versions of
destiny appear to be of equal worth — the divine and the human. The divine
version of destiny forms a superficial and dogmatic scheme of the human
life, but the human version of destiny fills this scheme with nuanses —
deeply personal relations, aims and attitudes. Therefore the beginning of
the Trojan war should not be interpreted merely as the defeat of the attempts
of Hector and Andromache.

1. Giraudoux balance on the verge between the realistic and non-realistic
method of creation. It gives an opportunity not only to realize the essential
role of destiny and circumstances in human life, but at the same time to
keep the hope that the personal attitude and inner activity of man once will
be able to defeat the power of so called almighty destiny.
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Marinas Cvetajevas “Faidra” ka grieku mita
interpretacija Sudraba laikmeta ideju konteksta

Marina Cvetajeva ir rakstijusi ne tikai dzeju, po€mas, rakstus par litera-
taru un literitiem, bet ari lugas. Vinas dramaturgija tematiska un izteik-
smes lidzek|u zina iedalas divas atSkirigas grupas. Pirmas seSas lugas, kas
veido ta deéveto romantisko ciklu, tapuias 1918. gada beigas un 1919. gada,
nepilau 15 ménesu laika. Impulss pievérsties dramaturgijai radas péc tam,
kad 1918. gada Marina Cvetajeva iepazinis ar Jevgenija Vahtangova stu-
dijas topo3ajiem aktieriem — Pavelu Antokolski un auksto skaistuli Juriju
Zavadski, Maskavas meitequ un jauno sievie3u elku. Ari temperamentiga
dzejniece nonaca vina valdzinajuma vara. Un izdomaja, ka teatrim un Zavad-
skim vislabak vina varétu tuvoties, sacerot lugas, kuras tam batu paredzetas
lomas. Un, ka saka, domats — darits. (Atkape iekavas. Kads salidzinajums
uzprasas pats — ne saukts, ne aicinats. Latvija Maru Zaliti kritika zemiski
déve par stahanovieti, ja vina gada sacer divas lugas. Bet Cvetajevai cil-
véce par divkomatspiecu reiZu lielaku raigumu saka paldies. Ja, k3 pa-
reizi bija ieverojusi senie romie8i, kas at]auts Marinai, nav atjauts Marai.
Iekavas ciet.) Pie vahtangovie$iem veltitajam, vipiem pa3as dzejnieces
nolasitajam lugam pieder “Ercena kalps”, “Putenis”, “Fortlina”, “Akmens
engelis”, “Piedzivojums”, “Fénikss” Kaut ari neviena Cvetajevas luga ne
Vahtangova studija, ne ari kada cita teatri vinas dzives laika un ari dau-
dzus gadus péc tam netika iestud&ta, nepilnu divu gadu intensiva dzivo-
$ana tedtrim, tedtri un ar teatri pieder pie dzejnieces jaunibas skaistaka
laika, par ko var izlasit vinas 1937.gada sarakstitaja “Stasts par Sopecku”
81 Cvetajevas “tedtra romana” galveni varone, topo§a aktrise Sofija Holi-
deja, bija ne tikai tuva Cvetajevas draudzene, bet blakus Zavadskim otra
persona, kurai romantiskajas lugds bija paredzétas lomas.

Divdesmitajos gados emigracija Cvetajeva uzraksta otru lugu ciklu, ko
veido mitiskas jeb klasiskas lugas, kuru pamata seno grieku tragédijas
apstradatie siZeti. leceréta tiek trilogija par Téseja milestibu pret trim sie-
vietem — Ariadni, Faidru un Trojas Helenu; sakotn&jais trilogijas kopéjais
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nosaukums — “Afrodites dusmas” 1924. gada Praga tiek pabeigta luga,
kura iegiist nosaukumu “Ariadne”, bet 1927. gada Parizé tiek pielikis punkts
“Faidrai”. Luga par Helenu uzrakstita netiek. Cvetajevas pétnieki nav ko-
ment&juii, kap&c, vinuprat, tre3a luga paliek tikai iecerg. Tacu tas ir princi-
pials jautajums. Mana versija ir 3ada: viss, kas Cvetajevu intereséja siZetos
par Teseju, tika pilniba pateikts “Ariadng” un “Faidra”, tapec vienkari vairs
nebija vajadzibas péc trefas lugas. Savukart “Adadne” un “Faidra” gan
tematiski, gan filozofiski, gan pat siZetiski tik spécigi ir saistitas sava starpa,
ka viena bez otras pat isti nav izprotamas. T3 ir vispatiesaka dilogija.
Krievu Sudraba laikmeta dramaturgija un tedtris, mek!gjot formas, kas
saceltos pret naturalisma un realisma, k3 modernisti teica, aprobeZotibu,
kaisli aizrivas ar pagaju$o latkmetu teatralajim tehnikam, no kuram vis-
lielako popularitati ieguva tris — ilaju delartiska komédija, viduslaiku mis-
térija un antika tragedija. Tacu send Griekija 20. gadsimta pirmaja dekade
saistija ne tikai krievu dramaturgu, reZisoru un aktieru pritus, ar tikpat
lielu un pat vel lielaku entuziasmu tai nodevas arl filozofi un simbolisma
teorétiki. Viss sakas ar simbolistu konceptu par divam realitatém, no kuram
viena ir redzama, bet otra neredzama, kas slépta, bet neparprotama veida
ietekmeé cilvEka uzvedibu. Otras realitites at3ifré¥anas procesa individuala
un kolektiva zemapzina, ka raksta Aleksandrs Etkinds gramata “Neiespé-
jama Eross™, iepéma veca Dieva vietu. Bet par §is otras realitates jeb indi-
vidualas un kolektivas zemapzinas simbolu vispirms Rietumeiropa, bet
péc tam ari Krievija kjuva neviens cits ka grieku dievs Dioniss. Par mir-
stoo un atdzimstofo dievu Sveicietis Dzeimss Frézers sava pétijuma
“Zelta zars” mégindja izteikties ar pozitivas zinatnes piedavatam meto-
dém. Fridrihs Nife “Tragédijas dzim$ana no mazikas gara” izmantoja
Apollonu un Dionisu ka visparéjus simbolus haosa un kartibas, jitu un
prata apziméSanai. NiCem Dioniss bija paraks par Apollonu, bet, ka saka
A. Etkinds monografija “Hiists”, vacu filozofa Dioniss tomér uzskatija
Apollonu par potencialu dialoga partneri’®. Ievérojamakais krievu “jaundio-
nisisma’” pravietis Vjaceslavs Ivanovs savos teorétiskajos darbos, no ku-
riem galvenie ir “Ciet&ja dieva helleniska relifija”, “Dioniss un prodioni-
sisms™, ka ari vél citi, ir radikalaks par Ni&i, kas cita starpa gadsimtu mija
Krievija bija |oti populars. Ivanovs Dionisu padara par monologisku sub-
stanci ar pulséjodu (mirdana-atdzim8ana) raksturu, kurai piemit bezgaligi
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padatjaunojoSas vitalitites dziJumi, tadé] tai nav nepiecieSams partneris.
Ta ekstréma forma realiz€jas modernistu uzskati par primitivisma stihijas
atjauncjofo raksturu. Raksta “Nie un Dioniss™ Ivanovs, pieméram, sali-
dzina dionisisko nepratu ar cilvékdievisko3anu. Par to, ka Ivanova uzskati
un tiem lidzigie Knievija Sudraba laikmeta bija |oti populan, liecina ari
Andreja Belija romans “Péterburga”, kur galvena, gados jaund, varona
t&vu sauc par Apolonu Apolonovidu, vins ir krievu valstiskuma karikatiira,
un déls to gatavojas uzspert gaisa ar elles maSinas palidzibu, ko ievieto
téva gujamistabi. Idejas par “dionisisko ekstazi” Krievija bija labi sapro-
tamas arl tadg|, ka tis sasaucas ar pareizticibai raksturigo mistisko “sobor-
nosk™ postulatu un krievu mistisko sektu, pieméram, hlistu ritualos prakti-
z&lo orgistisko grie¥anos pa apli. Dioniss krievu Sudraba laikmeta kalpoja
par objektu visdaZzadakajiem prata un neprata vingrinijumiem. Pieméram,
Vjaeslavs Ivanovs atrada par iespgjamu vienadot Dionmisu ar Kristu.
Mihails Bahtins, ir pilnigs pamats ta domdt, rakstija “viduslaiku karne-
vals”, bet domaja “dionisijas” Vasilijs Rozanovs savukart rakstija par
“dzimumu”, bet prata turéja Dionisu. Un Etkindam ir pilnigs pamats ap-
galvot, ka tas, kas Freidam bija Edips, Krieviji bija Dioniss’.

20. gadsimta sikuma, cen3oties simbolistu teorijas istenot praksé, Krie-
vija tika uzrakstitas apmeram desmil (ragédijas ar seno gricku mitos atro-
damiem siZetiem. T3, pieméram, Inokentija Apenska spalvai pieder “Vald-
nieks Iksions”, “Laodameja”, “Filozofs Melanips”, “Citarists Tamirs”
Valérijs Brjusovs sacer “Miruso Protesildju”, bet Fjodors Sologubs — “Gudro
bi¥u divanu” Pats Vjafeslavs Ivanovs ir autors divam tragédijam — "Tan-
tals” un “Prometejs” Sis lugas, iznemot “Citaristu Tamiru”, ko Maskavas
Kamerteatri 1916. gada inscengja Aleksandrs Tairovs, tedtros nav uzvestas,
tam vairak piemit eksperimenta, nevis organiska mikslas darba raksturs.
Pie tam griiti pateikt, vai eksperiments primari ir zinatnisks vai estétisks, jo
autori, no kuriem vairaiki labi prata grieku un latinu valodas, demonstré pat
apbrinojamas zina$anas sengrieku traggdijas formalajos parametros, tados
ka pantmérs, tragédijas strukiiira, ar kuru rekonstrukciju tie apskauZama
Citiba ari nodarbojas.

Marina Cvetajeva, salidzinot ar viniem, daZu péinieku darbos (te var
pieminét kaut vai amerikanu slavistu Simonu Karlinski®) tika nodévéta par
naivu, nepietieckami eruditu, zemtekstd jasaprot — mulkiti attiecibd uz
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Atenu kultiru, kuras fantazijas tambor&umiem par Ariadni un Faidru ir
tik 1ls sakars ar “isto Griekiju”, ka isteniba — vispar nekads. Sadu secina-
jumu pamata ir divi argji apstak}i. Pirmkart, Cvetajeva véstulés un sarunas
milgja uzturét mitu par savu zina$anu trikumu attieciba uz antiko kultdru,
vairakkart uzsvérdama, ka savu tragédiju saceréSani ka avotu izmantojusi
vienigi vacie§a Gustava Svaba sengrieku mitu atstistus jaunatnei. Vairi-
kas Sviba sastaditas antologijas tika izdotas 19. gadsimta vidii un tam pie-
mit didaktiski moraliz€jo¥s raksturs, jo to sastaditdjs nereti piilas uzlabot
seno dievu un dieviedu tikumibu, vienkarsi izlaiZot draiskakas epizodes no
vinu CV.

Talu ir dokumentali pieradijumi, ko sava petijuma apvienojis Maikls
Meikins’, ka Cvetajeva bija ne tikai lasijusi, bet Joti ripigi studéjusi
Ovidija “Metamorfozes”, Homéra “lliadu™ un *Odiseju”, Marka Aurélija
“Pardomas”, Ni¢es “Tragédijas dzim3anu no miuzikas gara”, Vjafeslava
Ivanova teorétiskos traktatus, ka arl vél citus grieku un latinu avotus
krievu tulkojuma un to zinatniskos trakt&jumus.

Turklat Cvetajevas t&évs Ivans Cvetajevs bija Maskavas Universitates
profesors, kur§ vadija Makslas teorijas un véstures katedru, bet vina zinat-
niskie petijumi bija saistiti ar antiko un viduslaiku skulpturu. I. Cvetajevs,
iegistot privato mecengtu fondu finans&jumu, dodas vairakas zinatniskas
ekspedicijas uz Italiju, kur savic nopietnu antiko skulptiitu kopiju kolek-
ciju. Ta k]ust par pamatu Dailo makslu muzejam Maskava, ko [. Cvetajevs
nodibina, pats k]istot par ta pirmo direktoru. Musdienas tas ir izaudzis par
slaveno Pukina varda nosaukto Télotdjas makslas muzeju, vienu no Krie-
vijas ieverojamakam arzemju glezniecibas un skulptiiras darbu kratuvém.
Ar to es gribu teikt, ka ar sengrieku mitiem un antiko grieku makslu vis-
dazadakajos variantos un izklastos Cvetajeva bija pazistama jau no bérna
kajas.

Neaizmirsisim, ka, cita starpa, savai pirmajai meitai M.Cvetajeva ari
deva griekisku vardu, nosaucot to par Ariadni.

Talu dzejnicces “intelektualas nevaintbas” maska nav pgk3na ideja vai
nejauda kaprize, tai ir konceptuils raksturs, kam jaapliecina dionisisk3,
tatad intuitiva, principa parsvars par apollonisko, respektivi, racionalo.

Otrkart, Cvetajeva Joti brivi izturas pret sengrieku tragédijas formala-
jiem parametriem ki metriska, ta leksiska limeni. LietuvieSu izcelsmes
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amerikanu slavists Tomass Venclova sava pétijumd “Jautajuma par krievu
mitologisko tragédiju: Vjafeslavs Ivanovs un Marina Cvetajeva™ secina-
jis, ka Cvetajeva metriski un leksiski savas traggdijas ne tikai rusificg, bet
ari slivisko®. Tas, ko Cvetajeva dara ar valodu, ne jau tikai mitiskajis
tragedijas, bet ari lielajas poémas, pieméram, “Carj-gevica”, “Mologec”,
nav salidzinams pilnigi ne ar ko visa krievu literatiira. Ja nu varbit vienigi
Pasternaks dara ko lidzigu sava futiirisma perioda, bet, manuprat, vinam
tas tomér izdodas nesalidzinami neorgamskik. Cvetajevas izriko3anos ar
leksiku es varu salidzindt vienigi ar dionisisko nepratu un pie viena seci-
nat, ka dionisisma slavindjums vinas tragédijis izpauZas gan idejiska, gan
formala jeb izteiksmes limeni. Dzejniece izmanto diaiektu formas, vulga-
rismus, arhaismus, folklorismus, citu slavu valodu (poju, éehu) materialu,
baznicas leksiku, vipa darina jaunviardus un teksta iesprauZ ari tadus burtu
salikumus, kuri pasi par sevi, izrauti no konteksta, vispar neko nenozimé.
Bet dzejas ritmos un intonacijas sastopamas ietekmes no krievu tautas-
dziesmam, raudu dziesmam, buramvardiem. Ar 8adu valodas stratégiju
Cvetajeva sasniedz divus nopietnus makslinieciskos mérkus. Pirmkart, ka
atzim&jis Tomass Venclova®, pats mitologiskats siZets, izlasits citas kulta-
ras terminos, jitamak uzrada savu arhetipisko dabu. Un otrkart, ki gribu
atzimét es, neapiaubami griiti uztveramais teksts pats atgadina buramvar-
dos iekod&tu kadu slepenu informaciju vai Pitijas pravietojumu, kura patie-
sam atmingjumarm lidz $im, k3 Skiet, diezgan tuvu ticis vai vienigi Tomass
Venclova sava jau pieminétaja raksta.

Ja salidzina Cvetajevas versiju par Faidru ar diviem slavenakajiem §i
mita literdrajiem interpretéjumiem — Eiripida tragédiju “Hipolits™ un Zana
Rasina “Faidru”, tad jasecina, ka krievu dzejniece neap§aubami tuvika
Eiripidam. Vipas sacer@jumu ar Eiripida tragédiju sarado tris biatiski motivi.
Pirmkart, Artemidas un Afrodites sancensiba, ko Eiripids télo atklati, uz
skatuves tie§i uzvedot abas iedomigas damas, kuras savu rékinu karto-
Sanai nekautrgas ar Teseju, Faidru un Hipolitu izrikoties ka ar ¥aha
figiiram, Cvetajeva Afrodiu un Ariemidu atstd) aiz kulisem ka neredzamas
stZzeta biditajas — pelekas kardinales. Otrkart, gan Eiripids, gan Cvetajeva
Hipolita atturibu pret sievietém skaidro ar faktu, ka vina mate ir amazone.
Treskart, abi autori, pret€ji ka to dara Rasins, Faidrai liek izdarit pa3ni-
vibu v&[ pirms Téseja ierafanas, bet Hipolita apmelotajas lomu uztic
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Auklei. Talu Faidras naves apstak]u uzzim&juma starp Eiripida un Cve-
tajevas versijam pastdv principialas at§kiribas.

Pie miru$ds Faidras Eiripida luga Tésejs atrod véstuli ar nepiedieni-
giem seksuiliem piedavijumiem un secina, ka ta ir Hipolita vestule, para-
didams miisdienu cilvékam griiti saprotamu neorientéfanos rokrakstos, jo
isteniba ta ir paSas Faidras véstule, kuru ta kaislibu neprata aizmirsusi
nodot Hipolitam. Cvetajevas Tésejs grafologija orientéjas labak un izdara
pareizus secindjumus par to, kas 1steniba ir véstules autore. Tacu, ak vai,
vEstute, respektivi, vaska delitis, tiek atrasta 15 miniites par vélu, kad vare-
nais valdnieks jau paspgjis nositit parsteidzigu faksu sava 18va dievidka-
jam dvinim Poseidonam, lai tas p&c iesp&jas atrak nobeidz savu mazdelu
Hipolitu, izdzidams no jiras Hipolita zirgiem ce]d baisu vilni ar véria
purnu. Tadejadi Cvetajeva postamenté Faidru, nopemot no vinas jelkadu
ne tikai krimindli, bet arl morali soddma nozieguma &nu.

Tacu isteniba Cvetajevas “Faidra” ir Faidras mita psihoanalitiska stu-
dija, kas oper€ ar krievu simbolistu izvirzito 1€]ainibu, jo zemapzinu vien-
nozimigi trakt€ ka dionisisko nepratu. Tada “Faidra” nebiitu vargjusi tapt
gadsimta pirmaja desmitgadg, kad nebija sasniegts tas psihoanalizes attis-
tibas limenis, par ko var rundt 20. gados. Savukart krievu simbolistu télai-
nibas izmantojums liecina par simbolistu teoriju racionilo gaidredzibu,
kas aizsteigusies priek3a savam laikain. Tatad var teikt, ka Cvetajeva vien-
laikus trakté mitu un simbolistu teorijas par mitu. Svarigi uzsvert ari to, ka
Cvetajeva mikslas télos interpret€ savas biografijas aktualus notikumus,
izmanto mita atsl€gu, lai skaidrotu racionali neizskaidrojamas paradibas
pretgjo dzimumu starpa.

Pirmkart, Hipolita naidu pret sieviet&m Cvetajeva pamato ar faktu, ka
vins ir Téseja un amazones Hipolites déls. Teatra cienitijiem atgadinasu,
ka Hipolits ir to pasu laulibu rezultdts, kuru svinibam Sekspirs atvélgjis
savas komédijas “Sapnis vasaras nak(i” finata ainu. Zinama méra Hipolits
vispar ir pretdabiska bitne, tapat ki pretdabisks ir vardu savienojums
“amazones déls”, jo, ka zindms, amazones virieSu dzimuma bérnus noga-
lindja vai padarija tos par vergiem. Hipolites ki amazones naids pret virie-
§iem caur iezisto pienu Hipolita parmantots ki naids pret sievietém. jo
pretdabigais mehanisms jau ir viens un tas pats — naids pret pretéjo dzi-
mumu. Savu mati Hipolits ne tikai mil, bet dievina, savos skumjajos
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atminu stdstos par miruio mati demonstrédams klasisku, bez piemaisiju-
miem, Edipa kompleksu. Jo matei tacu vins3 ir pateicibu parada par visu —
gan likteni, gan religisko parliecibu, jo k|uvis par medibu un neskartibas
dievietes Artemnidas kveélu piekritéju. (Piebildisim, ka Efesas Artemida
bija amazonu aizgadne.) Ta Cvetajeva Faidras un Hipolita neiesp&jamas
seksudlas savienofanas konfliktu pirnes no morales un psihologijas lau-
kiem uz biologijas sféru, kur nekadi citi skaidrojumi un pamatojumi ki
vien nepieliidzami fakti nav ne vajadzigi, ne iesp&jami. Vispar sava tra-
gédija Cvetajeva, lidzigi zvérindtiem naturilistiem, iedzimtibai pieskir
milzigu lomu. Aukle atgadina Faidrat, ka vinas pretdabiska milestiba pret
padelu Hipolitu tipologiski lidziga Faidras mates Pasifajas pretdabiskajai
kaislei pret vérsi, ka rezultdta pasaulé nak baisais nezvEérs Minotaurs,
Hipolita t€ls sava aukstaja daijuma un emocionalaja neievainojamiba sali-
dzinams ar akmens engeli no Cvetajevas lugas ar analogu nosaukumu,
kura, tas ir, skulptiiras, apgarotajos vaibstos iemilas katra tam garim ejo3a
sieviete, bet garam iet daudzas, jo epgelis novietots pils€tas centralaja
laukumai pie akas. Te svarigi atzimét, ka “Akmens engeli” Cvetajeva ne-
daudz pat ironiska intonacija centas risindt nepieejama lurija Zavadska
miklu, par ko vina pati ir rakstijusi vairdkas véstulés. Tau ar ironiju vien
§1 nepieejamiba nebija uzminama, jo tai bija homoseksuals pamats. Es do-
maju, ka Hipolita Cvetajeva §o miklu ir uzming&jusi nesalidzinami parlie-
cinofak.

Bet tikpat daudz ka Hipolits un pat vél vairdk mis, protams, interesé
Faidra, kura péc pirmas satikianas ar Hipolitu, kas notick meZa, smagi
saslimst. Protams, Faidras un Hipolita satik8anis vieta nav nejausa. MeZs
ir svéta un noslépumaina valstiba, kur majo gan Jauni, gan labi gari un
démoni, fejas un meZoni, kas misu gadijuma nebitu tik akwili. MeZs
simboliski norada uz iracionaiu, arl sléptu paradibu klatbiini, bet psiho-
analitiki meZu uzskata par neapzinata simbolu. Faidras murgu aina mak-
slinieciskd un mistiska zipa ir Jugas kulminacija. Jaund sievicte virkng
Skietami nesakarigus (€lus un teikumus, ki arf vaid par uguni, kurd vina
degot, kliedz, ka vinas kermeni kdds plosa mazos gabalinos. Tomass Venc-
lova, manuprat, pilnigi geniali Faidras slimibu atSifré ka iniciacijas aktu'*
Jauno sievieti ir izredzéjis pardabisks speks, (a ir Afrodite, kura uzsatijusi
Faidrai kaisli pret Hipolitu, Afrodite — milestibas dieviete, kura uzlikojama
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par Dionisa sieviSko hipostizi. Faidras pardzivojumus Venclova salidzina
ar Samana/Samanes slimibu-iniciaciju, kad dvésele uz laiku atstdj kermeni,
kur$ sairst it ka atsevidkas da]as un varas magiska karsoni. Kaisle ne tikai
paverdzina un nes bojaeju, tai ir ambivalents raksturs, jo ta dod dvéselei
ipaus spekus, kas |auj paredzgt nakotni. Faidra murgo par zirgiem un
mirtes koka zaru, kas lugas wildkaji gaita tiek at§ifréti gan realistiskd, gan
simboliska [tmeni. Zirgi sabradi Hipoli. Faidra pati pakaras mirtes koka
zara. Simboliski zirgs ir jaunibas, speka, dzimumdzinas, vinettbas simbols.
Zirgs ir ari simbolisks robeZsargs, kur$ krusto dzives/naves robeZzu. Savu-
kart mirte antikaja kultiira ir Afrodites sv&tais augs un lidz ar to milestibas
simbals.

Izvirzijis savu genialo versiju par to, ka Afrodite ir Dionisa sievitkiga
hipostaze, Tomass Venclova diemZg] nepasaka teikumu lidz galam, lai vina
koncepcija iegitu noapajotu harmonisku pabeigtibu, ko, izcilajam zinatnie-
kam atlauju neprasot, méginasu izdarit es. Ja Afrodite ir Dionisa sieviika
maska, tad Artemida ir Apollona sievifka maska. Lidz ar to Artemidas un
Afrodites konfliktu, kas izraisa visus tragiskos notikumus, iesp&jams trak-
tét ka Dionisa un Apollona konfliktu, kura viennozimigi uzvar Dioniss.
Jeb — raunda starp apzinu un zemapzinu par neviena neapSaubitu Cempi-
onu k]ust Dioniss. Sava filozofiski neparprotamaja konsekvencé Cveta-
jevas luga lidz ar to tipologiski salidzinima ar Eiripida “Bakhantém”, kur
valdnieks Pentejs tieSi tapat k@ Hipolits tiek saplosits par neveiksmigu
mégindjumu pretoties Dionisa valdzindjumam.

Kapec sava referita sakuma es teicu, ka “Ariadne” un “Faidra” ir nesa-
raujami saistitas ka vienas dilogijas divas dajas? Tap&c, ka istenibi galve-
nais téls, tiesi ka to bija ieceréjusi Cvetajeva, dilogija ir nevis Ariadne,
Faidra un pat ne Hipolits, bet tiedi Tesejs, kurd vienigais paliek dzivs, sta-
vot lidz celiem savu tuviko cilvéku asinis. Isteniba Tésejs ir vienigais
Afrodites atriebibas mérkis, vienigais noziedznieks, kur§, Afroditesprit,
Cvetajevasprit, un, lai iet, ari, manuprat, ir pelnijis sodu, ja ari ne gluZi tik
asinainu. Jo tas ir Tésejs, kur$ pirmas lugas finala nodod savu milestibu,
atstijot p&c pirmas milas nakts vinu kvely milo3o Ariadni aizmigu3u Nak-
sas sald dievam Bakham. To “Faidras” finala saprot art pats varonigais neva-
ronis Tésejs, kurf notikugaja ragédija atpazist Afrodites rokrakstu un savu
vainu — milestibas nodevibu (€laini salidzina ar Naksas darzu izpostidanu.
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Finala par kddu ekstravagantu, bet, manuprat, diezgan ap§aubamu, pa-
rak “literarisku” versiju. Jurijs Freidins, rakstot par naves tému Cvetajevas
dai|radé, pirmkart, pilnigi pamatoti konstaté, ka nive ir pastavigs, caurviju
motivs Cvetajevas dailradé. Otrkart, vin3 uzsver, ka dzejniecei bija rakstu-
riga mitrade ne tikai dzeja, bet ar7 dzive, un ka vipa lidzigi daudziem
krievu simbolistiern savu dzivi médza pak|aut ari padraditu mitu reZijai.

Trefkart, J. Feidins apstdjas pie Marinas Cvetajevas un vinas patie3am
bezpratigi miléta déla Georgija, saukta par Muri, attiecibam. Dzejnieces
virs Sergejs Efrons, Sveice pildidams VDK slepeni agenta — teroristu gru-
pas vaditd)a pienakumus, izgdza operaciju un slepeni bega uz PSRS.
Neveiksmiga pagridnicka sieva un dels nonaca stingra VDK darbinieku
uzraudziba un faktiski tika piespiesti 1939. gadd no emigracijas Parize
atgriezties Padomju Savieniba. GGimenes “laimiga atkalsavieno3anas” nebija
ilgstosa. Pirmo apcietinaja Ariadni, daZzus ménelus vélik - Sergeju Efronu,
Kad pa3a kara sakuma vacu lidma¥inas bumboja Maskavu, M. Cvetajeva
bailés par déla dzivibu, liela méra pret vina gribu, pa kaklu pa galvu, pil-
nigi bez iztikas lidzekliem kopa ar citu rakstnieku gimeném devas evakua-
cija uz Tatarijas APSR. Vipos nometindja Jelabugd — maza pilsétina pa3a
talakaja 31 mar¥ruta punkti, kur nebija ne darba, ne sabiedribas, ne iztikas.
{zmisums nesatuvindja mati un délu, tiedi otradi. Francija labu izglitibu
ieguvugajam un mates bezgaligi izlutinatajam zé€nam, kuram (nedrikst to
aizmirst} btja tikai plecpadsmit gadu un pusaudZu sakapinatiba paSos
ziedos, Jelabuga likas vai pati elle. Uzliesmoja stridi, Muris inkrimingja
malei vainu par nondk3anu tik bezcerigos apstikjos. Tas acimredzot bija
pédejais trieciens M. Cvetajevas bailu, izmisuma un bezceribas izmocitajai
psihet. Nepilnu ménesi p&c ieraSanas Jelabuga vina izdarija paSnavibu.

Bet J. Feidins par M. Cvetajevas paSnavibu raksta: "MEs, protams, neesam
noskanoti Cvetajevas un vinas déla attiecibas saskatit kaut ko pretdabisku.
Mums tikai liekas, ka pati Cvetajeva, apzinoties savu mates pardzivojumu
galgjo saspringtibu, var€ja tos skatit caur po€tiska Faidras mita prizmu.
Tad vinai, saprotot, ka déls to pilniba noraida un atgriiz, bija dabiski aiziet
no dzives, neapsverot nekadus “par” un “pret”, nepievérSot uzmanibu tiem,
kam varbiit vina bija vajadziga.”
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Phaedra by Marina Tsvetayeva as an Interpretation
of Greek Myths in the Context of Silver Age

While in emigration in Bohemia and France, M. Tsvetayeva wrote the
dilogy of mythic or classical plays comprising Ariadne {1924} and Phaedra
(1927). Common for the two plays is the linear development of the same
plot, also common philosophy and aesthetic peculiarities.

M. Tsvetayeva, one of the so-called neo-symbolists, enriches the symbolist
views on the Dionysiac as a creative element by adding psychoanalytical
features. For example, she pays much attention to heredity (manifested in
the amazon-born Hippolytus® hereditary inability to love the opposite sex).

Comparing M. Tsvetayeva’s version of Phaedra with those of Euripides
and J. Racine, the conclusion is that the Russian poetess was closer (o the
archaic or Dionysiac, i.e. Eunipides’, version rather than the intellectual
Apollonian version of the classicist J. Racine. Indisputably, M. Tsvetayeva
treats man as a war theatre for two elements — Dionysus and Apollo. She
clearly stresses the dominating role of nature, i.¢. Dionysus, in man’s life.
Unwillingness or inability to comply with it results in many hommble
misfortunes.
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The finale of Phaedra explains the poetess’ choice of Aphrodite’s
Wrath as a title for the dilogy. It also points to the protagonist of the two
plays. It is neither Ariadne nor Phaedra; it is Theseus, a character who
appears on stage but fragmentarily. It is Theseus who gives up his love of
Ariadne when he leaves her to Bacchus on the island of Naxos. This is
why Dionysus, i.e. Aphrodite, punishes Theseus by making him execute,
in undue haste, his own son Hippolytus. He is also to grieve over the death
of his second wife Phaedra.



BRIGITA CIRULE (LATVUIA)

Par daziem saskares punktiem
hellenu un baltu mitiskaja telpa

Visparzinams ir fakts, ka senajas sabiedribas ritualu nosaka mits. Apla-
kojot hellépu un baltu mitiskos priekistatus un 3o tautu uzvedibu daZados
nituilos, iesp&jams atrast saskares punktus gan mitiskajos priekitatos, gan
ritualaja uzvediba. Rituals jeb rits (lat ritus) ir kulta paraZa, noteikta pro-
cedura, ko izpilda kadas religiskas vai svinigas ceremonijas laika.' Sena-
jas sabiedribas ar rituala starpniecibu tiek regul&tas savstarpé)as attiecibas
gan cilveku Iimeni, gan ar cilveku un dievu limeni. Rituala merkis ir pa-
nakt kadu rezultitu, kas ir svarigs sabiedribai, cilvéku grupai vai atsevis-
kam individam. Ritualo uzvedibu lielakoties raksturo darbiba un verbalais
komponents, kas ir katras sazinas neatnemama sastivdala. Tadéjadi rituals
ir uztverams ari ki sazinas akts.

Baltu religija tapat ka hellépu religija bija politeiska. Ari baltu tautas
senatn€ pazina un pielidza daudz mitisko biityu, dievibu un dievu. Baltu
religijas butibu labi ieskicé krustne$u ordepa hronista Disburgas Pgtera
vardi, kuri teikti, raksturojot prisfu religiskos priekistatus:

Vini, nepazidami Dievu, dieviskoja visu pasauli: sauli, ménesi un
zvaigznes, pérkonu, putnus un Cetrkdfainos dzivaiekus, pat krupjus. Viniem
bija ari svetbirzis, svetie lauki un adeni.?

Dievidkot visu pasauli bija raksturigi ari senajiem grickiem. Gan hel-
Iéni, gan balti acimredzot ticgja tam magiskajam spekam, kas iemajo kokos,
meZos un birztalas, kalnos un tidenos. Sis speks sp&j dziedinat, nest sve-
tibu, nodro$inat auglibu, pasargat no nelaimem un posta, verst kaut ko par
labu vai, taisni otradi — par Jaunu. Un tapéc, tiecoties ietekmét dzivi, tiek
mekléta saskare ar o magisko spéku personifikdcijam — mitiskam bit-
ném, dievibam, dieviem. Si saskare tiek atrasta gan caur ligianam, gan
caur upurélanu, izpildot dazadus rituilus. Rituals ir tas, kas sasaista cil-
vekus ar dieviem — gan tiem, kas debesis, gan tiem, kas pazemes valstiba.
Cilveks sazinas ar dieviem caur lig§anam un nesot upurus, caur dimiem,
kas celas debesis, kad upurdzivnieks tick dedzinats, caur asinim, kas iz§|acas
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no dzivnieka un izplist zemé. Cilveks cen¥as saskatit zimes, kas noraditu
uz to, vai upuris tiek pienemts, vai atraidits. Ar ritudla starpniecibu var vai
nu izitgties vareno speku labvélibu, vai ari piespiest varenos spekus izpil-
dit noteiktas v€lmes. Gan viena, gan otra gadijuma ritudlai darbibai un
valodai, vardam ki sazipas lidzeklim ir loti liela nozime. Nav Saubu, ka
ritudla starp darbibu un vardiem pastav atgriezeniska saikne — tie, viens
otru papildinot, iedarbojas uz kolektiva vai individa apzinu. Seit nevar ne-
piekrist apgalvojumam, ka rituala objekts ir cilvéka psihe.’

Darbibu un vardu proporcija daZados rituilos médz biit visai atdkiriga.
Ir rituali, kuros prevale viardi, un ir rituili, kuros prevalé darbiba. Jebkura
gadijuma vardi ir tie, ar kuriem tiek pastiprinita iedarbiba, turklat 31 iedar-
biba var biit gan pozitiva, gan negativa. Spéks ir vardi vai ritmd, vai for-
muld, kas kliist Ipasi iedarbiga, ja to izsaka kada konteksta, kombingjot ar
darbibu, bet kas var ari zaud&t savu iedarbibu, ja to kaut kada veida izmaina.
Acimredzot tipec ritualie prieckSraksti senajas sabiedribas tika riipigi ieveroti.

Darbibas un verbala komponenta lielo nozimi un 1a iedarbigumu var
labi redzét, aplukojot senos ritualus, kurus liela daudzuma un dazadiba
praklizgjuias sends tautas. Zinas par Siem ritudliem ir atrodamas folklera,
seno autoru literarajos darbos, ki ari senajas hronikas. Rituali veikti visda-
Zadakos cilveka darbibas brizos — visbieZak darbus uzsakot vai noslédzot
kadu savienibu vai bralibu, vai miera ligumu.

Seno latvie$u sacerétas dziesmas un tatvie3u buramie virdi apliecina,
ka ari senais latvietis apzinajies varda lielo spéku, piesaucol, pieméram,
raZas patronu Jumi. Saimnieks pavasari, pirmo reizi labibu st iedams, pa-
némis no kléts vainagu, ko tur rudeni nolicis, un, aiznesot to uz tirumu un
zem akmens paliekot, dziedajis:

Ej, Jumiti, ef, Jumiti, garo ziemu pabeidzis,
Sdci jaunu vasarinu,
Svett masu labibinu.

Izpildijis sava veida ritudlu darbibu un nodziedajis $os ritmiskas dzies-
mas forma iet&rptos buramos vardus, saimnieks sicis s&t. Sadi uzrunajot
dievibu, vip§ tiecies ietekmét nakamo raZu.*

Senie grieki, Skiet, visbieZak centusies realizét savu saikni ar vidi caur
dzivnieka upuréanu. Pielidzot debesu dievus, tie médza pargriezt upur-
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dzivnieka rikli, Jaujot asinim 3]akties aug3up, bet, vér3oties ar lugianam
pie pazemes dieviem, tie paversa upurdzivnieka asins straumi pret zemi,
un $0 upuréSanu parasti veica nakli.

Romietis Tits Livijs vésti, ka, upuréjot dzivnieku, romiesi slégudi savie-
nibu. Par upurdzivnicku tic izvélgjusies cuku, un, nonavéjot to ar asmeni,
priesteris klatesoSos zvéringjis, ka tas, kur§ lauzis $o savienibu, tiks no-
navéts tapat ka ¥ ciika.’ Ritualo darbibu, kas pati par sevi ir iespaidiga,
pavada vardi, kas pastiprina emocionilo spriegumu.

Lidziga ritudla uzvediba ka pie griekiem un romiediem atrodama ari
citas kultiiras, senas baltu tautas ieskaitot. Livonijas Indrika hronika atro-
damas zinas par to, ki kur3i, uzzinajudi par biskapa ieraSanos un par pilsé-
tas sakumiem, aizstitijufi uz pilsétu zinneSus, lai tie saliglu mieru. Saligto
mieru tie péc paganu paraZas apstiprindjusi ar asins izlieSanu.®

No Indrika hronika véstita netop isti skaidrs, ka norisindjis asins izlie-
Sana. Tafu citos avotos ir atrodamas lidzigas zinas par 3adiem ritudliem,
kur skaidri redzams, ka &1 asins izlie3ana bijusi dzivnieka upurésana. Pa-
rasti §is upurdzivnieks bijis versis, kura asinim slacitas rokas un tad izteikti
kada zveresta vardi, ki to 1351. gada darijis lietuvie3u karalis Keistutis,
slédzot miera ligumu ar Ungarijas karali. Vérsim tika pirgriezta rikle, no
kuras iz§|acas asinis. Ar tam klateso8ie slacijudi rokas un seju un, vérSoties
pie Dieva, lictuviski aicinajufi uzliikot ragaino upurdzivnieku un teikusi
zvéresla vardus, kas Chronicon Dubnicense latiniskd interpretacija skan 5adi:

Deus ad nos et animas, cornutum respice, iuramentum per nos
promissum hodie persolutum.’

Kad &ie vardi bija izteikti, v&rsim tika nogriezta galva un tada attaluma
no kermena novietota, lai pa vidu varétu iziet pats Keistutis un paréjie, kas
piedalijas rituala.

Par 30 palu miera ligumu k&da hronikda vésti Heinrihseno Dizen-
hofenas, precizik aprakstot ritudlu. Vins pievérd uzmanibu veidam, ka no
upurdzivnieka iz§|acas asinis — ja strauji, ta ir laba zime. Ejot pa vidu starp
véria galvu un kermeni, lietuvieSu karalis izteicis zveresta vardus: “Lai ar
mani notiek tapat, ja solijumu es neturésu.”?

Tatad tiek dots kads zverests, ko vienmé&r var sajust ari ka {astu, kur§
var pavérsties pret tiem, kas to izsaka, vai pret cilvéku grupu, kas piedalas
ritudla. Ritvala nozimi vienmér skaidraku padara verbalais kompoenents,
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kas kopa ar darbibu sniedz rituala vésti: tas, kas notiek ar rituala akta
objektu, proti, ar upurdzivnieku, notiks ar1 ar to, kur¥ lauzis zverestu. Sads
ritudls vairak ir vérsts uz to, lai regulétu attiecibas cilvéku limeni. Bet, ta
ki dzivnieks parasti tiek uztverts ka upuris dieviem, tad ritudla vésis var
tikt izprasta ari 8§adi: to, kur lauzis ligumu, nondvés dievu dusmas, tipat
ka priesteris nonavé upurdzivnieku. Katra zipa emocionalais spriegums,
kas pavada §adu ritudlu, ir hiels. Uz rituila dalibniekiem spécigi iedarbojas
ne vien vizualais, bet ari verbalais komponents, Pals rituals ir simbolisks,
bel taja sniegta vésts iedarbojas uz cilvéka psihi. Rezultéta 31 vésts labak
saglabdjas atmina, jo rituala uzvediba ir parliecinoda. Parliecina$anas
moments ritudlos acimredzot pastdv vienmér. Seno grieku magijas pét-
nieks F. Grafs 3adu ritudlu sauc par sava veida komunikacijas aktu, kas ir
jaizprot tapat ka citi komumkacijas akti, jo rituilas komunikacijas modelis
pamatos ir tads pats ki jebkuras komunikicijas modelis, kur ir vésts snie-
dzgjs, vEsts sapémeéjs un pati vésts.’

Parasti minétajos rituilos, kun tiek veikti, slédzot kadu savienibu vai
miera ligumu, vésts sniedzgji ir arl ntulla veicgji, bet sanémejs ir cilveéku
grupa, kas piedalds ritudla. Sniegta vésts sasaista visus rituila dalibniekus.
Ta ka 3o ritualu verbalais komponents ir sajitams ari ka 1asts, kas var nakt
par zvéresta lauzéju, tad Zeit ir iesp&jams vilkt paraléles ar magisko rituilu,
E. Kasirers ir atzinis, ka ar magiska rituala palidzibu tiek reguléia cilveka
un pardabisko speku sadarbiba.'® Jadomd, ka vairums magisko ritualu
reguig attiecibas tiklab cilvéku un dievu, ki ari cilveéku limeni.

F. Grafs' ari magisko ritualu uztver ki komunikacijas aktu, kas pama-
tos iek]aujas ieprick$minctaja shémai, jo magiskaja ritudla vérojama lidziga
uzvediba. Arl Zeit ir attieciga darbiba un vardi, bez kuriem burvestiba
nebiitu visspéciga.

Magiskos ritualus liela daudzuma un daZadiba praktiz&jusdi gan helleni,
gan balti. Un nav 3aubu, ka baltu magiskajos ritualos izmantota verbala
komponenta, proti, buramo vardu un daZzidu magisko formulu, aizsakumi
mekl€jami anttkaja kulttra, kur par magijas visparéju klatesamibu parlieci-
noSi v&sti jau literarie avoti vien, nemaz neminot grieku magiskos papiru-
sus. Jadoma3, ka iespéja ieskatities grieku magiskajos papirusos atrodamos
buramos vardos un to salidzin@jums ar latvie$u buramiem vardiem tikai
apstiprinatu  3obrid uz literarajiem avotiem balstito priek&statu par
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burvestibas ki tadas un buramo vardu aizsikumiem seno persiedu un grieku
kultura. Tie formgjusies cauri daZadiem laikmetiem, bijui pak]auti daZa-
dam ietekm&m un neapSaubami savijudies ari ar kadiem vietgjiem veide-
jumiem. Antikd magija ietekm&jusi magiju viduslaikos un humanisma laika,
no kura ietekme parnakusi pie baltiem. Rundjot K. Strauberga virdiem, *“ta
ir nepartraukti tradicija, kas vieno Eiropas kulturas telpu uzskatu perma-
nenta secibi ari $aja joma.”'? Un talab gan darbibai, gan verbalajam kom-
ponentam magiskos rituilos ir savas raksturigds pazimes, kas ir lidzigas
daZzadam tautam. DaZadi ir magiskie rituali, daZzadi ir magijas iedarbibas
veidi un lidzek]i, ar kuriern manipulg burvis. Tuvik nekavéjoties pie Siem
veidiem, tomér gribas atzimét, ka, lai kadi tie ari biitu, visam tautam magi-
jas pamata ir centieni izprast satkni starp démoniskiem, magiskiem spékiem,
no vienas puses, un cilvéka dzives notikumiem, no otras puses. Tiek§anas
izprast $o saikni un tatad centieni ietekmét dzivi liek meklét sazinu ar die-
viSko pasauli arf $ada veida. Magiskajos ritualos saziga pamata noris gan
cilvéku limeni, gan cilvéku un dievu limeni.

Tatu, ka atzist F. Grafs, magija pazist ari ritudlus, kuri §aja komunika-
cijas sh&éma isti neiek)aujas, jo, pieméram, lastu magiskajos rituilos parasti
nav cilvéku grupas, kas sapemtu ritudla vésti. [znik, ka vésts sniedzgjs un
sanémeéjs ir viens un tas pats. Un tas ir burvis jeb mags.'* Magiskajos lastu
ritualos burvis noruna vai bieZak noCukst buramos vardus, kas iet€rpti
noteiktas formulas. Seit primara nozime ir verbalajam komponentam.

Ritualos ar dzivnieka upur&§anu prevalé darbiba, bet magiskajos ritua-
los tiek akcentéts objekts, ko parvers cita kvalitale aptuveni pec $adas vis-
parinatas formulas: es saistu to, lai tas ir tads un tads.

Literatiird gan var sastapties ar tadiem magisko ritudlu aprakstiem, kur
prevalé darbiba. Ka piemeérs te var noderét Teokrita 2. idille atrodamais
magiska rituala apraksts, kura butibu var sakoncentrét $ada visparinata
formula: lai tas deg, kiist un parveidojas tapat ka tads un tads objekts.

Grieku magijas petnieks F Grafs'® norada, ka, aplakojot magisko ritualu
aprakstus literatiird, jarekinas ar citu komunikativo situaciju. Literatiira
magija, gluZi tipat kd zvérests, ir adreséts cilvéku grupai — klausitdjiem
vai lasitajiem, kuriem ir Jauts sekot aprakstitajam ritualam. Un varbiit tiedi
tapéc tas pec savas dramatiskas struktiras vairak lidzinas zvéresia nodo-
§anas ritudlam.
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Ritudli sniegtd vésts ir vérsta it ka uz nikotni, tai ir jaiespaido noti-
kumu gaita nzkotné. Zvéresta nododanas rituala ar dzivnieka upuréfanu
veikta darbiba un izteiktie vardi dzivo un ir iedarbigi ar péc rituala, jo,
kombiné&joties redz&tajam un dzirdétajam, tie iedarbojas uz cilvéku psihi
un tatad iespieZas atmina.

Virdus saglabat nepieciefams ari tada magiska rituala gadijuma, kur
ritudlu izpilda tikai burvis. Seit burvis, manipulgjot ar daZidiem objektiem,
sakoncentr teiktos vardus ¥ajos objektos un tad Sos objektus paslepj.
Dazados avotos minétas dazadas vietas, kur slépti 3ie objekti ~ gan kapos,
gan kadas svétnicas, gan idenos — jura, upé, ari akds. Acimredzot 3o vardu
saglaba3anai ir ]oti liela nozime. Par to liecina ari fakts, ka rituala akta
vardi rakstiti gan uz svina plaksnitém, gan izmantots vasks, gricku magi
rakstijudi arf uz papirusa, un §ada veida tie uzglabati.

Svina plaksnites min ari K. Straubergs “Latviefu buramos vardos™.'
Sis plaksnites saliektas un tam cauri dzitas naglas. Nagla simbolizé nevis
kadu ieroci, bet gan hdzekli, kas kadu lietu var sasaisti, saturét kopa,
padarit stipraku — tatad it ka pastiprina uzrakstitos vardus. Ari buramo
vardu formulas ir vardi “Es saistu...”

Svina plaksnites izmantotas tiefi ldstu magiskajos rituilos, jo svins
uzskatits par aukstu metdlu, kas var nest Jaunumu. Dzenot naglu plaksnité,
tiek minéts ari ta vards, pret kuru $is rituals vérsts. $ada veida vips tiek
saistits, pienaglots. Tas ir analogiskas magijas panémiens, kur liela nozime
analogijai darbiba. Tomér lastu magiskajos ritudlos vardi ir tie, ar kuru
speku arf dieviba tiek it ka piespiesta izpildit cilveka gribu,

Magisko vardu un darbibu spéks pastiprina ritudlu un panak vélamo
rezultatu. Lastu magiskajos ritualos burvis meklé saskari ar dievisko pa-
sauli. Seit acimredzot veidojas savdabigs dialogs starp burvi un dievibu.
Saskari ar dieviSko pasauli burvis panak, piesaucot dievus, zinot stos dievu
vardus un ietérpjot tos noslépumainos epitetos. Milzigs ir dievu epitetu
daudzums, kas atrodams, pérliikojot buramos vardus. Acimredzot $o epi-
tetu zind3ana ir burvja priek3rociba, kas nedro$ina vigam sazinas iespe-
jamibu ar dieviem. Magisko ritualu pétnieki akcenté burvja zinasanas ka
svarigu faktoru. Burvis, kas stkumos parzina dieviSko iedabu, tadejadi it
ka demonstre, ka vin$ ir tavu dievam vai dievibai un talab var piespiest 1o
atsaukties atbilstodi savai gribai.
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Sim piespiesanas momentam ir atrodamas paraléles ari grieku mitolo-
gija. Gan jiras dievs Nérejs, gan Protejs ir pazistami ka paregotaji, kas
izcelas ar savu gudribu. TaCu uz tiem ir jaizdara spiediens, ja grib iegit
paregojumu vai kadu svarigu informiciju, proti, ja grib panakt, 1ai dieviba
atsauktos. Varonim Heraklam ir jasasien mainigais ka pati jira Nérejs, lai
uzzinatu no vina to, ko vélas. Ari dieviSkais paregolajs Protejs parego na-
kotni tikai tad, ja vinu piespieZ to izdarit.

Burvji magiskaja rilala dievu it ka sasaista ar vardiem caur piesauk-
Sanu — nevis lidzoties, bet piespieZot to atsaukties. Un burvis to panak ar
daZadiem lidzekliem - vai nu izprovocgjot ar viltigiem vardiem, vai ar
kadiem piespieSanas vardiem, lickot dievam it ka k]dt tuvikam. Si tuviba
izpauZas isto vardu zina3ana. Burvis giist savu spéku no sarunas, no dia-
loga ar dieviem. Apuléjs to sauc par communio logquendi cum dis.'®

Skaidri apzinoties daZidu rituilu daudzveidibu un sareZgitibu, tomeér,
pat balstoties tikai vz Seit ieskicétiem ritudliem, var teikt, ka ritualaja uz-
vediba dazadas kultdris ir atrodami saskares punkti. Gan helléni, gan balti
ir uztvérudi dazadus ritudlus un magiju ka tiesu celu, pa kuru piek]at die-
vidkajam sp€kam, lai giitu garigu mierindjumu vai kddu praktisku labumu.
Ta ir sava veida sazina gan cilvéku limeni, gan cilvéku un dievu limeni,
kur religiskais mijas ar mitisko. Ta ir saziga, kura realizgjas seni cilvéka
saitkne ar vidi.
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On Some Common Mythical Aspects
of the Hellenes and the Balts

An insight into the cultures of the Hellenes and the Balts permits to
trace similarities in their ritualistic behaviour that roots in myth. Ritual
regulates mutual relations among the participants of rites on the one hand
and among the participants and the divine world on the other hand.
Ritualistic behaviour is characierized by action and verbal component.

The religion of both the Hellenes and the Balts was polytheistic. The
Hellenes and the Balts believed in the magic force embodied in different
objects in nature and therefore they strived for contact with the personifica-
tions of this force — deities and gods. This contact was achieved through
various sacrificial rites and magic riles. The comparison of different sacrificial
rites found in old chronicles and other sources attests to similar ritualistic
behaviour in different cultures. Magic rites were practiced by the Hellenes
and the Balts in great variety. They were seen as a route for direct access
to the divine force.



DACE STRELEVICA (LATVUA)

Sengrieku mitologijas elementi
Latvijas uzpémumu nosaukumos

Antiki pasaule ar miisu pasauli saskaras itin bieZi — un pat tada $kietarni
piezeméta sféra ka bizness un reklama. Viens no is sféras redzamakajiem
aspektiem ir firmu, veikalu u.c. uzpgmumu nosaukumi. Japiemin, ka $ajos
parmainu laikos Latvijas uznémumu nosaukumi ir daZzadu kultdru, inte-
redu un izglitibas limenu saskarsmes punkts — pilsétas ielas nereti blakus
gluZi veiksmigiem un gaumigiem nosaukumiem lasiri tadi, kas neiztur
nekadu kritiku un neatbilst elementardkajam pareizrakstibas normam.
Tapéc 31 joma piedva daudz iespgju dazadiem pétijumiem — vajodniecis-
kiem, sociologiskiem, sociolingvistiskiem, semiotiskiem. ..

2001. gada pavasari konferencé “Antiquitas Viva” es referata (Strelévica,
2001) analiz&ju Jatipu valodas elementus uznémumu nosaukumos, savu-
kart 2001. gada ziem3 organizétaja konferencé “Hellenu pasaule un més”
nolasitaja referata (kurs ir i raksta pamata) mana uzmanibas loka ir sen-
gricku mitologijas klatbiitne Latvijas biznesa, kas, manuprat, ari pagaidam
ir visat maz apliikota. (Liekas, ka pétnieku uzmaniba lidz §im vairdk ir tikusi
pievérsta angju un krievu valodas un kultiras elementiem — pieméram,
Inetas Stadgales (2001) p2tijuma par uzpémumu nosaukumiem Liepaja.)

Apkopojot, grup€jot un analizgjot uznémurnu nosaukumus, kuros izman-
toti sengrieku mitologijas personaZu vardi vai paradibu nosaukumi, var
izdarit vairakus interesantus secindgjumus. {Piemeén galvenokart tika smelti
no 2001.gada nozaru telefonu gramatas “Zalas lapas”, kas ietver Rigu, Rigas
rajonu un Jarmalu — tadgjadi petijumu lauks ir mazaks, neka solits virsraksta,
tacu iespéjams, ka galvenas Seit konstatélas tendences vairak vai mazik
varétu biit raksturigas visai Latvijai.)

Vispirms japiemin daZi nov&rojumi par sengricku kuliiras popularitati
Latvijas biznesa vid€ salidzinajuma ar seno romie3u kultdiru. Starp apko-
potajiem uznémumu nosaukumiem konstai€ju daudz vairak romie3u neka
sengrieku mitologijas télu. Pieméram, pastav vairakas kafejnicas un citi
uznémumi ar nosaukurnu “Neptiins”, talu nav atrodams neviens, kas
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sauktos “Poseidons” Romieu juras dievs acimredzami ir populdriks
neka ta sengricku ekvivalents. Konstatgju ari vairakus “Jupiterus”, tatu
tikai divas firmas ar atbilsto$a grieku dieva Zeva virdu nosaukumi
(firmas “Zevs-C” un “Zevs V. 8.”). Tas liekas mazliet neparasti, nemot
véri to, ka romie3u mitologija ir liela méra veidojusies uz sengrieku mito-
lofijas pamata. Tadu noteikti ir vairaki iemesli, kadé} daudzi antikie dievi
Sodien ir labak pazistamti ar saviem romie3u vardiem neka griekiskajiem —
viens no iemesliem varétu bit tas, ka romiefu dievu vardos ir nosauktas
misu Saules sistémas plangtas, tade] §ie vardi ir dzirdeti biezak un paliek
pratd ari antikds mitologijas nespecialistam.

Jaatzist, ka antikas mitologijas tgli bieZi vien vidusméra cilvEkam top
zinami netie3a, pastarpinata veida — nevis no literatiras un pétijumiem
tiedi par o jomu, bet gan caur citam jomam, kur tie piemin&ti vai arf kur to
vardi ir izmantoti, lai kaut ko simbolizétu vai vienkir$i apzimétu. Varbit
tieSi tadg], tos talak izmantojot, lietojums klast arvien nelogiskaks un sais-
tiba starp apzimgjamis paridibas bitibu un mitologisko t€lu, kura virds
izveléts to apzimét, — arvien mazaka.

Starp liem nedaudzajiem nosaukumiem, kuros piesauktie sengrieku
mitologijas persondZi péc sava rakstura vai “profesijas” vairak vai mazak
atbilst attiecig uznémuma darbibas profilam, varétu mingt, pieme&ram, vina
dieva Dionisa varda nosauktu dzérienu veikalu “Dioniss”, parefes Kasan-
dras varda nosauktu zilé$anas salonu “Kasandra” (trojietes Kasandras
paregojumiem gan neviens neticéja — diez vai to vélas piedzivot ari 3
zilédanas salona ipadnieki...), kd ari spélu zali “Midass”, kurai vardu
devis mitologijas varonis Mids (daZos avotos vina vards latviski ir rakstits
ari ka Mids) — bagatnieks, kam uz laiku bija pieSkirta sp&ja parveérst zelta
visu, kam vin3 pieskaras.

Daziem nosaukumiem kadu saistibu ar attiecigo firmu darbibas jomu var
atrast, mazliet pafilozof&jot. Pieméram, skaistumkop$anas salons “Sirénas”
Doma var€tu bit tada, ka gan salona apmeklétdjas, gan démoniskas biitnes
sirénas pievilina: vienas ar skaisto izskat, otras - ar skaistajam balsim.
Kaut kida simboliska nozime varétu biit ari veterinaro aptieku “Ken-
taurs”” un “Hirons” (citur, pieméram, “Mitologijas enciklop&dija” (1993),
51 kentaura vards ir atveidots ar1 ki Heirons) nosaukumiem ~ dzivnieks un
cilvéks sastopas gan miksantropiskaja biitné kentaura (puscilvéka -
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puszirga), gan veterinarijas nozaré... Antikvariata “Antika Miza”, iespé-
jams, tiek pardoti priek¥met, kuru radi$ana vajadziga miizu aizgadniba
(il Tpadi, ja tas ir gramatu antikvariils).

Tadu vairumam telefonu gramata atrodamo firmu nosaukumu nav ista
(vai vispar nekidda) sakara ar firmu darbibas jomu, un Zkiet, ka tie izrau-
dziti vienigi savas labskanas dég|.

Pieméram, kads sakars amazoném ar hidraulisko ieritu tirdzniecibas
firmu (“Amazone’), sengricku dievu mitnei Olimpa kalnam — ar tiirisma
firmu “Olimp”, nimfai Kallisto — ar partikas veikalu (“Kallisto”) vai
miklu uzdevéjai sfinksai ar édina%anas firmu “Sfinkss”? (Izteikiu ari
mingjumu, ka sfinksa vairumam cilvéku — drofi vien ari minétas firmas
ipadnickiem — vairdk laikam tomér asoci&jas ar Egiptes télniecibu neka ar
sengricku mitologiju. “Mitologijas enciklopédija” gan zino, ka sfinksai
lidzigs mitologisks tels bija pazistams ari Mazazija.)

Nosaukumu nelogiskums un fakts, ka to funkcija parasti ir tikai deko-
rativa, visspilgtik paradis gadijumos, kad viena un t3 pa3a mitologijas t€la
vai paradibas varda ir nosaukti vairaki un darbibas jomas zipa diezgan
dazidi uzpEmumi. Interesanti ir konstatét, kuri sengrieku mitologijas varoni
Latvijas biznesa un tirdzniecibas vidé pedgéja laika ir bijusi popularikie.

Pieméram, gudribas dievietes Aténas Palladas varda ir nosaukta kada
akciju sabiedriba un nekustamo ipaSumu firma {(abas saucas “Pallada™)
un zilé¥anas salons “‘Aténa Pallada’™ Nimfa Siringa, kas parveras par
niedri, no kuras Péns izgatavoja stabuli, ir devusi vardu fotosalonam un
frizétavai (abi saucas “Siringa”). Zelta auniddas mekl&taju kuga “Argo”
vardu nes kads naktskiubs, ka ari iespieddarbu firma “Arge-§” Sen-
grieku dieva Apollona vérda latiniskais variants (par vardu rakstibu veél
runasim velgk) atrodams visiem zindmas interneta pakalpojumu firmas
“Apollo” nosaukuma, ki ari sporta centra ““Apollo Fitness” nosaukuma.
Dievu véstne$a Hermeja varda ir nosaukta kancelejas prefu firma “Her-
mess” un tirisma firma “Hermess NS”

Jau ieprieks min€to “Kentaura” virdu nes ar kads skaistumkop3anas
salons, “Midas” ir ne vien spé]u zale, bet ari kads veikals — bars, “Dionis™ —
ar1 ripniecibas precu veikals, bet Kasandras varda ir nosaukta ari tirisma
firma ““CasSandra” (ar lielo sakumburtu § varda vidi; iesp&jams, lai 1zceltu
varda dalu ‘Sandra’ ka drofi vien kadas ar firmu saistitas personas vardu).
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Ir gadijumi, kad, firmas ipaSnickam precizi nezinot atticcigd mitiska
t€la raksturu, par nosaukumu tiek izvéléts kada negativa personaZa vards.
Pieméram, Valdemira iela kads skaistumkop$anas salons agrak saucas
“Kibela” - tatad frigielu izcelsmes sengrieku dievietes Kibeles varda.
“Mitologijas enciklopédija” 81 ambivalenta dieviete nosaukta par “drimo
un briesmigo” Velak gan salona ipadnieks, iespéjams, uzzin3jis, ka Kibele
nav ipasi pozitivs t€ls, pardévéja salonu par “Koalu” — par agrako saistibu ar
antiko pasauli kadu laiku vél liecinija pseidogriekiska amfora salona loga.

Tomer, lai gan tikai retumis nosaukumos izmantotie sengricku mitolo-
gijas personaZi vai paradibas atbilst uznémumu darbibas nozarei, jaatzist,
ka sava zina firmu nosaukumu veidotaji reizém mitologija ir bijudi visai
zinoi, jo lietojudi ne tikai plast pazistamu €lu (tadu ka Aténa vai Apol-
lons) vardus, bet arl mazakpazistamus (pieméram, jau minétd Kallisto,
Mids u. ¢.).

Interesanti ir uzskaitit ari tos gadijumus, kad firmas nosaukuma ietverts
ne tikai sengrieku mitologijas personaZa vards, bet vél kads elements - jo ar
sengrickisko un mitisko vien acimredzot nav pieticis, lai raditu ceréto efektu.

DaZreiz attiecigajam vardam ir pievienots viens vai vairaki burti (iespé-
jams, uzpémuma ipa3nieka vai vinam tuva cilvéka inicidli). Pieméram,
iepriek¥ minétas firmas “Zevs-C”, “Argo-8” un “Hermess NS”, ki ari
burves Médejas varda nosaukia kugubtives firma “Medeja S un citas.

Reizém sengrieku mitologijas t€la vards ir papildinats ar pretenciozo
frizi “un Ko” (t.i., ‘kompanija’) — pieméram, frizétavas “Nike un Ko”
nosaukumad, kura pamata ir sengrieku uzvaras dievietes vards. DaZos
gadijumos nosaukuma otrais elements ir gadskaitlis — pieméram, mébeu
firmas “Antejs 98" nosaukuma (ta pamata ir zemes dievietes Gajas déla
gigania Anteja vards), ki ari turisma firmas “Nimfa 2000” nosaukuma.

Iespgjams, reizém otrais elements ir lietots, lai atdkirtu uznpgmumu no
kada cita ar tadu pasu nosaukumu - k3 tas varétu biit gadijuma ar jau
minétajam firmam “Argo” un “Argo-S8”, “Hermess” un “Hermess NS”,
“Apollo” un “Apollo Fitness”

Vairaku firmu nosaukumos sengrieku vards ir kombinéts ar kadu anglu
valodas virdu — pieméram, jau icpriek3 minétaji “Apollo Fitness” gadi-
juma, ki ar tirisma firmas “Pegasus Intermational” un friz€tavas
“Selena Corporation™ nosaukuma. Ari mitiska tla vards $ajos gadijumos
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ir lictots nevis tradiciondla)i latvieSu transkripcija, bet gan latiniski anglis-
kaja varianta (sengrieku méness dievietes Selénes vards gan angliski tiek
rakstits Selene).

Atsevi3ks 51 petijuma aspekts ir virdu rakstibas veida analize. Antiko
ipasvardu latviska atveide vispar ir diezgan sareZgits jautajums. Ka savu-
laik noradijusi Daiga Lapane (2001), ka ari citi pétnieki, normas ne vien-
mér saskan ar faktisko lietojumu jeb Gzusu, un tie médz arfi mainities.
Turklat, ka noradits informacijas avota “Sengricku valodas ipa$vardi”
(1974, sérija “Noradijumi par citvalodu ipadvardu pareizrakstibu,..”), ir
vairdki faktort, kas traucé sengricku ipaSvirdus latvie$u valoda atveidot
14, lai tie buitu péc iesp&jas tuvi originalam.

Varam konstatét, ka sengrieku mitologisko télu un paradibu vardi diez-
gan bieZi ir sagadajudi grutibas (varbut tas gan nav precizi teikis, jo pilnigi
iesp&jams, ka vipi bijuli parliecinati par padu lietoto variantu pareizibu un
nekadas griitibas nav izjutudi) 3aja pétijuma minéto uznémumu ipa3nie-
kiem vai nosaukumu veidotajiem, un vini nebut ne vienmer ir sekojudi
Latvija ieverolajai tradicijai. Nedaudzi ir tie gadijumi, kad tas ir darits
(pieméram, “Zevs”, “Nike”, “Nimfa” u. c.). Reizém, ka jau ieprick§ minéts,
lietoti vardu latiniz€tie varianti, kas vienlaikus ir ari angliskie {(un visdri-
zak tas ir darits, pateicoties nosaukumu veidotaju anglu valodas, nevis latinu
valodas zina$anam}.

Ta€u vairums firmu nosaukumos lietoto sengrieku mitologisko ipa3-
virdu ir diezgan tuvi tradicionalajiem latviskajiem variantiem, tikai bez
garumzimém; reizém ari bez galotnes s. Tadi ir jau minétie “‘Dioniss™ un
“Dionis” (nevis “Dioniss”), “Olimp”’ (nevis “Olimps’), *Siringa*’ (nevis
“Siringa”), “Pallada” (nevis “Pallada”), “Medeja’ (nevis “Medeja’’).

Sis pazimes |auj domdt, ka vairums firmu ipasnieku nav latvie§u tau-
tibas. Ir gadijumi, kad nosaukuma diezgan neparprotami ir lietoti sen-
grieku mitologijas personaZu vardu krieviskie varianti, tikai transkribéti ar
latipu burtiem. Pieméram, partikas veikala nosaukums “Adonis” (nevis
“Adonids’’) un jau agrak minétais “Midas” (nevis “Mids™); da]&ji ari
‘“‘Hermess”, kas ir tuvaks krieviskajam variantam Germes neka latvieSu
valoda pienemtajam Hermejs.

Tagad, kad esam nedaudz aplikojusi sengricku mitologijas iedvesmo-
tos Latvijas uznémumu nosaukumus no to atbilstibas, piemérotibas, ka arl
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valodiskas pareizibas aspekia, rodas jautdjums — ko varam secinat par
antiko mitu lomu miisu sabiedriba un it ipai tis $kietami praktiskikaja un
“nemitologiskakaja” dala, t. i., biznesa pasaul€?

Galvenais secindjums, protams, ir $ads — kaut kadas zinaSanas par
sengrieku mitologiju uzpémeéjdarbibas parstavjiem tomér piemit. Katra
zin liekas, ka mits joprojam tiek uzskatits par kaut ko interesantu, par
tadu, ko gribas “lietot” ari ikdiena. Varbiit mitam — 3ai gadijuma sengrieku
mitam — mislaiku sabiedriba sava loma ir tadg], ka mits, ka raksia Janina
Kursite (1999, 515), “rada iluziju, bet varbit ari ne iliiziju, ka cilvéks nav
vientul$, ka vig8 ir iek]auts un darbojas kadas lielakas sakaribas™?

Iesp€jams, firmas nosaukumia demonsuétas zina$anas kultiras joma
apzinati vai neapzinati tiek izmantotas ka pieradijums, ka attiecigas firmas
tpa3nieks un darbinieki biis zino3i arl savd specialitaté. Tatu daudzie ne-
precizitites un neatbilstibas gadijumi gan drizak rada pretéju efektu —
vismaz tajos cilvékos, kuru zinaanas lauj to novertet.

Sai sakara es vEl&tos atsaukties uz kidu P&tera Bankovska rakstu avizé
“Diena” (Bankovskis, 2002) — kaut ari tas paradijas kddu laike péc kon-
ferences, kura tika nolasits 3is referats, tade] toreiz vél netika pieminéts.
Bankovskis runa par gadijumiem, kad, lidzigi ka 3eit aplikotajos piemé-
ros, ir klaji redzama uzpemuma Ipadnieku neinformétiba par varda jegu.
Piemeéram, runijot par kentauru attéliem, kas rotajudi kafejnicas “Korsars”
logus, Bankovskis raksta: “Varda devéju apzina kaut ki nekontroléti un
nemotivéti uzpeldgjis vardip$ “korsars”, péc tam - “kentaurs™ un, iespé-
jams, 3kitis, ka abi vardi nozimé vienu un to padu — kaut ko, kas ir (..)
“romantisks” un “kulturals™”

Nav izslégts, ka uznémumu sengriekisko vardu devgji tie¥am nemaz
necen3as pretendét uz sengrieku kultiiras labu pazingju lomu — drizak vini
cer, ka vigu klienti, tapat ka pasi, gluZi vienkar$i jutisies apburti no maz-
liet eksotiski skano3ajiem, “romantiskajiem un kulturalajiem” nosauku-
miem, un klientu uzmaniba bils piesaistita.

Iespgjams, ka daudz ko katra konkrétaja gadijuma noskaidrotu jauta-
jums attiecigo uznémuma ipaSniekiem padiem — ké un kapéc vini izvéle-
juSies ar sengrieku mitologiju saistitus nosaukumu un kapéc tiedi tadus.
Tad més par sengrieku pasaules ietekmi uz misdienu cilvéku uzzinitu vél
vairak, neka tikai apkopojot un analizéjot §is ietekmes sekas.
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Elements of Ancient Greek Mythology
in the Names of Business Enterprises in Latvia

The variety of the names of business enterprises and organizations in
Latvia offer many possibilities for sociolinguistic, sociological and other
analysis. Partly as a continuation to a previous research done on the
elements of the Latin language in enterprise names, the present paper
focuses on the presence of Ancient Greek mythology in this sphere.

Classification and analysis of the enterprise names based on phenomena
of Ancient Greek mythology leads to a number of interesting conclusions:
e.g., about the knowledge in mythology of the authors of enterprise names

=owners of the enterprises?); about their ability/wish to follow the norms
and traditions of transcribing Ancient Greek names in Latvian; and, to a
certain extent, about the role of Ancient Greek mythology in our society.
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Talijas celojums uz Rigu 1595. gada

1595. gada Leipcigd publicéta Bazilija Plinija gramata “Encomium
inclitae civitatis Rigae Metropolis Livoniae”, jeb “Slavas dziesma daudzi-
natajai Rigai, Livonijas metropolei” Bazilijs Plinijs at¥kiriba no Homéra
un Vergilija, kuri aicinat aicina dieviSko miizu dziedat un bit klat ik reizi,
kad sirds un balss raisas jauniem tekstiem, ar 16.gadsimtam raksturigu
izglitota cilveka paSapzinu apgalvo:

Netiecos, diZenais Homer, nedz macitais Vergilij, jasu
Slavas spoiumu git, nedodu priekSroku 1ai (..)

un
Toties man Miizas ir gana un vinas reiz davato dziesmu,
Talijas vélibu jaus§ allaZ ik bridi mana sirds..."

Talijas — ce]abiedres un atbalstitajas — izvéle Plinija “Slavas dziesma
Rigai” nav bijusi nejaufa, taja, manuprat, saplidusas visas tris Talijas —
miizas, haritas un nereidas — grieku mitologija pazistamas nozimes:

- Talija ir vieglas dzejas, slavas dziesmas aizgadne — spécinats jitos es
tavas velibas staros,

— Talija ir arl viena no haritam — tris gracijam (Aglaja — mirdzo3a;
Eifrozine - pratigi domajo$a), Talija — ziedo3a - dzive, ko balstiji tu,
Sobrid tik zajo un plaukst..

— Talija ir ari viena no nereidam, jiras dievibam, kam raksturigs maini-
gums, dziJums, straujums, bet ari labvéliba un atbalsts nelaimé — gudriba
tava lai norada ceju.
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Bazilijs Plinijs ir Rigas virsmacitdja Gregora Plinija déls. Gimeni ska-
rusi uzvarda latinizéSanas mode. Pliniju istais uzvards ir Pléni, Plieni
(Pleene, Plone)?; ta Skietami latviskajds skanas balstoties, Margers Zarins
kdda no saviem stistiem piedava versiju, ka Plinijs célies no latvie$u Plienu
dzimtas®. Tai laikam tomér nebiis nekada pamata, jo B. Plinija tévs Riga ir
ienacéjs no Pomeranijas.

Vairaku v&sturnieku darbos izteikla hipotéze, ka Pliniji latiniz&jusi savu
uzvirdu par godu Vezuva izvirduma boja gaju$am romiefu rakstniekam
Plinijam Vecakajam (23-79)*. Un patie§am, vismaz vienu paraléli starp
Gaju Sekundu Pliniju un 16. gadsimta ridzinieku Baziliju Pliniju varam
rast — abiem ir darbi ar vésturisku un dabas pétniecisku ievirzi: pirmajam —
par karu ar germapiem, Pomponija Sekunda biografija un enciklopzdisks
darbs “Naturalis Historiae libri” — dabas véstures gramata 37 s&jumos, otra-
jam, Rigas Plinijam — par krasu dabu un cilti, par prieku un b&dam, tris gra-
matas par vEjiem, par Polijas un Zviednijas karala Sigismunda III Visas
karaspgka uzvaru un Rigas atbrivoanu no aplenk3anas, un citi.

Precizs Bazilija Plinija dzim3anas datums nav zinams, bet domajams,
ka tas varétu biit ap 1570. gadu®. Ar Rigas riitskunga Johana Ekes atbalstu
un péc téva ietetkuma Basilijs Plinijs 1593.gada devies uz Vitenbergu stu-
det medicinu; starp citu, Vitenberga studgjis, gan teologiju, ari vina tevs.

Domaju, ka B. Phnijs ar medicinas doktora gridu Rigad atgriezies ne
atrak ka 1603. gada, kad Seit N. Mollina tipografija iznak vipa poéma par
vEjiem — visi ieprick3€jie vina darbi publicéti Vacija (Leipciga un Viten-
berga); 1604. gada Plinijs stradajis par Rigas pilsetas arstu, bet jau 1605. gada
starp 6. jiliju un 16, novembri miris®.

“Slavas dziesma Rigai” ienem ipau vietu B. Plinija biografija, tas ir
pirmais vipa literarais méginajums, jaunibas gadu auglis, un turklat pauz
nesléptu dzimtenes milestibu:

Dzifi jo dzifi man sirdt uz miaZiem Tuvs vards tapis iespiests,
Riga, Tu dzimtenes sirds, gaisma un acuraugs mans!

(..) Redzot, ka pamazam gaist paveids Tavs pamalé jau
Tobrid, kad nespéju raudot es skatienu novérst no Tevis, —

“Slavas dziesma Rigai” pilnigi ieklaujas 16. gs. otras puses un 17. gs.
sakuma jaunlatinu literatiras modé - pilsétu, zemju un ievérojamu personu
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slavindjumu vidi; ta, pieméram, Jakoba Diasorinija (facobus Diassorinus)
slavas dziesma luteranu reformatoram, Melanhtona draugam horvatam
Matijam Vlaci€am Iliram (Mataeus Flacius lllyricus) publicéta 1558. gada,
bet Jana Lernicija (fanus Lernutius) veltijums Flandrijas pils&tam Gentei
un Iprai — 1604. gada.

16. gs. dailiteratiira ze| un plaukst ari Rigd. Un Bazilijs Plinijs pieder
Rigas renesanses humanistu lokam, vina tuvi lidzgaitnieki ir dzejnieks
Daniels Hermanis, Pétera baznicas macitajs Georgs Ciglers un Rigas rates
lietvedis jeb sindiks Davids Hilhens. Ari veltijuma dzejas Zanram Livonija
ir savas tradicijas — viens no agrinajiem paraugiem ir 1557. gada publicétais
Henricus Montanus veltijums Livonijai, Rigu dzeja slavinijusi ari Solo-
mons Frencelis, Daniels Hermanis, Henrihs Ulenbroks, Kristofs Sallers u. c.
Tomeér Bazilija Plinija slavas dziesmai paréjo vidu ir ipaSa vieta ne tikai ka
veérienigakajai un pilnigakajai, bet ari makslinieciski veiksmigikajai’

Atbilstodi renesanses literatiiras tradicijai “Slavas dziesma Rigai”
saceréta latinu valoda ripigi kopta forma — elégiskajos distihos un augsta
stila, bagatigi izmantojot hiperboliziciju, krasnas metaforas un epitetus.
Stingra forma sagadajusi problémas tulkotajiem. Starp citu, ne tikai par
“Slavas dziesmu”, bet ari tas sacer&tdju B. Plimju lielaka dala literatiiras
avotu klusé vai arl velta tam nieka paris rindinas. Laikam gan viens no
pirmajiem B. Plinija “Slavas dziesmu” pamanijis kultirvésturnieks Johans
Kristofs Broce, to parrakstijis un B. Plinija, pieméram, Rigas iedzivotdju
aprakstus izmantojis saviem pétijumiem. Savukart Janis Straubergs pla-
§aja pétijuma “Rigas veésture” (1937) garam ejot gan piemin&jis Bazilija
tévu Gregoru Pliniju ka Domskolas inspektoru, bet ne vina délu, Rigas sla-
vinatdju Baziliju. Arl vélak, piemeram, citadi faktu materiala zina bagata
F. Solca grimata “Die Literaturen des Baltikums” (1990) Plinijus nepie-
min vispar. Domaju, ka visvairdk par Baziliju Pliniju rakstijusi latviedu
literatdrv&sturnieki. Latviski ““Slavas dziesmu Rigai” pirmo reizi fragmen-
tari tulkojis v&sturnieks, romanu filologs Amolds Spekke 20. gadsimta
20. gados, stradadams pie doktora disertactjas, kas publicéta vicu valoda
1927. gada. Manuprdt, A. Spekkes disertacija ir pamatigikais darbs par
Baziliju Pliniju un vina “Slavas dziesmu” vispar, taja izsme]oSi raksturoti
arl iedvesmas un ietekmju avoti. Tomér A. Spekkes tulkojuma diemZél
elégiskie distihi ignoréti. Interesanti, ka tie§i B. Plinija ““Slavas dziesmas”
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kontekstu pétnieciba rosinajusi A. Spekki pievérsties 16. gadsimta Lat-
vijas vésturei pamatigak, un 1935. gada tapis darbs “Latvie3i un Livonija
16. gadsimta”, kas ve&l arvien ir neaizstdjams avots kultiirvésturniekiem,
bet trimda kopa ar E. Dunsdorfu Daugavas apgida publicéts Latvijas ves-
tures $§im gadsimtam veltitais s€jums (1964).

Par B. Pliniju rakstijuii ari Janis Strading® un Ojars Zanders®, Gvido
Straube un Indra Kemere!®.

1997. gada Latvijas Kultiiras fonda un Jumavas izdevuma gramatu
virkné Bibliotheca Rigensis slavas dziesma nak klaja no jauna, Soreiz
originala — latinu valoda — un 4 tulkojumos: latviski Leona BrieZa varianta
(un vina latviskojumu Sobrid izmantoju arl es), vaciski tulkojis Matiass
Knolls, krieviski — Ludmila Azarova un angliski — P&teris Cedrip. Ne-
viena no tulkojumiem elégiskie distihi nav ievéroti pilnigi, par saméra
tuvu originalam noteikti uzskatims Leona BrieZa latviskojums.

B. Plinija “Slavas dziesma” ki renesanses sacergjums atspogulo vaira-
kas spilgtas laikmeta 1ezimes, pieméram, izglitibas, zinatnes un kultdras
vienotibu. Viens no rakstniecibas pamatnoteikumiem 3aja laika ir arl tas
estétiska kvalitate — skaistums, ko izsaka kopta forma un izteiksmes un
satura harmonija. B. Plinija slavas dziesmi valda gaidi optimistiski toni,
Rigu ieskauj kraSni un augligi darzi, plavas un meZi, apskalo zivim baga-
tas dzidras Daugavas Gdeni un tas piisoni, protams, ir augstako tikumu ne-
s&ji, kas uzmeklé saskanu visa, godigi dara, ko tiem pieklajas dzive Sai veikt,
bet, ja ari starp viniem, ki ikviena darzi, gadas pa natrei vai indigai kur-
pitei, tad ari tie agri vai velu spiesti taisnigam likumam bijiba paklauties.

B. Plinija “Slavas dziesma Rigai"” parpilna ar antikas kultiras, Latvijas
vestures un 16. gs. Eiropas dzejas reminiscencEm. Ne velti Amolds
Spekke un velak ari Janis Stradins 3o darbu dév&judi par pogtisku diserta-
¢iju", un ari (3 ir Jaikmeta iezime. Izglitots un kulturals ir cilvéks, kas ne
tikai raksta pareiza un skaidra valoda, bet arf meistarigi sava darba iepin
klasisko — galvenokart hellénu kultiiras — mantojumu. Tie3i renesanses laik-
metd, ki zinams, sk runit par enciklopgdiskam zina%anam (vispirms
Vacija, Anglija, tad Francija). Un enciklopédija ir grieku cilmes vérds: en -
iekSpus; kyklos — ripkis un paideia — izglitiba. Manuprat, trapigi un aspra-
tigi apgito plado — enciklopédisko — zinafanu loku 16. gadsimta kontek-
stos ir novert&jis rumanu literatirzinatnicks Adrians Marino:
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Zinasanu slédpes $aja laikmeta bija neremdinamas, un izdzert striklaku
sausu vél nebija nekas neiespéjams. Més vél neesam 20. gadsimia'?,

Atcerésimies, ka ari B. Plinija laikabiedrs fran¢u humanists Mi3els de
Monténs (1533-1592) eseja “Par bérnu audzindSanu™ rund par cité3anu,
atsauk¥anos uz avotiem ka nepieciefamibu jebkada veida saceréjumos, bet,
protams, ar méru:

Filozofs Hrisips savas gramalds ietvéra ne vien fragmentus no citu
autoru darbiem, bet pat veselus darbus... Apollodors par vinu teica, ka, ja
no vina darbiem svitrotu visu sveso, tad paliktu balts papirs. Talak kada
cita vieta:

Lai vin§ noslépj visu, ko aizguvis no citiem, un atklatibai nodod tikai
to, ko vin§ no 1 izveidofis. Laupitdji un ieravéji izrada savas majas un
pirkumus, nevis 1o, ko vini izvilkusi no citu makiem..."

Un 3kiet, Plinijs rikojies atbilsto$i M. Montépa norddém: vipa darba
neatradisim ne antiko, ne dzejnieka laikabiedru precizus citatus, bet stilis-
tiskas un idejiskas ietekmes jitamas, ka jau to konstatjis Amolds Spekke,
no Homera, Cicerona, Klaudija, Katulla, Ovidija, Horacija, Lukrécija,
Vergilija, Dionisija Fabricija, Julija C&zara, Plinija Vecika un daudzu citu
antiko autoru darbiem. Plinijs parzinijis ari 16. gadsimta lilerataru — Se-
bastiana Minstera “Kosmografijas” saturu, Baltazara Rusova *“Livonijas
hroniku”, lasijis par Kristofera Kolumba un Vasko da Gamas celojumiem,
motivu zipa atsevi¥kas vietas tuvas ari Plinija priek$teCa Montina jau
iepriek$ minétajai slavas dziesmai (1557).

Interesanti, ka atseviskus “Slavas dziesmas™ motivus Bazilijs Plinijs pats
vélak iepinis citos savos darbos, piem&ram, “Tris gramatas par vEjiem”,
savukart B. Pliniju talak parstradajis vipa sekotajs, vElins epigonis Rigas
slavinataju rinda Kristofers Sallers 1640. gada, kad ista pilsétas slavas-
dziesmas spozme pie dzejas debesim jau izbalgjusi'®.

Bazilija Plinija “Slavas dziesma” ietvertas pasaules kultiiras reminis-
cences, tik pa¥saprotamas 16. un 17. gadsimta izglitotam lasitajam, iespé-
jams, ari toreiz raisija jaunas asociacijas un padzilinaja teksta uztveri. Un,
lai gan negribétos pievienoties Arnolda Spekkes spriedumam, ka miisdienu
lasitaju traucés Sis smagais aparats'’, tomér domaju — nek|udi¥os, apgal-
vojot, ka Sodien to visu uziveram ka renesanses laikmeta ekstravaganci un
vairuma gadijumu tai vienkar$i slidam pani. Jo ko gan izsaka vidusméra
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lasitdjam tas, ka Rigi ir tik daudz pantikas ka Herkinas meZos kriimu, bet
ielas no trokSpiem vaid kd Garganu meZajs, savukart no Rigas meitenu
dailes aizgrabti justos pat Timons, Zeva un Eiropas d€ls Radamantijs un
cilvékédijs Antifats, bet Rigas dz€rieni remdétu pat negausigo Apiciju.

Mazliet par slavas dziesmas saturu. Kaut ari t3 rakstita vienlaidus teksta
bez apak3nodalam, tomér varam runat par atsevilkiem tematiskiem lokiem,
ta, protams, konstatéjot Bazilija Plimja ta briZa intereses — slavas dziesma
sakas, ka jau pienakas, ar 1su veltijumu labvgliem un atbalstitajiem, tad seko
pateicibas un, manuprat, patiesas milestibas apdvesti slavindgjuma vardi
Rigai, pakav&3anas pie Rigas véstures un Rigas dabas — plavu, lauku un
meZu floras un faunas apraksts, pilsétas iedzivotiju raksturojums, ieskats
gdienu un dz&rienu pieddvijuma3, tirdznieciba, liesu sistémi, 1ad atkal pa-
teicibas un sajismas vardi Rigas kungiem un pa3a B. Plinija skolotajiem
Domskola, bet dzejojumu nosledz cildinajums reformacijai un pirmajiem
reformatoriem ar miera un labklajibas v&lgjumiem pilsétai nakotné. Sikak
nepakavéios pie visiem iepriek§ mingtajiem saturiskajiem lokiem, kaut
gan tas noteikti biitu ta vérts, bet pievérsidu uzmanibu tikai diviem:

— Plinija skatfjumam uz Rigas iedzivotajiem;

— Plinija skatijumam uz vacu iekaro3anas cinam 13. gadsimta — Rigas
dibinaZanas iaikmetu, jo ipa8i tapéc, ka §is jautajums raisa pardomas ari
maisdienu publikaciju konteksta.

Par Rigas iedzivotijiem. Plinijs attélo cilvéku burzmaino skatu: lek$a
un ara bez mitas plist Jaudis cits citam pa pédam, / Spiezdamies virsi
ikbrid katram, pa prieku kas iet. Piilis pieaug Domskolas izraZu reizés
un, protams, pilsétd ierodoties svefzemju amatviriem's. Iespéjams, te
B. Plinija — biju¥a Domskolas skolnieka atminas uzplaiksnijusi pada pie-
daliSands kada metenu sp€lé un Stefana Batorija kraspa ieralanas Riga
1582. gada pavasari, kad sagaididanu atzimé&ja ne tikai ar 200 jatnieku
klatbutni, goda vartiem, bet arT ar speciali 3im nolikam sarikotu uguno-
$anu'?.

Kopuma Rigas iedzivotaji raksturoti ki taisnigi, godigi, ticigi cilvéki,
starp viniem ipasi izce)ot — daZas rindas slavas dziesmas veltijuma un ska-
nigos ditirambos findla — tos, kam B. Plinijs ir ipafu pateicibu parada -
senatoru Teodoru Rigemani, birgermeistaru Nikolaju Eki, sindiku Davidu
Hilhenu un daZus citus.
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Visgarikais apraksts slavas dziesma — apajas 100 rindas — veltitas Rigas
meiteném; interesanti atzimet, ka vinu raksturojuma ari izmantota vispla-
$aka mitologisko t€lu galerija - Rigas meitenes, B. Plinija acim raugoties,
skaistuma parspéj Helenu, Junonu, Venéru, Andromedu un Ariadni, apstul-
birot Argusu, Timonu, Antifaty, Radamantiju, Perseju, Peleidu, Hektoru,
Praksitelu un Apollonu. Protams, ka Rigas meitené&m ir dai]a seja, bet inte-
resanti, ka B. Plinijs piemin an sarkanu apmetni: Blakus §im mirdzumam
nobal pat tumssartais apmetnis, kuru / Bezgala spilgtu tkdien parasti val-
kat tas médz...

Te gribetu atzimét, ka 16. gadsimta Livonijas sievietes zZim&jis vacu
gleznotdjs un grafikis Albrehts Dirers {1471-1528), un nav isti zinams,
kas kalpojis vipa zim&jumiem par paraugu. lespéjams, A. Dirers Rigi bijis
ap 1521. vai 1522. gadu, kad darinajis altargleznu Pétera baznicai, kas gan
péc paris gadiem svétbilZu grautinu laika gajusi boja, tomér tam tielu pie-
radijumu nav'8, Ari vipa sievietém ir apmetnis, visnotal iespaidigs un garg,
turklat ar augstu apkakli. Ka paraugu ridziniecu izskata raksturojumam to
parziméjis, gan ievieSot virkni laikmetigu detau, ari I. K. Broce '”.

Atgriezisimies pie B. Plinija — domaju, tik plass Rigas meitepu apdzie-
dajums skaidrojams ar autora jaunibu, jo tolaik Bazilijs Plinijs vargja but
25 gadus vecs. Un §ie ditirambi Rigas jaunavam, ka arl kraSpas dabas
ainas, ne bez Vergilija Georgiku ietekmes, pieder pie spilgtakajam slavas
dziesmas vietam.

lekaroSanas laikmeta — 12. un 13. gadsimta mijas — notikumi B. Plinija
acim. No vienas puses, po€mas autors runa par mazajam tautam, sve3zemju
verdzibas jigu un vinu alkam jo drizak 1as verdziba dzit. To paticiam
nevar neievérot, domaju, ka tik dro3s latvie3u noZélojama stavokla —
verdzibas — vert€jums paradas tikai 18. gadsimta un tad arf tikai atsevilkos
vacu apgaismotaju darbos?’; o faktu komentiros B. Plinija “Slavas dzies-
mai” augstu novenéjis ari vésturnieks Gvido Straube?!. Bet no otras puses —
un diemZg] tads apraksts B. Plinija dziesma ir daudz sp&cigiks par iepriek-
§8jo — viet€jos raksturo barbaru tikumi skarbie, paganu tumsibas lasts,
plapiga méle un stulbs prats, vini ir ka pifu pleznainais bars, tramigi éiep-
stoSais bars, mulkiga zemnieku cilts, stulbs pilis, lauku bars, vini dzivo tum-
Sos damaksnos melnas bideles, vinu tumsnéjais vaigs ir dzeltena baluma
kldis un daZiem pinkaina barda ka slota met enu uz spalvainam kratim.
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Tas, protams, ka raksta G. Straube, ir pilniba baltvacu tradicijai atbil-
stofs* skatijums. Bet Arnolds Spekke, nekidu uzmanibu neveltidams ver-
dzibas piemin&3anai, ir v&] nesaudzigiks, teikdams, ka Seit aprakstitajai
Livonijas atklasanai un iekarofanai, protams, rav nekada tiefa sakara ar
attiecigajiem vésturiskajiem notikumiem. Dzejnicka télojums atspogujo
un kopé vipa gadu simta Jaunds pasaules atkldjéju un aprakstitaju sias-
tus, sakot ar Kolumba un Vespudi pazistamajiem tekstiem par vésturiska-
jam noriseém Karaibu jiara un kaiminu krastos. (..} Tas viss saskan ar to
kolonialo pamattoni, kads poéma ieturets®,

Tapat ka daudzos citos darbos, asipainajiem notikumiem misu zemé
Bazilijs Plinijs pretstata alnestas ticibas parakumu — kristietibu pret paga-
nismu — un kultdru. Un es gribétu teikt, ka Plinija idejas aizvien vairak un
bieZak tiecas sabalsoties ar miisdienu viedokli $aja jautajuma — jau 20. gad-
simta 90. gadu sakuma tika parskatita Meinharda, bet nu — ari Alberta dar-
biba latvieSu laba. 90. gadu vidi nopietnas diskusijas filozofi, vEsturnieki
un literati cilgja jautagjumu par Kaupo vésturisko lomu 13. gadsimta. Nule
arl “Karoga” novembra numura publicéts Agitas Misanes, manuprat, visai
simptomatiskais raksts “Velreiz par Kaupo vésturisko un literaro dzivi”?,
kura ne tik origindla man Skiet doma, ka Norvégija, Danija, Ungarija un
citas valstis Kaupo lidzinieki — valdnieki kristianizetaji un apvienotaji —
tika kanonizéti, un virs vinu pi§liem pace]as katedrales, cik doma par mak-
shigi radito un uzpisto vesturiski patiesa Kaupo un literaram fantizijam
apvitd Imantas pretstatu. Un, manuprat, raksta autore nav talu no patiesi-
bas ari raksta izskana:

Raugoties nakotne, varam prognozét jauna Kaupo tela paradifanos. Tas,
iespejams, biis Kaupo — pirmais eiropeiski domdjoiais Latvijas politikis.

Tik daudz par iekarofanas faktu un ta attaisnojumu B. Plinija “Slavas
dziesma Rigai”, kas pamazam tiecas saplist ar Sodienas viedokli. Bel iesim
talak, velreiz atgrieZoties pie pamatiedzivotidju veért€juma iekaro3anas
bridi. Tikko iznakusi Ungarijas Zinatnu Akadémijas Literatiiras institita
vecaka pétnicka Endres Bojtara monografija®, kas sniedz ieskatu Baltijas
ciliu un tautu kultdrvésturiskaja pagitné — valodas, dialektos, mitologija,
kultos utt., un taja paustas domas, patik mums tas vai ne, atturigi un ko-
rekti izteiktas, tomeér biitiba ir diezgan tuvas B. Plinija aprakstiem. E. Boj-
tara gramata neap$aubami ir zinatnisks pétijums, un, ki to jau atzimeéjis
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Janis A. Kréslind recenzijd Zurnild “Baitic Studies Newsleiter”, 13 par-
steidz un 3oke, bet taja var atrast patiesibas graudus®.

Parsteidzo$i miisdienigi skan ari Bazilija Plinija skats nakotné kada
cita slavas dziesmas viela:

Varbit tie pardrosi sapni (..)

Aldaris labibas kieiis vistalakam Eiropas valstim

Zemes Sis saimnieks, kur§ mums godigs un uzticams bis;
Varbit cits citam blakus gar krasimalu ciesi jo ciesi
SaksieSu kugi driz vien nostasies ieloka Seit;

Varbit, ka, ciezdami badu, no Gangas un Nilas un Donas
Laudis pie Daugavas steigs glabinu uzmeklet sev?

Un gribot negribot jadoma, ka B. Plinija darba tulkojums un ta publicé-
Sana 1997. gada piecis valodas ir vairak neka likumsakariga.

Nobeigumam vél viens Bazilija Plinija “Slavas dziesmas Rigai” as-
pekts — td funkcija 16.un 17.gs. mijas vacu sabiedriba. Domaju, $is darbs
biitu minams ka baudas un tiksmes devéjs. Jau atsevidki antikas literaturas,
viduslaiku un renesanses avoti norada, ka tie¥i mérenas jautribas snieg-
Sana, moZa gara uztur€Sana ir viens no literatiiras pamatuzdevumiem — ta
uzlabo omu un nomierina satraukto pratu?’ Literatiru iesaka lasit, ja ir
grutibas aizmigt, literatiiru iesaka lasit p&c lielam pusdienam, lai veicinZtu
gremo3anu un paildzinatn miesai sniegto baudu un ari — lai aizdzitu melan-
holiju. Tai jabit ritmiskai, pacilajofai, bet ne satraucoai, gai%ai un méreni
priecigai. Laba priek3a lasita gramata ir atsvaidzino¥aka un remdgjodaka
neka miuzika, kuras izraisitie trok3pi daZkirt var biit arf par skaju, Dzive bez
izklaides, atpiitas un atslodzes ir veselibai bistama. Un vai te nav saska-
tama ar1 Bazilija Plinija dzejojuma ni3a?

Atgriezifos velreiz pie pédeja “Slavas dziesma Rigai” izdevuma —
Soreiz jau Rigd 1997. gada. Dzejniece Ludmila Azarova — krievu varianta
tulkotdja — savas 1sajas sirsnigajas pardomas par B. Plinija darbu uzdod
retorisku jautdjumu: Kur§ gan Sodien, misu laikos, badams skaidra prata
un dvéseliski sasaistits, iedroinatos veltit dzimtajai pilsétai tik apjomigu
un augsid stild sacerétu odu?*® Un atzist, ka vipa, iespejams, tapat ka
daudzi citi odas lasitaji, ir atradusi patvérumu 3is brini$kas gramatas lap-
Ppuses.
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Un vai ta nav zinama atgrie3anas pie jau viduslaikos un renesansg §ida
veida literatiirai ierdditds vietas — kad apkant tik daudz drapkibu, tumso-
nibas un pazemojumu, ir patikami uz bridi nodoties gaia teksta valdzina-
jumam un iegrimt kada cita neparasti harmoniska pasaulé. Talijas ce]ojums
uz Rigu nav bijis veltigs.

Talka nac, Talija tu, sokas lai alla¥ mans darbs... gudriba tava lai no-
rada ceju... Talija, specinats jitos es tavas velibas staros / Dzive, ko bal-
styji tu, Sobrid tik zalo un plaukst; tencinu laipnibu tavu, miaZigi miaios
man darbs nemités liecindt to...

Atsauces un avoti

Seit un turpmak tekstd citéSanai izmantoti “Slavas dziesmas Rigai” fragmenti

L. Brieza tulkojuma no izdevuma “Bazilija Plinija Slavas dziesma Rigai 1595”

R.: Latvijas Kultaras fonds, Jumava, 1997. - 72.-136. Ipp.

Literatira minéti daZadi B. Plinija dzim3anas gadi no 1540. lidz 1575, te izvélcjos

vienu no jaunikajiem vicu bibliografiskajiem avotiem: May Redlich. Lexikon der

deutschbaltischer Literatur. - Kéln Hrsg. Von der Georg-Dehio-Gesellschaft, Verlag

Wissenschaft und Politik, 1989. — 5. 250,

} Marfers Zarip8. [zraviens // Literatira un Miksla, 1984, 3.augusts.

Sal. Gvido Straube. Bazilijs Plinijs un vipa laiks // Bazilija Plinija Slavas dziesma

Rigai 1595. — R.: Latvijas Kultiiras fonds, Jumava, 1997. 142 lpp.; Amolds

Spekke. Biographische Nachrichten Gber Bas. Plinius / Gram. Alt-Riga in Lichte

eines humanistischen Lobgedichts vom Jahre 1595 (Bas. Plinius, Encomium Rigae)

von A. Spekke. — R.: W. E Hicker, 1927. - §. 24-25.

5 Skat. Nr. 2.

Manupriat, pladikie biogrifiskie materidli par B. Pliniju publicéti A. Spekkes gra-

mata; skat. Nr. 4.

Pladak par citam slavas dziesmam Livonijai un Rigai skat. A. Spekkes grimata (4)

nodala “Chronologische Zusammenstellung der wichtigsten humanistischen Dich-

tungen, Abhandlungen und Reden Livoniens™ — S. 5-24.

8 Janis Stradins. Liela zinatnes pasaule un més. — R.: Zindtne, 1980. - 35., 45, 69.-70. Ipp.

Ojars Zanders. Rigas humanistu darbi // Tipogrifs Mollins un viga laiks. — R.: Zi-

natne, 1988. - 126.—135. Ipp.; O. Zanders. Rigas humanisma neilgais uzzieds // Sends

Rigas gramatnieciba un kultdra Hanzas pilsétu kopsakara. — R.: Zinatne, 2000.

214.-217. Ipp.

1 Skat. 1. noradi.

' Alt-Riga in Lichte eines humanistischen Lobgedichts vom Jahre 1595 (Bas. Plinius,
Encomium Rigae) von A. Spekke. — R.: W. F Hiicker, 1927. - §.19. un skat. Nr. 8,
69.-70. lpp.
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12 Adrian Marino. The Biography of “The Idea of Literature” From Antiquity to the
Baroque. — State University of New York Press, 1996. - P. 104,

13 Misels de Monténs. Esejas 1. Fragmenti no 1. séjumna. — R.: Zvaigzne, 1981. - 119.,
124, 1pp.

14 Sikik par ietekmém un atbalsim skat. A.Spekkes komentarus “Slavas dziesmai” -
skat. 11, 93.-264. Ipp.

5 A. Spekke. levadam // Basilijs Plinijs. Rigas slavinafana 1595. gadi. No latinu
originila tulkojis Arnolds Spekke. — Venta, 1972. - {5. Ipp.

6 Skat. Nr. 1, 104. Ipp.

7 Prof. A. Spekke. Kenipa Stefana iendk¥ana Rigd un cipas par Doma baznicu.
Pilskalns, 1965. — 11. Ipp.

18 Vesturnieka un Rigas pilsétas bibliotekira Nikolaja Buga hipotéze, sikik par to skat.
A. Jansons. Pa Direra pedam Riga // Karogs, 1971. — 11, 128.-129. lpp.

¥ Zimé&jumu un komentarus tam skat. — Johans Kristofs Broce. Ziméjumi un apraksti.
1. s€jums, Rigas skati, Jaudis un gkas. - R.: Zinatne, 1992. - 167, Ipp.

% Sal. J. Jannaus “Verdzibas vésture un Vidzemes un Igaunijas zemnieku raksturs”, 1786.

21 Skat, Nr. 1, 147, lpp.

22 Turpat, 147. Ipp.

2% Skat. Nr. 15, 17. lpp.

¥ Karogs, 2001, 11, 194.-208. Ipp.

¥ Endre Bojtar. Foreword to the Past. A Cultural History of the Baltic People. — Buda-
pest: Central European University Press, 1999,

% Janis A. Kreslins. Recent Publications on Baltic History // Baltic Studies Newsletter,
September, 2001, No. 99, p. 14-15.

27 Sal. Glending Olson. Medieval Attitndes toward Literary Pleasure. The Recreational
Justification (Aristotle; Monastic Recreatio; Recreation in Medieval Ages etc.) //
G. Olson. Literature as Recreation in the Later Middle Ages. — Ithaca and London:
Comell University Press, 1982. - P. 19-39; 90-128.

2 Skat. Nr. 1, 138. Ipp.

Thalia’s Voyage to Riga in 1595

The muse Thalia is a companion who encourages and supports Baltic
German poet Basilius Plinius (1570(?)-16035) in his work Encomium
inclitae civitatis Rigae Metropolis Livoniae (1595). He — Riga’s physician
and poet - is a typical spirit of the Renaissance. He is well educated and
has been awarded the Doctor’s Degree by the University of Wittenberg.
On the brink of the 16th and 17th centuries he writes a range of scientific,
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historical, literary, philosophical poems, e.g. Carmen de Colorum Natura
el Familia (1599), De Ventis, libri HHI (1600), Carmen, de utilitatum, ex
contemplation Naturae Humanae in omne vitae genus promanantium,
venatura (1598) etc.

Encomium to Riga has been studied by a Latvian historian Arnolds
Spekke (1887—1972) as a main subject in his doctoral theses. A. Spekke looks
upon it as a typical composition of the 16th century — as an embodiment of
the spirit of the new Latin encomiums. He has called attention to the re-
flections of the erudition of its author Basilius Plinius in the reminiscences
of the antiquity, of the 16th century European poetry and philosophical
thoughts.

Encomium to Riga begins with a retrospect to the foundation of Riga in
the 13th century and reveals the author’s attitude towards the native tribes
conquered by Germans at that time — on the one hand B.Plinius, as all his
contemporaries, looks upon the natives as a stupid crowd of savages but —
on the other hand he as though foretells the future comparing the living
conditions of the Latvians under the Germans with slavery. Such a designation
towards the Latvians appears only in the second half of the 18th century in
some works of the Enlighteners. Although B. Plinuis’ vision of Riga life in
the 16th century is rather dissociate, one can find definite characteristic
features of that time — not only the historical events and persons mentioned
by the author but also the images of the spiritual life and the inhabitants of
Riga as well, e. g. the women described by B. Plinius in the streets of Riga
are much alike those depicted in the drawings of Livonian women by
A.Diirer (1471-1528).

Surely, B. Plinius’ encomium is full of pathos and exaggeration. The
causes of such an outlook are to be hunted for not only in the poetical
tradition of his time but in his biography and his spiritual world as well:

- the encomium is the first literary work written by B. Plinius;

— it appears as a result of lessening the authors homesickness;

— it is necessary to remember that one of the aims of literature in the
Middle Ages and the Renaissance still is to recreate and comfort, permitting
the spirit to tower above everyday troubles and concerns. Maybe that is
the point where we can find the essence of B. Plinius’ work.



DACE LUSE (LATVDA)

Misdienu parafraze par Platona dialogu “Valsts”
Alberta Bela pedéjos romanos

Moto. E Nice: “Cilveks pakapeniski kjuvis par fantastisku dzivnicku,
kuram ir par vienu eksistences nosacijumu vairak neka pargjiem dzivnie-
kiem: cilvékam laike pa laikam jaiedomdjas zinam, kdpéc vips eksistg,
vina dzimta nevar zelt bez periodiskas uzticg3anas dzivei.”'

Alberts Bels ari pedgjos divos romanos paliek sev uzticigs un saglaba
savas ieprick§éjis daijrades pamatievirzi:

— radit darbus — koncepcijas;

— skatit Cilveéka un Laika saattiecibas.

A.Bels “Latvie3u labirinta” un “Uguns atspidumos uz olu aumalam”
pieverias apjuku3as sabiedribas t€lojumam. Vigs rada, ki jatas, izturas un
doma cilvéks, kur$ pardzivojis smagu, varmacigu totalitarismu (lurklat vai
visu apzintgo miiZu taji nodzivojis!), pieredz&jis ta sabrukumu un lolojis
ceribas par taisniguma atgrie3anos nacionili atsvabinatas, demokratiskas
valsts veidola. STARP — BRIDIS, robeZa, demarkacijas zona starp vienas
valsts ickartas boja eju, kas izirst pi§jos, izpitist puvek]u smirdiga mas3, un
jauna piedzimSanas gaidas. Kads biis tas jaunais — laikmets, valsts, cilveks?

Intelektualis Alberts Bels $ai apmulsuma starpposma atskatas cilvéces
vésturiskaja pieredzé un kopsakaribas ierauga Sokrata un Platona laika
realitaté, seno filozofu domasanas dimensijas. 20. gadsimta beigu Latvijas
valstisko, sabiedrisko problému skatijuma rakstnicks izmanto metaforis-
kas, simboliskas zimes no senas Griekijas mitu poétikas.

“LatvieSu labirinta” vipd saka: “Cilvéks m&gina radit cilvécigu izdzi-
voSanas sist2mu. Viena skalas gala ir demokratija, bet otra totalitarisms.
Pa vidu ir sajaukums, kas Jauj splét revolucionari, monarhistiski, anarhis-
tiski un utopiski.

Totalitarisms izmanto bura modeli, ieslogot taja vz maZzu, bet demo-
kratija at]auj cilvékam klejot visi labirinta sarezgitiba.”?

Platons A, Belam ir intelektuals atspaids: sengrieku filozofs, pats par-
dzivojis tiraniju, meklé idealas valsts modeli. Kadai, péc Platona domam,
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jabiit idedlai valstij? Vind pazist tiriniju, diktatiiru, demokratiju. Vin3 pie-
davi kompromisa variantu, kam pamats redzams dabas iedibinfita kartiba.
Tépat ki dabi viss ir noteiktd sakartotibd un var funkciongt, ja ir 51 sakar-
totiba, (a arl sabiedribai respekt€jamas dabas iedibinatas normas. Uz dabiska
lietu stavok]a pamatojas kastu iekarta (Platona valsts mode]a interpretaci-
jas analizétaji saka: Egiptes kastu iekartas aténiska idealizacija). Daba cil-
véka vietu it 1eziméjusi. Valsti nepiecieS8ama talab ari stingra sabiedriska
hierarhija, kur par sevi pastav elite, brivie pilsoni, sargi, amatnieki, vergi.
Kads cilveks piedzimis, tada vieta vinam pienakas. (P&c Platona, cilvéks
patvaligi nedrikst mainit savu stavokli, vergs nedrikst izrapties no bedres,
pretgja gadijumad vip3 tiks apZilbinats un tapat nok]is atpaka] tumsa. A. Bels
%o Iidzibu izmanto Alek¥a Miurlauka t€la atveid€; bijufais socialisma no-
metnes vergs, “socidlisma invalids™ jltas neiederigs jaunbagatnieka Kle-
germana lepnaji nama).

Valsts uzbiives pamatprincips — taisnigums. Kartibu regulé likurmns.
Likumam jabit taisnigam, un Katram tas japienem par izturéSanas normu.

Lai kdrtibu parredzétu, valsti ir jabit gudram valdniekam un apzini-
giem pilsopiem. Platons idealu valdnieku redzgja filozofa, jo tikai filozofs
ir augstas moriles un intelektualitates neséjs (homo moralis). Vins spgj
pacelties pari ikdieniskajam un redzét lietu un paradibu kopsakarus.

A. Bels visai kategoriski nostajas pret totalitarismu, jo tikai totalitarisms
cilvéku nolick verga stavokli. Es saku: “visai kategoniski” — nelielu atlaidi
A. Bels at]aujas totalitara reZima izglitibas sistémai (izslédzot gan ideo-
logizaciju) un socialam garantijam veciem cilvékiem, invalidiem un dzi-
ves pab&miem.

A. Bela varonis Miirlauks kiejo demokritijas labirinta sareZgitiba. Jau-
nais laiks piedava “gan Polikrata, gan Amenembheta, gan Minoja labirintu,
sakot no visvienkiriakajiem modeliem, kuru slepenos strupceus at3ifré
maza pelite, un beidzot ar sareZgitiem modeliem, kuros var apmaldities
vispieredzéjuiiki masdienu Zurka.” Viena no demokritijas labirinta ejam
ir §odienas starpposma valstiska realitate: “Te ir pats primitivakais variants.
Lik, centra siera gabals, spoZa iepakojuma. Te ir Latvijas valdo$a virsotne,
vini jau iegrauzuSies dzi}i sierd. Siera davdzums ir ierobeZots, tapéc vipi
dod maldino3us signalus par&jai sabiedribai, virzot to tuk3ajas blakus ejas.
Sabiedribas orientdciju traucé pretrunigo intereu grupu savstarpéja
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apkaro3anis. Stavokli destabilizé organizéti noziedziba, kura sacaurumo-
jusi siera gabalu tiktal, ka var notikt centralo struktiiru nobrukums, Tad,
protams, biis krize, kuras sekas vissapigak jutis talakajas ejas klistodie, tie,
kuri partiek tikat no smarzam un ilizijam.”*

Romana “Latviedu labirints” izmantota grieku mitologijas zime - iz-
smalcind1a arhitekta un t&lnieka Dedala celta un Minojam (Zeva un Eiro-
pas délam) domati pils péc Egiptiefu parauga, kuri bija 3000 istabu zem
zemes un virs zemes. Minojs pili iesloga Minotauru — puscilveéku, pusversi.

Bela labirints ir pilséta laucinieku acis, labirints ir divu cilvéku attie-
cibas, jo “Cilveékus miZigi Skir siena”, pasaules nemiers un probl&mas iet
cauri labirintam, labirintd maldas cilvéka ikreizgjas, ikdieni¥kas izjutas,
tai skaitd vientuliba.

Bela labirints ir latviefu nicijas izmisuma cel§ cauri “apdullinofam,
demoraliz&jo3am okupacijam™ (U. G&rmanis) un totalitirismam. Tas ir oku-
pacijds un totalitanisma paverdzinata individa cel§ uz savu individudlo
brivibu. Ta¢u ari 3o celu “kada neredzama roka” ar peli vada, un jaunaja
demokratija ta saucas “Personas kontrole un vadiana™ “Labirinta nolem-
tiba nav parvarama”, atzist autors. Lidzigi ka to dara F. Kafkas zipnesis
novelé “Keizara véstijums”

Kur dabut speku? A. Bels skatas uz sengricku mita varoni Antaju —
juras dieva Poseidona un zemes dievietes Gajas délu. Antaja speks bija
saikné ar zemi. A. Bela *“Aleksis bija parliecinats, ka senaja legenda slép-
jas patiesiba.”’

Romans “Uguns atspidumi uz olu ¢aumalam” (2000) ir vairaku sociali
un politiski smagu jautdjuru izvirzijums Latvijas tagadgjam Laikam — 10 ga-
dus péc valstiskds neatkaribas atgiifanas. Jautdjumi gan paliek neatbildéti,
ka tas pa laikam m&dz bit, maldoties demokratijas labirinta ejas. Un vai
uz tiem vispar ir iespgjams atbildet?

“Uguns atspidumos uz olu ¢aumalam” ieraugam pensionaru Aleksi Mir-
lauku atgneZamies majas Latvija no Igaunijas péc divu gadu prombiitnes.

Tur, Igaunija, vin$ stradajis kada vientula ferma, lai atgiitos no kir-
Sanas ar sievu Moniku,

Aleksis, parbraucis robeZu, nolemj uz Rigu braukt ar likumu gar Aloju.
Tacu kada cela stlrl vipu aptur laupitdji, sadauza, atpem ma3inu, doku-
mentus, noauj kurpes.
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Aleksim pratd neiendk, ka turpmak divu gadu garuma vipam naksies
veltigi pierddit savu personas identitdti un attaisnoties par neizdaritu no-
ziegumu,

Alek3a gailds atpazistam visai noZglojamo 90. gadu atjaunotis brivas
Latvijas realitati: iergdgu stulbumu un bezatbildibu, mantkaribu, padibenu,
klaidopu postu, jaunbagatnieku parméribas, valsts lidzekju izsaimnieko-
§anu, énu biznesu, netiras naudas atmazga%anu, vidusméra cilveka apmul-
sumu un vEj&Sanos emigrét. Rakstnieks saka:

“Problémas sakne ir iznirejos un ieliktenos. Partijas izvél€tu cilveku
ieliek augsta vieta, lai realizétu partijas vajadzibas. leliktenim nav jégas
par nozares visvienkar$akajam lietam, bet vipd drodi dodas iekia, jo aiz
muguras ir partijas spéks. [..] Kad nav tiesiskuma, tad no pelécibas iznirst
cilveki bez morales, bez tikuma, bez izglitibas, bet ar kérienu, vini izmanto
apstak|us un nok]ist virsotnés, stradajot ar elkoniem.”® Alekia identitates
pieradijumu mekig3anu autors izmanto, lai izteiktu savu viedekli par
vienu no bitiskdkajam cilvéka dzives kategorijam — brivibu.

Aleksis ir brivs ka putns gaisd: oficialaja sabiedriba vinam nav ne
varda, ne uzvarda, ne mipas par ta izcelsmi, nav profesijas un nav dzives
vietas, nav saistibu, tiesibu un pienakumu, nav naudas un iespgju naudu
nopelnit, pat ne pensiju sapemt. Vipu atpazist vienigi senilitates skartd
sievasmate Briklenaja kundze.

Personiska “putna briviba” sasaucas ar atjaunotas Latvijas “putna bri-
vibu" — valsts institiicijas ir brivas no atbildibas par savas valsts pilsoqu
labkiajibu. Valsts ierédpi ir brivi no atbildibas pilsoniem palidzét, bet ir
iekartojusies (4, lai brivi sava starpa sadalitu krietnas valsts naudas summas.

Aleksi no klaidona statusa atbrivo vina znots, jaunbagatnieks Juris Kle-
germanis, un ta vig$ no “putna brivibas™ nok}ust civilizéla cilveéka briviba.

Blakus Alek3a Mirlauka liktepa peripetiju izgaismojumam A.Bels
rada jauna laika censoni — Lieldienu olu apglezno3anas biznesmeni Juri
Klegermani.

Aleksi un Juri Klegermani varétu uztvert ari ka sava veida pretmetus:
viens parstav vienu sociali vésturisko laikmetu (psihiatra slédziens par
Aleksi: “llgi dzivojis padomju iek#rti. Citu nerormalibu nav™), otrs — citu.

Jurim ir uznémiba izrauties no vecaku deklarétas pieticibas un samieri-
nasanas un riskét: uzsakt vénienigu biznesu. Jurim Klegermanim autors
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liek parstivet godigo biznesu, kad cilveks izstrada sava uzpémuma pro-
jektu, atbilstodi likurnam nem kreditu un kirto kredita saistibas, Vip3 rada
darba vietas daudziem cilvékiem. Vin$ vélas palidzét saviem tuviniekiem,
)0, “ja més savus pienakumus pildam pavir3i vai vispar nepildam, veiksme
miis pamet.” Idealtips. Autsaiders. Lasitajs spicé ausis: kas zin, vai autors
negrasas vinu apmanit? Vai patiesi ta ir autora lidz sirds dzijumiem lolotd
vélme ieraudzit godigumu ari biznesa aprindas? Lasitajs ir gatavs Juri
Klegermani redzet nejutigu rikjuraveja tipu. Rakstnieks liek ieraudzit pavi-
sam ko citu. fesp&jams, ka ta ir kart€ja A. Bela viltiba, dkis, uz kura uzker-
lies lasitaja naivitatei. Jo A. Bels ir parak liels aspratis, lai lasitdgjam priek3a
noliktu saméra vienkar3otu konstrukciju.

Rakstnieka aspratiba romana Zilbinas ar daudziem paradoksiem, divai-
nam paralélém un asociaciju spelém.

— Paradoksali izteicieni:

o “Mazga$anas ar ziep&m bieZi vien ir vieniga pazime, kas atdkir
cilvéku no dzivnieka.”

¢ “Cilveks iztur daZadus parbaudijumus. Vislielakais parbaudi-
jums — ar naudu. Bet nauda dara brivu.”

o “Cilveki piedzimsi savas tiesibas vienlidzigi. {..] VisbieZakais
variants pasaulé tomér ir cits — cilvéki nomirst, zaud&jusi jeb-
kidas tiesibas. No tiesibam vinus atbrivo citi cilveki.” Mirudie
dabi visu, tatad ir visbrivakie.

o “Reti kad noker liela méroga kontrabandistu.”

— Paradoksalas situacijas:

¢ Jura tévs Janis savu algu par ménefiem nostradatu darbu sanem
tikai tad, kad nosimulg miru3u.

o Pret mirSanas zimi vipa sieva dabi “nelaika” nopelnito naudu.

» Padomju nomenklatiiras biedrkungi savu tagad&jo stavokli iegu-
vusi, uzradol izzinas, ka mirusi ka parliecinati komunisma célaji.

— Paradoksalas paraléles:

¢ PneZciema lepnaja savrupmaja, kuru Juris Klegermanis atpir-
cis no kada netiras naudas atmazgitaja, durvju zvans skan Bét-
hovena 9. simfonijas melodija.

o Klegermana milziga savrupmaja rada Aleksi baisu izjitu, it ka
vins no jauna biitu nok]uvis policijas iecirkni.
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Pati nozimigaka asocidciju spéle (1a likta ari virsraksta un izvijas
romanam cauri) izriet no Platona dialoga “Valsts” 7. gramatas.

— Nu tad redzi — aiz $3 mira nes visvisadas lietas, kas redzamas pari
milrim — akmens un koka cilveku un dzivnieku lus un daudz vEl ko citu.
DaZi no neséjiem runa, citi iet klusédami.

— Kada divaina aina, kadi divaini giisteknpi!

— Cik lidzigi tie ir mums! Bet saki man, varbiit tu dom3, ka 3ie giistekyi
sevi un citus ir redz&jusi citada izskatd, nevis tikai ka €nas, kas no uguns
krit uz alas pretéjo sienu?

~ Ka gan tas var bit, ja visu savu dzivi vini nevar pakustinat galvu? [..)?

Bet tagad padoma, kada batu vipu atbrivo$anas no vaZam un izdziedi-
nadanis no maldiem, ja tas notiktu dabiska gaitd. Pienemsim, kadam
nopem vaZas un vipu piespieZ piepedi piecelties, pagriezt galvu, iet un
paskatities augSup uz gaismu. Tas bis vipam sa@pigi, un spilgtas gaismas
de] vin$ nepazis priekSmetus, kuru €nas bija redzéjis. Ka tu doma, ko gan
vip3 teiktu, ja kads vipam sacitu, ka vip$ lidz §im redzg&jis niekus, bet
tagad, bidams tuvak istenibai, vairak pievérsies patiesai lietu biitibai, vin$
pareizak redz? Radidams uz katru gardmejosu lietu, vigpam jautatu un
spiestu atbildét, kas tas ir? Vai tu doma, ka vind nebiitu griita stavekH un
nebitu parliecinats, ka agrak redzétais ir tuvak istenibai neka tas, ko pas-
laik vipam rada? [..]

Bet, ja no tumsas kads ar varu vilktu vinu aug3a pa klinSaino un kraujo
uzeju un nelaistu vala, pirms nebiitu izvilcis saules gaisma, vai vips tad
neZ&lotos un nedusmotos? Nonacis saulé un apZilbis no tada spoZuma,
vins tadu nevarétu neko saskatit no 14, ko tagad sauc par istenibu.®

[..] Pasaule, ko més redzam, pielidzindma cietumam, uguns cietuma —
saules gaismai, uzeja no augigjas pasaules aina — dvéseles augiupejai uz
to pasauli, kas tikai ar pratu tverama, bet, ja ti ir saskatita un saprasta, tad
ir ari skaidrs, ka td it visa patiesd un skaistd pamats. Redzamaja pasaulé ta
rada gaismu un gaismas valdnieku, ar pratu tveramaja — 13 pati ir vald-
niece par patiesibu un gudribu, un 13 ir jaredz katram, kas grib sapratigi
rikoties ka pats sava, (a valsts dzive.

[..] Bet, ja kads ir sapratigs, tad vip3 zinas ar1, ka ir divéjada veida
redzes traucgjumi un tiem ir divi dazidi céloni, vai nu parejot no gaismas
tumsa, vai no tumsas gaisma. Tas pats ir ar dvéseli. To var novérot, kad
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dvésele ir apjukusi un neko nevar saredzét. Par to nav vieglpratigi jasmejas,
bet janoskaidro, vai ta nakusi no gaiakas dzives un pie tumsas nav piera-
dusi, vai ari, no lielakas nezini$anas nakdama, apZilbusi spoZa gaisma.
8adu dvéseli tad varétu apsveikt par laimigo pavérsienu dzivé, bet to
pirmo tikai noZelot. Ja kads gribétu par to smieties, sirsnigaki smiekli bitu
par dvéseli, kas nonakusi leja no gaismas.’

Si spele kartojas ta: paraléli izteikai no Platona un Sokrata dialoga
novietojas ironija par 90. gadu beigu Latvijas biznesa $aubigam aprisém
ar Klegermana Lieldienu olu krisojamo maisipu bumu; talakais asociaciju
kédes posms saistas ar Jaunaja Deriba t&loto Lieldienas ritu Golgatas kalna
un Kristus mistériju blakus (protams, iztél€, aiz Skietami planas sienas —
lidziba ar olu krdsojamo maisigu planumu!). Tilakais k€des posms saistits
ar Laika kategoriju. Laiks dilst, tas planiks par olas ¢aumalu. Laiks médz
atkdrtoties. Cik reiZzu, pieméram, $tpoles ir gajudas augda un leja viena gad-
simta laiki?! (Lieldienu $Gpoleém te paraléle ar nacijas likteni, mainoties
vienai okupacijai ar otru, ejot no viena agresora rokam uz citam). Aso-
ciaciju spele noslédzas romana galvenaja jautajuma — *“*Vai cilveces
pieredze ir uzklausita?”

Romina nosléguma Bels secina: “Kamér Aleksis klida pa Rigu bez
dokumentiem, bez majvietas un bez naudas, pazudusie gadi Skita dabiski
ieklaujamies klaidona dzives rituma. Negaiditt nok]uvis nodro$inatos apstak-
Jos, Aleksis piepedi ieraudzija sava stavok]a patieso nedroiibu. Platona
mingtais piemérs ar enu atspidumiem uz alas sienas 3kita isti vieta, lai
izprastu Alek3a $aubas.” (158. lpp.)

Talu bez atbildes palick rakstnicka pa$am sev (ari lasitdjam} uzdota jau-
tajumu virkne: “Ko nozimé bagitibas énu spéles uz Latvijas valsts
sienas?”, “Vai bagatnieki ir isti?”, * Cik ilgi notiks spéle?”, “Vai likmes ir
segtas?”’, “Kas kurina particibas ugunskuru?” (izc€lums mans — D. L.),
“Vai pasaule &rpus alas ir reala?” (158. Ipp.)

Tie ir jautdajumi, vz kuriem ir bail atbildét, jo tic skar mazas, nesen bri-
vibu atguvuSas valsts trauslo esamibu,

A. Bels ne reizi vien savus darbus aizsak ar Skietami sadzivisku norifu
télojumu. Mazpamazam romiina audekla vin3 iepin atsevifkus simboliski
asociativus t€lus, motivus, liriskas situacijas. Tas viss vari€jas citds saka-
nbas, pieaug spéka visparindjums, lidz beigis atsevilkas vienpatnigas
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melodijas, &li, simboli, detajas sapliist kopa daudzbalsiga galveni - filo-
sofiski ievirzitd - jautajuma “Vai cilvéces pieredze ir uzklausita?”

Atsauces unh avoti

! Ni&e F, Jautra zinatne // Kentaurs XX]1, ar. 23, - 26. lpp-

% Bels A. Latvie3u [abirints. — R.: Daugava, 1998. - 43. lpp.

? Turpat, 143. 1pp.

* Turpat, 144. 1pp.

5 Turpat, 132, 1pp.

& Bels A. Uguns atspidumi uz olu Caumalam. — R.: Daugava, 2000. - 79. Ipp.
7 Platons. Valsts. — R.: Zvaigzne, 1982. - 126. Ipp.

¥ Tarpat, 127. lpp.

? Turpat, 129. Ipp.

Contemporary Paraphrase on Plato’s Dialogue The Republic
in Recent Novels by Alberts Bels

In his two latest novels — LarvieSu labirints (The Latvian Labyrinth)
and Uguns atspidumi uz olu éaumalam (Reflections of Fire on the Egg-
shells) Alberts Bels has remained loyal to the basic direction of his previous
work ~ 1) to create literary works-concepts and 2) to explore the relations
between Man and Time. The writer attempts to analyze the Latvian society
of the 1990s, i. e., a society confused in the post-totalitarian time.

In the depiction of Latvia's problems at the end of the 20th century
Bels uses metaphoric and symbolic signs borrowed from the ancient
Greek mythology. Bels’ labyrinth is the way of the Latvian nation through
occupations and totakitarian regimes.

Bels surveys the historical expenence of mankind and draws parallels
with the contemporary Latvian Time and the reality of the time of Socrates
and Plato; the ancient philosophers’ way of thinking renders him intel-
lectual support for his own approach to social and national processes.

In his novel Reflections of Fire on the Eggshells Bels plays associa-
tively with a mouf from Plato’s dialogue The Republic — reflections of
shadows on the walls of the cave — and stresses the existential uncertainty



230 Dace Lise

of the Latvian people in the last decade of the 20th century. His play
develops in the following way:

Parallel to the motif from Plato and Socrates’ dialogue the author
expresses his irony about Latvia’s dubious business environment in the 90;
the next link in the chain of associations is about the Easter moming in
Golgotha and the mystery of Jesus Christ. The next link is the category of
Time. Time is dwindling, it becomes thinner than an eggshell. But the
characteristic feature of Time is repetition. For example, how many times
have the swing swayed up and down in the course of one century?! The
playing with associations ¢nds with the main question: “Has the experience
of mankind been heard out?”

Bels® novels-concepts raise several unanswercd questions: “What is
the meaning of the piay of shadows on the wall of the Latvian state?”,
“Are the wealthy people real?”, “How long the game will go on?", “Are
the stakes covered?”, “Who is lighting the fire of prosperity?”, “Is the
world outside the cave real?”



VALDA CAKARE (LATVIA)

Sfinksas mikla hellépiem un mums

Grieku mita senakaja versija Sfinksas vards ir Fiksa. So briesmoni,
kura neSaubidamas aprij savu laupijumu, nav spéjis pieveikt neviens. Tikai
Edipam, jidz zobiem apbrunotam, ilga un smaga cina izdodas vinu uzva-
rét. Vélak Fiksas vards tuvinas verbam ar nozimi sefnaugt, noinaugt un
parveidojas par Sfinksu jeb Sfingu, bet pats téls tapa no Mazazijas kultiira
sastopamas spdrnotas biitnes — pa pusei jaunavas, pa pusei lauvas — ictekmeé.
Vélakaja mita varianti lidz ar citiem briesmopiem ~ divgalvaino suni Orfu,
Alda valstibas vartu sargu Kerberu, Hidru un Himeru - radijusi piikis Tifons
un pusjaunava, pusCiiska Ehidna. Sfinksai ir sievietes galva un kritis, lau-
vas kermenis un putna sparmi.

Hera 30 nezvéru uzsitijusi Tébam ki sodu par to, ka Tebu valdnieks
Lajs pavedis jauno Hrisipu — varona Pelopa un nimfas Aksiohas dglu.
Hrisips aiz kauna sevi nogalindjis, bet vina t€vs noladgjis Laju un visu
vipa dzimumu. Sfinksa ka dievu gribas ierocis apmetusies kalnos blakus
pilsétai (vai pilsétas laukuma) un katram garamgajéjam uzdevusi mikiu:
“Kura dziva biitne no rita staiga uz etram kijam, dienas vidi uz divam,
bet vakard uz trim?"! Visus, kas nevaréju$i miklu atminét, Sfinksa nogali-
najusi un tada kartd pazudinzjusi daudzus tébieSus, tostarp valdnieka
Kreonta delu. Bédu nomaktais Kreonts pasludinajis, ka atdos valsti un savas
masas [okastes roku tam, kurd atbrivos Tebas no Sfinksas klatbiitnes. Edi-
pam miklu izdodas atminét, Sfinksa izmisuma metas bezdibeni un nositas.
Divi mita varianti rada, ka laika gaita Edipa sakotngjo fizisko uzvaru par
Sfinksu ki dievu gribas instrumentu un dabas pirmbiitigo speku nemaina
intelektuala uzvara.

Tomér 81 uzvara ir maldino$a. Ka uzsver eruditais polu teatra zinatnieks
Jans Kots pétijuma par antiko dramaturgiju?, liktenis ir vai nu nepiecie-
$amiba, vai nezinamais. Gudrais miklas atminétajs Edips, pats to nezinot,
nogalindjis savu t€vu. Liktenis vipam izlicis slazdu jau sen, vél pirms
dzim3anas. Vienu vienigu reizi Edips nostajies krustcelés. Un tiesi 3aja
reizé no Tébam brauc rati, kuriem vigd ne tikai atsakas dot ceju, bet ari
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nogalina ratos s€détiju — savu tévu. Edips ir notverts slazda. Slazdu izliek
dievi vai ari tas ir cilveka pasa. Edips, kur$ atmin Sfinksas miklu, nogalina
savu t€vu un gu] ar savu mati. Citiemn vardiem — cilvéks, kur¥ atmingjis
dabas miklu, parkapj tas svétikos likumus. Zinaianas Edipam nav nesu$as
laimi, tika: cie$anas un jaunu atbildibu.

Hellepu kultora Sfinksa nav tikai miklu uzdevéja, bet ari minétaja. Pie
tam — neveiksmiga. Saglabaju¥as liecibas par Eshila satiru dramu Sfinksa,
kur pa3ai briesmonei jaatmin mikla. Silens® Sfinksai liek minét, vai tas, ko
vin$ tur aiz muguras paslepta roka, ir dzivs vai beigts. Ta ka Silens plauk-
sta slépj putninu, ko saspieZot var adi nogal&t, Sfinksai nav nekadu izredZu
atminét pareizi, un vina spiesta atzit savu sakavi. Svarigi, ka Eshila versija
miklu uzdod un uzvare par Sfinksu svin tiedi Siléns — intuitivais, radofais,
dionisiskais pirmsakums. Savukart Sfinksa gan ka miklas uzdevéja, gan
ka minétaja grieku kultiira ir draudigs, posto3s spéks. Citadi tas ir senaja
Egipté, kur Sfinksa funkciong ka sargatajs gars. Egipté Sfinksa ir valdnieka
varas iemiesojums ar lauvas kermeni un cilvéka (visbiezak faraona), svela
dzivnieka (auna) vai putna (vanaga) galvu.

Sfinksas biogréfija mérima tikstoigadés, un rakstnieku un mikslinieku
vélme atgriezties pie ¥ t€la dazidos laikmetos aktualiz€jas arvien no jauna.
Ar Sfinksu tiek asociéta tiklab dievu griba, gudriba vai dabas pirmbitigie
likumi, ka ari launums vai pagatnes nosl€pumaina pieredze, respektivi, viss,
kas cilvéku biedg un liekas neizprotams. Varbit tapéc interese par Sfinksu
miklu seviski saasinas laikmeta grieZu situicijas.

Raksturigs piemérs ir 19. un 20. gadsimta mija, kad modernisti univer-
sdlu, nemainigu vertibu sistémas vieta piedava savas subjektivas vizijas
un estétiskas izpausmes. Misdienu dendijisma tévs Qskars Vailds 1894. gada
uzraksta po&€mu Sfinksa, ko velll savam draugam un savu darbu tulkotdjam
franéu valoda Marselam Svobam. Sfinksa ir viens no Vailda iemilotajiem
simboliem, kas vienlidz saknojas gan helleniskaja, gan seno austrumu tglai-
niba. Vaildam Sfinksa ir senu notikumu lieciniece un dalibniece, erotisks
1€ls, kas atmodina cilvéka juteklibu un sléptis zemapzinas tieksmes, no-
virzot viQu no tikumibas ceja.

Cetrus gadus velik dekadentam Vaildam pretmetigais racionalists un
moralists Bernards Sovs luga Cézars un Kleopatra liek, lai Cézars Sfinksi
ierauga savu lidzinieci, savu geniju. No aréja spéka Sfinksa kliist par
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cilveka apzinas spoguli, vina iek3€ja satraukuma un sadkeltibas izteic&ju
un taja pasa laika ar par apliecinitdju individa vélmei ne tikai salidzinaties,
bet pat bt parakam par dieviem. Sadu situaciju télo austrieSu dramaturgs
Hugo fon Hofmanstils sava 1906.-1907. gada versija par Edipu, kur
Sfinksa, legendiro varoni ieraudzijusi, tilit aiz bailém metas bezdibeni.

Ko Sfinksa un tas mikla nozimé vél péc simts gadiem, 21. gadsimta s3-
kuma? Konkréti Latvija, $eit un tagad? 2001. gada atbildi uz $o jautajumu
devusi dzejniece Mara Zalite libreta Jaga Lusena komponetajai rokoperai
Sfinksa, kura veltita Latvija 1920. un 30. gados slavenajam gaiiregim EiZe-
nam Finkam. Gan skaniski var saklausit, gan ari grafiski uz programmas
gramatinas vaka iespiestaja nosaukuma var saskatit, ka Mara Zalite semio-
liska pieeja paspélgjas ar valodu, demonstréjot to, ka nozime ir atSkiribu
rezultats. Finks un Sfinksa. Divi burti, divas skanas Skir Rigas gaiSregi no
mitologiska briesmona. Tau spéles ar vardu skanisko un grafisko lidzibu,
kas vispirms piesaistijusi autores uzmanibu, tomér nav vinas vienigais no-
liks saistiba ar Sfinksu.

Libreta darbiba notiek cirka aréna. Maras Zailites raditajai pasaulei ir
vertikala struktiira — aug3a dievi un vara, leja trimdas un soda vieta. Vida
starp abiem pretpoliem — zemes plakanais aplis, ko veido cirka aréna. Virs
tas vertikali ieziméjas augiuptraucofas virvju kapnes. Elle, zemes centrs
un debesu varti ir izvietoti uz vienas un tas paSas ass. Pa o asi notiek
pareja no viena visuma regiona uz citu, uzskatami radot, ka pretstats starp
aug$u un apak3u, augsto un zemo no kosmologijas un metafizikas ienak
tiklab sociologijas un politiskas retorikas valoda, kurd tiek runats par aug-
stako, vid€jo un zemako $kiru, ta ari psihologija un psihoanalize, kur $o
pretstatu izsaka tadi jeédzieni ka superego, ego un id.

Maras Zalites Sfinksa sakas ar kritienu. Pat diviem. Krit cirka artists
Finks no zirga un vingrotdja no trapeces. Kritienam ir divas nozimes —
burtiskd un simboliskd. Burtiskd nozimé kritiens atpem Finkam kermenpa
vingrumu, Meitenei — dzivibu. Simboliskd nozimé tas Jauj dalai no die-
vi§kd gara nonikt uz zemes, kompensgjot fizisko traumu ar pardabisku
spé€ju paradifanos. Finks ieglst papildu dimensiju — iemanto gaifrega
spéjas, cirka vingrotija pati pariet citd dimensiji — klast par venikiles
zimi, saikni ar “Lielo Sfinksu - dabas un dvéseles noslépumu simbelu”
Sadi Mara Zalite remarkas tekstd formulé klat neeso3as Sfinksas nozimi,
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apvienojot antikaja pasaulg valdoZo un vélakajos laikos tapu$o téla izpratni.
Tatad Sfinksa un lidz ar vigu ari Finks ir parlaicigs noslépums, mikla, kas
jaatmin. Tomér Finks nav tikai noslépuma daja un sargs, bet ari t3 atkla-
jejs. Tela reilas funkcijas nonak pretruna ar remarka ierakstito raksturojumu,

Mara Zilite izspélé tidas sabiedribas tragédijas modeli, kur Finks vai-
rak atgadina Prometeju neka noslépumaino Sfinksu. Lidzigi Prometejam
vip$ iemacas pazit nakotni, lai palidzétu cilvékiem. Un talab nonak kon-
flikta ar varu, ko libreta parstav “tuksto¥veidis” Pratinatajs ar baltiem,
melniem, sarkaniem cimdiem vai rakstainiem durainiem atkari no ta, vai
ir saistits ar Latvijas brivvalsts izlikdienestu, vAcu nacismu, krievu Seku
vai sovjetisko, Padomju Savienibi inkorporéto Latviju. Vara ir visspéciga,
bet Finkam ir zindma nikoine. Sp&ku ierobeZo zinaSanu trilkums, bet zini-
$anas ierobeZo speks.

Vienam no |aunuma impérijas emisariem — vacu nacistiskas armijas
virsniekam — piekrit loma uzdot Finkam miklu par putninu, ko Eshila satiru
drama Sfinksa briesmonei uzdod Silens, vaic3jot, vai tas, ko vip3 tur roka,
ir dzivs vai beigts. Zalite 3o epizodi trakt& ka varas spéles ar radou perso-
nibu, pekini parveriot Finku no remarka pieteikta biedgjo3a parpersoniska
un parlaiciga spgka par laicigas varas upuri.

Sl,(iet, ka autori pasu mulsinajusi §1 transformacija un pretruna, kas
radusies tas rezultata. Lai simboliska limen varona gaitu daritu stabilaku,
Mara Zalite gai¥regim devusi pavadoni -~ miru3o cirka vingrotdju. Meitene
ka régs nemitigi seko Finkam, personific€jot vina neparastas sp€jas un
noslépumaino saistibu ar Sfinksun. Vingrotaja kjist par alegorisku zimi, bet
alegoriska zime nav cilvéciskas biitnes dziva izpausme. Ta ir mehaniska
sisiéma, uz kuru tiek reducéta cilvéciska biitne. Skiet, tapec Meitenes téla
saistiba ar Sfinksu tiek atgadinata tik uzbaziga un butaforiska veida.

Finks nonak konfliktd ne tikai ar varu, bet ari ar sabiedribu, kas gatava
gaisregi izspiest ka citronu. Saja kolizija Miara Zalite ierakstijusi daudz no
sevis, no savas dzejnieces misijas apzinas un vientulibas, sastopoties ar
sabiedribas patéréjo¥o attieksmi pret talantu. $1 izredzétibas un nesaprasta
genija izjita caurvij visus vipas libretus. Tomeér ir arm at¥kiribas. Libreta
“Kaupén, mans milais!” Dzejnieks jutas ka “dubli, ko brien” lidz ar visiem
citiem laikmeta grieZu maltajiem cilvékiem. Finks no saviem liktena bied-
riem norobeZojas un cied lepnd vientuliba: “Es esmu spjaujamtrauks, / Kur
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visi iespjauj nelaimes un bédas.” Sadu interpreticiju var piepeml, var ari
nepiepemt, ta¢u (3 ir logiska un saprotama. Miklas un neskaidribas rodas
saistiba ar t€la simbolisko limeni.

Kas ir Finks un vina ipa3as spéjas - sods vai ddvana cilvékiem? Skiet,
ka Mara Zilite Sfinksa-Finka velgjusies icrakstit gan seno izpraini par
dabas pirmbiitigajtem sp&kiem, gan moderno izpratni par mislaiku cil-
véka salkelto, sabiedrisku v&tru pluinito dvéseli. Bet varbit postmoderni
laikmeta fragmentarisms un eklektisms skaris ari prick§status par Sfinksu,
kas izkaisas epizodiskas spél€s ar pagatnes kultiras klidejam? Maru Zaliti
rokoperas Skietama atvieglinitiba un shematisms nekad nav kavéjis runat
par nopietniem, sabiedriski aktuiliem vai parlaicigiem jautdjumiem. Arl
Soreiz izveletais temats rosina pardomas par individa un varas, individa un
sabiedribas attiecibam un pasaules kértibas universalajiem arhetipiem. Bet
Sfinksas mikia joprojam palick minama,

Atsauces un avoli

Miklas atming&jums — cilvéks.
? Kott, 1. The Eating of Gods. An Interpretation of Greek Tragedy. — New York, 1973.
1 Sileni - gricku mitologija auglibas démoni, dabas stihisko spéku iemiesojums. Kopi
ar satifiem vini veido Dionisa svitu. Siléni ir negliti, ar zirga asti un nagiem, jutck-
liski, lieli dz&riji.

Enigma of Sphinx for Hellenes and Us

Sphinx in Greek mythology is a winged monster with a lion’s body and
the head and breasts of a woman. She perched on a rock near Thebes and
asked a riddle of every passerby, strangling those who could not answer.
QOedipus solved the riddle and the Sphinx killed herself.

Latvian poetess Mara Zalite uses the image of an ancient monster for
the embodiment of the secrets of nature and human soul. In her libretto for
a rockopera by Janis Luséns Sphinx as a symbolic counterpart of EiZens
Finks — a seer who foretells the future of Latvian people. His extraordinary
gift has two important meanings. It symbolizes the forces of nature and
the soul of a modern man, spht by everlasting contradictions.
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