Pe3romera Ha HayyHUTe TPyAOBe HA I-p PoTHHH XPUCTAKYAH, IPEIOCTABEHH 32
y4yacTHe B KOHKypca

1. Xpucrakyau, ®. Homo ludens B pomana na H. Kazanazakmuc ,,Xpucroc oTHOBO
pasnHat®. —B: (Bb3)BpbhmaHeT0 KbM poMaHa (pea. SI. Monuoc, II. AcenoBa).
Co¢mnus, Ero, 2000, c. 116-120.

Homo ludens, ,,urpaemmst 4oBeK*, TO3M aCHEKT HAa YOBEIIKOTO A3 M3TJIEXK]a €IUH OT Haid-
MHTEepecHUTE rpodsiemu B pomana Ha Hukoc Kazanazakuc ,,Xpucrtoc oTHOBO pasnHat®. Koii e
,,ATPACHIMAT YOBEK* B TO3M HApaTUB — OTTOBOPBT € MPOCT U sAceH: Bcuuku. COTbCKBaMe ce ¢
pasnuyHHUTe Tepor oT poMaHa (Manonuoc, Slnakoc, Kocranauc, Karepuna, Ilanaitorapoc u
Ip.), Y4acTBAllXd B 3PENUIIHO MpPEJCTAaBICHHE, KOETO B Kpas HaJMUHABa MPOCTOTO
IIpesicTaBsHe Ha XPUCTOBUTE CTPACTH.

Bb3HMKBa BBIPOC 3a 3HAUEHUETO HA IPaMaTUYHOTO U3KycTBO. KakBa € Tazu MucTepus, KOsTo
M03BOJIsIBA HA YYACTHULIUTE 1A ,,u30epat poJisi ¥ 3ae/IHO C TOBA KATO s UTPAsT Ja MPUA00UAT
Apyra UIEHTUYHOCT, pa3nuyHo A3? YacT oT repoute OT poMaHa ce U3AUraT CMEIO 110 TPYAHHUS
BT, BOACI 10 HOBU MOPAJIHU BHCOTH, JPYIH c€ BTYpBaT HAJIO0Jy [0 CKJIOHA Ha MOpajHaTa
Jerpajanus.

BroOpaxkeHne u peasHoCT, U3KYCTBO U PEaTHOCT, UTPa U PEATHOCT — BCHUKH T€ CTaBaT €HO
B U3BecTHUS poMaH Ha Kazanazakuc ,,XpuCTOC pa3lHaT OTHOBO®, KOMTO c€ OIIUTBA Aa Bb3POIU
BEKOBHA MEYTa CBETHT Ja CTaHe IMO-J00pO MSCTO 3a BCUYKH, [0 HaYMHA, MO KOMTO T €
npeJcTaBeHa upe3 3a0enexuTenHus 0ubnercku paskas 3a XpUCTOC, HO U HE CaMo.

Homo ludens in N. Kazantzakis’ novel “Christ Crucified Again”

Homo ludens, “the playing man”, this aspect of the human ego struck upon us as one of the
most interesting problems in Nikos Kazandzakis’ novel “Christ crucified again”. Who is “the
playing man” in this narrative — the answer is simple and clear: everybody. We meet the
different characters from the novel (Manolios, lanakos, Kostandis, Katerina, Panaiotaros, etc.)
who are involved in a spectacular performance that at the end surpasses the mere representaion
of Christ’s crucifixion.

A question arises about the meaning of drama art. What is this mistery that allows for the
participants to “choose” a role and by playing it to acquire another identity, a different self?
Part of the heros from the novel toil boldly on the difficult way leading to new moral heights,
others rush down the slope of moral degradation.

Imagination and reality, art and reality, playing and reality — they all become one in
Kazandzakis’ famous novel “Christ crucified again” that is trying to revive a centuries old
dream for the world becoming a better place for everyone, the way it is being presented through
the remarkable biblical narrative about Christ, but not only.

2. Xpucrakyau, ®. Hsaxou ocHOBHH 0esie3n HA IPBUKHSI CHMBOJIN3BM. —B:
BankanuTe: MHOTOJIMKHTE HM3MepeHHMsl HAa eBpomeiickara kyarypa (pea. JI.
Kuposa, A. baaueBa, U. buduna, I1. lanosa). Cogus, ®adep, 2010, c. 270-282.

CuMBonIMCTUYHATA [T0€3Us cTaBa nomnyJssipHa B ['bpius B kpast Ha XIX B. mox ,,TeXKKaTa CIHKa
Ha [lanamac®. CumBonu3MsbT nebroTHpa B ATrHA upe3 noe3usita Ha Credanoc Credany (1868-
1944). ToBa cpOUTHE TPEAU3BUKBA JBJITH U PA3TOPEIEHN TUCKYCUU CPEJ JIUTEPATOPUTE, B
pesynrat Ha koeto camuiT Koctuc Ilanamac e mpuBiiedyeH KbM Kay3aTa Ha CUMBOJIM3Ma, a
3a€JIHO C HEro W rpylia HaJlapeHu MJIaJy MOETH U3BECTHHU KAaTO IOETUTE OT IOKOJEHUETO Ha



90-te roguau Ha 19 B. CUMBOJIM3MBT U KaTO TEOPHs, U KATO TEUEHHE, U KaTO KOHKPETEH
TBOPUYECKU CTPEMEIK, CIIE] KaTO I0Jy4yaBa NoMyssipHOCT B I'bpuust npe3 1892 r., He npecrtaBa
na oboratsiBa rpbukata noesus A0 1930 r. Benuku noetu, TBopsitm B ['bpiiust ciien [Tanamac,
u Haii-seue B nepuoga 1910-1930 r., Bxmountenno u Cedepuc, B mo-mMajaka Wik HO-ToJIsIMa
CTEIIeH ca MOBJIMSAHU OT cUMBoIM3Ma. [Ipumep 3a moapaxanue ca BbTPELIHOTO BIUILOSBaHE U
HEINOCPEACTBEHATA CHUJIa HA ICUXMUYECKUTE BHIIHEHMSI, HA KOMTO HHU MPaBAT cBUIeTeNN Bepien,
Manapme U apyru cuMBOJIMCTH. Hadanoro Ha NOETMYHMSI JUMOTHULM3BM € OpPraHUYHO
CBBP3aHO C Pa)/JaHETO Ha CHUMBOJIMCTUYHOTO TeueHHe BbB Ppanuus. besycioBHO mnpen
IPBLKUTE MOETU OT NokosieHneTo Ha 90-te rogunu Ha XIX B. cTOM OTroBOpHATa 3ajaya He
caMo Jja c€ pealu3upaT XyJ10’)KECTBEHUTE U3UCKBAHMS Ha CUMBOJIM3MA, JOLUIA Ja YBEHYasT
€IMH €3UK C JABJITOJETHO JIMTepaTYypHO pa3BUTHUE KaTo (pEHCKUs ¢ pahUHUPAHOCT U
U3THHYEHOCT, HO U Ja 00paboTAT IMMOTUKHU U J]a YCHEST J1a JOCTUTHAT /10 ChbBBPILIEHOTO MY
JUTEPATypPHO 3ByuYeHE. MOIEpPHU3MBT B IbPBUTE AeceTuieTrs Ha XX B. ©Ma 32 U3XOAHA TOYKA
€CTEeTUUYECKUTE UJIealId Ha cCUMBoJIM3Ma. Ha Hero u Ha BapuaHTUTE My NIpUHAJIEKAT IUIesaTa
IIOETH OT IOKoJieHneTo Ha 20-te roguHu Ha 20 B., cpell KOUTO ce OTKposiBa uMmero Ha K.
Kapuorakuc.

About some basic features of Greek symbolism

The end of the 19™ ¢. and the first decades of the 20" ¢. are a turning point not only in
the cultural but also in the socio-political development of the Greek state making its initial
steps towards significant “europization” of its internal public and economic structures. At the
background of this remarkable public progress modern aesthetic platforms are being
incorporated actively in the sphere of literature and art. Undoubtedly the fate of modernism in
Greece is related intrinsically to the reception of the symbolist movement in Greek literature
which opened a broad field for modernistic poetic experiments. The debut of symbolism in
France and Greece is almost parallel with the first attempts of Stephanos Stephanou (1868-
1944) to present the new poetic credo to the Greek public. Symbolism both in theoretical and
aesthetic terms, also as a specific creative pursuit, became known in Greece in 1892 and since
then until 1930 it did not cease to dominate in the works of Greek poets. When authors such as
Kostis Palamas, loannis Gryparis, Konstantinos Hadzopoulos and Lambros Porphyras became
attracted by the modern creative creed and Symbolism gave its true lyrical fruit through their
verses, the discussion whether in Greek literature this new art movement must or should not
exist ceased. All the poets from the generation of the 1890s adopted the Symbolist techniques
and modified them, guided by their remarkable poetic sense, making use of a renewed demotic
language which gained a much more refined sounding and expressivity thanks to their artistic
talents. Their work is brilliantly continued through the lyrical inventions of the next generation
of bards from the 1920s amongst whom stands out the name of Kostas Karyotakis.

3. Xpucrakyau, ®@. 3a cnenudukara Ha IpbUKUS CHMBOJIU3BM. —B: I'bpuus,
bouarapusi, EBpona. KyarypHo-ucropudecku Bpb3ku B HoBo Bpeme (cOopHuk
B nmamer Ha npo¢d. M. KeueB) (pea. H. lanosa, P. 3aumoBa, C. Beakosa).
Copus, YU ,,Cs. Knument Oxpuacku“, 2011, c. 83-96.

YTBbpaua ce B I'bpuus Ha cuHOpa Ha JBE CTOJIETHsI, CUMBOJIM3MBT OIUIOASBA TPbLKATa
JUTEpaTypHa MHUCHI B €CTETHYECKO, (unocodcko u dpopmanHo otHomeHue. OpeHcKUuTe u
HEMCKH ITPOTOTHUIIH ca IPUMEP 32 BUCOKOTO U3KYCTBO, C KOETO CE€ MEPH, HO BCE MaK TOM HE UM



OoCTaBa BEPEH [OKpal. ['pbUKUAT CUMBOIM3BM B E€CTETCKUTE CTUXOBE Ha ['pumapuc, B
XEIOHUCTHYHATa 1oe3ust Ha Manakacuc, B qupuuHus riac Ha [Ipodupac, B qpamaTuyHuTe
ctpou Ha Xaa30IyJI0C CH OCTaBa BCE MaK JABJIOOKO TPBLKH — CBBP3aH C APEBHUTE TPAAULIUU
U CBETOYCEIIaHE Ha MAJIKHUS CPEIU3EMHOMOPCKU Hapoj, KOMTO B ThpPCEHE Ha cBosiTa Mraka
cMeno kpaun Hampen. Koxcrantunoc Xamzomyinoc (1868-1920), Moanuc I'punapuc (1872-
1942), Muntuanuc Manakacuc (1869-1943) u Jlam6poc Ilopdupac (1878-1932) noreBar B
CBETa Ha YUCTHUS OJISTH, BOJACHU OT KOITHEX J]a Bb3POAAT MOESTUYHATA CHUJIa HA CIOBOTO U Upe3
aJIIO3UATA U CYrecTHATa J1a JOCTUrHAT A0 TalHUTE HAa BCEMMpA, 3aKIIIOUYEH B MY3UKaJIHUTE
CbOTBEeTCTBUSL Ha cioBoTo. Ilogo6Ho Ha Manmam npo Cranm, 3a KOATO IslaTa BCEJICHA €
CUMBOJIMYEH 00pa3 Ha YOBEIIKATa JyIlla, T Ce ONMUTBAT Ja JemudpupaT TailHUTe Ha BCEeMHUpa
U /12 TH M3Pa3daT 4pe3 MHAWBUIYATUCTUYHUS TOH Ha ernoxaTta. Cpadara Ha A3-a € Bojela, HO
BCE IAK MAaKCHMAJHOTO JONHUpaHe 10 MojaepHHTe (uiocodckn KOHUENIMH (HEKa He
3abpaBsMe, de Jarobumu ¢uiocopu Ha cumBonucture ca lllomenxayep, Humme u 1.H.) e
IIPEUyNEeHO Npe3 NpU3MaTa Ha €IMH OPUTHUHAJIEH MIOTJIEA, B KOMTO JOKAJIHO U YHUBEPCAIHO CE
CMECBaT, 3a Ja OTpa3sAT CaMOOMTHO IOCJIAHUATA HA 3alaJHOEBPOICHCKHS CHMBOJIHM3BM.
IToeture ot nmokonenuero Ha 90-te rogunu Ha XIX B. B I'bpuus ciaraT cBOsI meyaT BbPXY
ecTeTuueckus OyHT, 3anoyHain BbB @panius u o0xBaHai usia Epona.

De la spécificité du symbolisme grec

Avoir pris corps au tournant du XIX siecle en Grece, le symbolisme “féconde” la pensée
littérature grecque dans le domaine esthétique, philosophique et formelle. Des prototypes
frangais et allemands sont des exemples d’un «Grand» art, dont il se mesure, mais il ne leur
reste pas fidele jusqu’au bout. Le symbolisme grec dans les vers esthétes de Griparis, dans la
poésie hédonistique de Malaksis, dans la voix lyrique de Porphyras, dans les strophes
dramatiques de Hadzopoulos reste profondément grec — li¢ aux anciennes traditions et visions
du monde du petit peuple méditerranéen, qui dans la quicte da son Ithaque avance a grand pas.
Konstantinos Hadzopoulos (1868-1920), loanis Griparis (1872-1942), Miltiadis Malaksis
(1869-1943) et Lambros Porphyras (1878-1932) plongent dans le pur réve, guidés par le désir
de faire renaitre la force poétique de la parole, a travers 1’allusion et la suggestion attendre les
secrets de I’univers, enfermé dans les concordances musicalles de la parole. Ainsi que Madame
de Stal, pour qui I'univers entier est une image symbolique de I’ame humaine, ils essaient de
déchiffrer les mystéres du cosmos et de les exprimer dans le propre esprit individualiste de
I’époque. Le destin du “Moi” est essentiel, mais quant méme le contact avec la conception
philosophique moderne (n’oublions pas que les philosophes favoris des symbolistes sont
Schopenhauer, Nietzsche et etc.) est passé a travers le prisme d’un regard propre, dans lequel
le locale et le globale se mélangent, pour transmettre le message original du symbolisme
d’Europe occidentale. De telle maniére les poctes de la génération des années 90 du XIXs. en
Grece marquent la révolte esthetique, qui a commencée en France et qui s’est rependue dans
toute I’Europe.

4. Xpucrakyau-Koncrantuauay, @. 3a HAkoM ypOAHMCTHMYHM AKIEHTH B
TPbUKHS KYJTypeH Mojaea OT Kpas Ha 19 m Havagoro Ha 20 B. -B:
IOron3To4yHoeBpONEiiCKUAT IPaj U CbBPEMEHHOCTTA HAa MUHAJI0TO (COOPHUK B
gecT Ha npod. JI. Kuposa) (pea. A. Banuesa, I1. Jlanosa, M. Buéuna). Cous,
®abep, 2012, c. 380-392.

Kpasr na 19 B. u nppBuTE ecermnerus Ha 20 B. ca HOBpAaTEH MOMEHT HE CaMO B KYJTYpPHOTO,
HO ¥ B COLMAIIHO-TIIOJIMTHYECKOTO Pa3BUTHE HA TPbLIKaTa AbprKaBa, KOSTO IPAaBU IIbPBUTE CU



CEpPUO3HU CTBIIKM KbM ‘‘€BpONEM3UpPAHE” Ha BBTPEIIHOABPKABHUTE CTPYKTYpHM M Ha
WKOHOMHKaTa. Haxou aBTOpH JOpU onpeaensT To3u nepuos karo “Belle époque”. C yckopen
Temn ['spuusi ce cTpeMH Ja JOTOHM Pa3BUTHUTE 3alaJHOEBPOICHCKU Ibp)KaBH, Ja 3asBU
MOIITHOTO CH JyXOBHO NPUCHCTBUE B MCTOpPHUSATA HA EBPOIEHCKUS KYyJITypeH apeai,
JEMOHCTPHPANKHU CBHIIEBPEMEHHO KEJIAHUETO CU 3a aKTHBHO NMPHOOIIaBaHE KbM MOICPHHUTE
€CTETUYECKH JIBKCHUS Ha KOHTHHEHTa. CTaTuaTa aHaau3upa pa3BUTHETO HA apXUTEKTypaTa,
Ha W3ALIHUTE W NPWIOKHU H3KyCTBa Ha mpara Ha 20 B., MOBJIUSHU OT HABIU3AaHETO HA
CUMBOJIM3Ma B TpblLKara jureparypa. [loutm enHoBpemeHHO B ['bpuus ce MOsBsBAT
UMIPECUOHUCTUYHHM, ap HYBO, CHMBOJUCTUYHU U MOCT-UMIPECUOHUCTUYHH TEUEHUS, KOETO
[IPaBU U3KIIOYUTEITHO CJI0XKEH BBIIPOCHT 32 KIACU(PULIMPAHETO HA IPBIKUS MOJIEPHU3ZBM, Hali-
MaJIKOTO C UCTOPUYECKHTE M CTUJIOBHU KaTEropuu, ¢ KOUTO TOW € aHanmusupaH B EBpomna.
[IpencraBeH € U HAYAIHUAT €TaIl OT YYPEIIBAaHETO HA OCHOBHHUTE KYJITYpPHU MHCTUTYLIMU HA
rpblKaTa AbPKaBa, MOJIyYUIN HKOHOMHYECKA U FOPUINYECKA MOJIKPerna OT AbpKaBaTa.

About some urban accents in the Greek cultural model from the late 19th and the early
20th centuries

The end of the 19th century and the first decades of the 20th century are a turning point not
only in the cultural but also in the socio-political development of the Greek state, which is
making its first serious steps towards the ‘europeanisation’ of domestic structures and the
economy. Some authors even refer to this period as “Belle époque”. At an accelerated pace
Greece seeks to catch up with the developed Western European countries, to assert its powerful
spiritual presence in the history of the European cultural area, while demonstrating its desire
for active involvement in the modern aesthetic movements of the continent. The article
analyzes the development of architecture, fine and applied arts at the turn of the 20" century,
influenced by the introduction of symbolism into Greek literature. Almost simultaneously,
impressionistic, art-nouveau, symbolistic and post-impressionist trends emerge in Greece,
raising the question of the classification of Greek modernism. It appears that with the historical
and stylistic categories, with which it has been analyzed in Europe, it will be hardly possible.
The initial stage of the establishment of the main cultural institutions of the Greek state, which
received economic and legal support from the state, is also presented.

5. Xpucrakyau-Koncrantuauay, ®. Oguceac EiMTHC — CHHXPOHEH M JHAXPOHEH.
-B: baakaHckuTe e3und, JHTepaTypu M KYJATYpd. /[luBepreHums u
konBeprenuus (pea. Il. AcenoBa, B. AnekcoBa). Copus, YU ,,CB. Kitument
Oxpuacku®, 2015, c. 367-374.

Onuceac Enutuc ycmsiBa aa cbhuerae Hald-1oOpHTE M HAM-CIOXXKHUTE CTPaHM Ha TPbLKATa
JUTEpaTypHa TPAIULUA B TBOPUECTBOTO CH. B HErOBOTO MOETUYHO AEJI0 OTKpPHUBAME HE CAMO
IIPOABJDKEHUE HA €3MKa Ha TPBLKUTE JUTepaTypHu Kiaacunu or Omup no Ilamamac, HO u
CTUJIMCTUYHM M JIEKCUKAJIHU LHUTAaTH OT XPUCTHSIHO-BU3AaHTUHCKOTO XHMMHOTpadcko
HacCJEeICTBO. EnuTHCc mnpuTexaBa XWUIEPUCTOPUUYECKA YYBCTBUTEIHOCT KbM €3uka. B
€3MKOBUTE CH THPCEHHUS € NI0CIIEA0BATEN Ha AMMOTUIUCTUYHOTO JABH)KEHUE, IPOU3TUYALIO OT
auTepaTypHOTO eno He Ha JJuonucuoc Cosomoc, a Ha AHapeac KanBoc, IposiBEHO U upe3
ynoTpebara Ha JIEKCEMH, B KOMTO C€ ChYeTaBaT MHIMBHYyaJTHO-TBOPUECKOTO BHOOpaKEHHE,
JPEBHOIPBIKATA TPAAULUSA U CbBPEMEHHMSI TPBLKH €3UK. JInTeparypHuar uauom Ha Enutuc
HSIMa aHAJIOTUS M CEMHUOTHMYHO BBIUTBIIABA BUACHUATA HA MOETa B MaTepHaiHara ¢opma Ha
€IMH KOJIKOTO OCe3aeM, TOJIKOBa M BhOOpakaeM JUTeparypeH MHCTpyMeHT. llopamu ToBa



KAaKTO IPEBOABT, TaKa U JIMTEPATYpHUAT aHAIU3 HA TBOPYECTBOTO MY Ca M3KIIOUUTEIIHO
TPYIHH.

Odysseas Elitis - synchronic and diachronic

Odysseas Elytis succeeds in intertwining the best and most complicated sides of Greek literary
tradition. In his work we discover not only a continuation of the language of Greek literary
classicists from Homer to Palamas, but stylistic and lexical citations of the Christian- Byzantine
hymnographic patrimony as well. Elytis possesses a hyper-historic sensitivity towards the
language. He is a follower of the demotic movement emanating from the literary work not of
Dionisios Solomos but rather of Andreas Calvos — a language that combines a lot of lexemes
that are the fruit of the imagination of the individual artist, ancient Greek tradition and modern
Greek language. An idiom that has no analogy and that semiotically incarnates the visions of
the poet in a material form of a both palpable and imaginary, literary tool. Therefor, both
translation and literary analysis of his work appear to be extremely difficult.

6. Xpucrakyau, ®@. 'ppukara JUrj10cusi: MICTOPUYECKH U CbBPEMEHHH ACMEKTH.
—B: BbankaHCKOTO e3uMKO3HAHHMEe JHeC (COOPHMK B 4YeCcT HA 75-roAMIIHUSA
wouseil Ha npod. ndu I1. Acenona) (pen. E. Topnomanosa, b. MuxaiisioBa, B.
AunekcoBa). Copus, YU ,,Cs. Knument Oxpuacku“, 2016, c. 317-323.

BcensBecten (akt e, ye ChLIECTBYBAaHETO Ha €3MKOBaTa JUIJIocus B ['bpums
IIPOJbJKAaBa MOYTH JIBAaliCET BEKAa, a €3UKOBUAT BBIIPOC KATO OCHOBEH BBIIPOC Ha IPHLKOTO
o0pa3zoBaHue, Ha OOIIECTBEHHS U MMOJTUTHYECKH KHUBOT Ha CTPaHaTa 3a€Ma LIEHTPAIHO MACTO B
npoabkenue Ha 143 ronunu (npe3 1834 r. cnen cb3gaBanero Ha Hosa I'bpuinst kaTapeByca €
YTBBpJIeHa KaTO OPHIIMAIEH e3UK U efBa npe3 1977 r. TMMOTUKH yCIisiBa OKOHYATEIHO Ja ce
cnobue che cTaTyTa Ha €JMHCTBEHO U IIBJIHONPABHO KHUKOBHO CPE/ICTBO Ha KOMYHUKAIUS B
obyacTTa Ha MyOJIMYHATA aJMUHHUCTPALMs U BCUUKU OCHOBHH c(pepH Ha TyXOBHUS >KHUBOT).
WMHCTUTYIIMOHATIM3UPAHETO HA JUMOTHKH KaTO OCHOBEH €3MKOB MHCTPYMEHT Ha TpbLKara
IbP’KaBHOCT MPEMHMHABA IIPE3 MHOXKECTBO 00OpaTH U € MOKa3aTeJHO 3a CUJIaTa Ha CIOBOTO, B
enuH, no nymure Ha Oauceac Enutnc (M3BecTHus rpblku noet u Hobenos naypear), Bce 1mo-
MaTepHalieH CBST, B KOWTO BiIajiee cujlaTa Ha yuciara. M BbIpeku ye 1bp>KaBHOTO YIpaBICHHUE
HE € M10€e3H1s, a EAUHCTBEHO TOBA IPOCTPAHCTBO criopes Enurtuc Bee ole npurekaBa UMyHUTET
cperty ,,KOJIMYECTBEHOTO 00e3LeHsIBaHe Ha IEHHOCTUTE , MMEHHO JIUTepaTypaTa (C moe3usara
Ha II'BPBO MSCTO), IpecaTa, yueOHaTa JUTEepaTypa ce OKas3Ba, ue ca OHEe3H OIMOPHU KYJIH B
O6opbara 3a e€3UKOBO pedOpMaTOPCTBO W MOJACpPHHU3ALMSA, O€3 KOWTO 3aBOCBAHMSITA HA
JUMOTUKH OMXa OMIIM HEMHUCIIMMU.

B HavanoTo Ha JUMOTHIMCTUYHOTO IBM)KEHHUE B IOCIEIHATa YeTBHPT Ha 19 B. cTou
3amMTaTa Ha MPaBOTO HA CHINECTBYBAHE M Pa3BUTHE Ha ToBopuMara (opma Ha TPBLKHUS
JUMOTHKH, IPOTUBOIIOCTABEHA HA MMCMEHHUs, OHUIMAJICH e3UK KaTapeByca. B To3u nepuos Ha
aKTHUBHH TPOMEHH, CBBP3aHU C YNPABICHUETO Ha JimOepaiHaTa MapTus, OCBEH Ha 3HAYUMHU
COLIMAJIHO-UKOHOMHYECKU TpaHC(hOpMaluK CTaBaMe CBHJIETENH U Ha OypHO pa3aBM)KBAaHE Ha
KyJATYpHHUs )KUBOT. IMEHHO TOraBa IBU’KEHUETO IIPEPACTBA OT YUCTO €3UKOB CIIOP B PEAKIIMS
cpelly IsylaTa apxaudHa Tpaaullus, NpPU30BaBaiKU 3a 3aBpbIIAaHE Ha JHUTEpaTypaTta,
U3KYCTBOTO, MTOJUTHKATA U COLIMAIHUSA KHUBOT KbM TEXHUTE MOJICPHU IPBHIKU KOPEHH, YUSATO
KyJIMUHAIMA B JJUTEPATypEH IUIaH ca MOCTHKEHUATA HA CUMBOJIU3MA (C IOKOJICHUETO MOETH
ot 90-te ronuHu Ha 19 B.) U MOJEpHU3MA B U3KYCTBOTO.



The problem of Greek diglossia - diachronic and synchronic aspects

It is a well known fact that the existence of Greek diglossia lasted for almost twenty
centuries, whereas the language question (Gr. «t0 yAwoowd {nnua») as a key issue for the
Greek educational system and the socio-political life occupied a central place for 143 years (in
1834 after the foundation of the modern Greek state the cultivated imitation of Ancient Greek
or katharevousa was proclaimed to be an official state language and it is not until 1976 that
Demotic Greek or dimotiki rose to the status of the one and only fully-fledged literary means
of communication in the field of public administration and in all the major spheres of spiritual
life). The institutionalization of the Demotic Greek as the main language instrument of the
Greek country passed through multiple twists and turns and is eloquent of the power of speech
in an increasingly material world, in which, according to the words of the famous Greek poet
and Nobel Prize laureate Odysseas Elytis, dominates the supremacy of numbers. Nevertheless
that state management is not poesy and Elytis considered only the poetic space to possess
immunity against the “the quantitative devaluation of the values”, it is namely the fiction
literature (with poetry in the first place), the public medias, the learning literature, etc. which
turn out to be those supporting towers in the battle for language reformation without which the
conquests of demoticism would have been unthinkable.

At the beginning of the demotic movement in the last quarter of 19 ¢. stood the defense
of the right to existence and development of the spoken form of the Greek language, opposed
to the official state katharevousa language. During this period of active changes related to the
governing of the Liberal Party, besides significant socio-economic changes, we are also
witnessing a turbulent development of the cultural life. It is the exact moment when the
language question evolved from a purely linguistic controversy into a reaction towards the
whole archaic tradition, calling for the return of literature, art, politics and social life to their
modern Greek roots, whose culmination with regards to literature are the achievements of
Symbolism (with the 1890s generation of poets) and Modernism in art.

7. Xprotaxkovon, . Ov womrtéc g dekaeriog Tov 40 otn Povrkydpikn moinon. O
alroonueiotog Nikoro Bantoapof. —In: Mare Ponticum, 7/2018, ISSN: 2241-
9292, p. 106-114.

Avalntovtag kowvobpyleg KaAMTEXVIKEG, ouoNTiKECG Kol €vvololoyikéG otnpitelg ot
BovAyapot cvyypaeig Tov 1930 ko 1940 taAavtedovral, amd T (o TAevpd, petad g
«aploteponoinone» g Aoyoteyviag (ota péca g dekaetiog Tov 30 ota mAaiclo TG VENS
TPOLETOPLOKNG Aoyoteyviag £xovv dtokpBel pe 1o dNuovpykd tovg Tarévio o ['kedpykt
KoapacAidfop (I'eopru Kapacnasos) (1904-1980), o Xpicto Paviefoxt (Xpucro PageBckn)
(1903-1997), o OpAiv Bacirep (Opnun Bacunes) (1904-1977), o Miavtév lodep (Mnanen
Hcaes) (1907-1991)) xor, amd v GAAN mAevpd, petald NG EVIOTIKNG TPOCMOTIKNG
EMOVEEETAONG TOV 1OTOPIKMOV YEYOVOT®V GE GYECT WUE TOV EVIOVO KOWOVIKO Kot MOkd
dpapaticpd Tov GVYXPOVOL TOMTIGHOD YeEVIKOTEPA. AT TV Tdon acBavolaote 6To £pyo
TOV TOMTAOV-I10VOOVUEVMV TNG YEVIAS TOV 40 (To apnynuatikd moinue « Eupdnn apmaktikny»
(,,EBpomna-xumnuna”) tov momt) AleEdvtap Bovtipokt (Anekcanasp Bytumcku) (1919-
1943) elvar amd 0 TO OVTUTPOSOTEVTIKA OMULOVPYTLLOTA Y10 TV OVTIGTOGT TOV TPOPAAAEL



1 TVELLOTIKY] TTPOCMOTIKOTNTO EVOVTIOV TOV OAOKANPOTIGLOL KOl TNG KOWMOVIKNG, OAAL Kot
NOwNG KaTamieong Katd TV StpKeLD TV TOAER®Y. M’ avTd To EIKOCTIKA LEGO Ol TOMTES
oV 1940 — 0 AleEdvtap Bovurtipokt, o AleEdvtap I'képof (Anexcanabp ['epoB) (1919-1997),
0 Mnoykopuid Paivop (boromun PaitnoB) (1919-2007) x.0. — avTITPOCSOTEVOVY «TNV GYECT
TVEVUOTIKNG Kot S1ovonTiknG kpiomng g BovAyapiog pe tov vdérloumo k6Gpo». Tnv mapopovn
TOV KOTOGTPOPKoV Yoo OAov tov kocpo B’ Tlaykoopiov [ToAépov n peyakdtepn momtikn
ovvbeon ot Povdydpikn Aoyoteyvia Tpaypatonoleitol amo Tov Aoyotéyvn Nikora 1oviof
BantoGpop (Huxonma Mouko Bammapo) (1909-1942). H moinon tov Bamtodpop
VREPAGTICETAL TA SIKOIOUATO KO TO 10AVIKA ToV ovOpdTov Tov noéybov, to 1ovikd g
elevbeplag kot g avOpOTIVING AS0TPETIAG - YU OVTO TO €PY0 TOL EEMEPOUGE TA OPLOL TNG
TaTpidag Tov Ko mpe tovovlpdmivn a&ie. Ta mompata Tov petagpdotnioy e 50 YAOCoES.

IToetn ot 40-Te rogunm B Obiarapckara noesus. 3adenexureanuar Hukona Banunapos.

B ThpceHeTo Ha HOBM XyJI0’KECTBEHHU, €CTETHUCKU U UJICHHHN ONOPH OBJITapCKUTE TBOPLHU OT
30-te u 40-Te TOAMHMU C€ JIIOLIKAT, OT €Ha CTPaHa, MEX1y UIEOJOTHYECKOTO OJIEBSABAHE HA
autepaTtypaTta (kpM cpenarta Ha 30-Te roAMHM B MilajaTa IpoJETapcKa JMTepaTypa ca ce
OTKpOWIH Beue sIpKu TBopuecku Tanantu — 1. Kapacnasos, Xp. Panescku, O. Bacuies, M.
HcaeB) u, or npyra, MEXIy HHTEH3UMBHOTO TBOPYECKO-WHIAMBUAYAIHO IIPEOCMUCIISIHE HA
HUCTOPUYECKH M3KUBSHOTO B aCIEKTUTE Ha COLUAJIHO-HPABCTBEHUS JApaMaTHU3bM Ha
IUBWIN3ALUATA U300110, KOETO CTaBa I0-0CE3aeMO IMpPU MO-UHTEICKTYaTHO HACTPOCHHUTE
noetd U TBOpuM OT 40-Te rogunu (Anexcanabp Bytumcku, Anekcanawsp I'epo, boromun
PaiinoB u np.). B cBoute unelinn TbpceHus aBropute oT 30-te u 40-Te aHammzupar
penauuuTe JIMYHOCT-KOJIEKTUB, WHTEIUICHLMS-HApOJ, Kaca-HalMs, B XYyI0KECTBEHO
OTHOIIIEHHWE HapaTopcKaTa TPaJuLuUs OCLUINPA MEXAY KIACHUUECKUs pealu3bM OT TUIA HA
Woskous,  nuaGommsva  Ha  Yamap  MyTadoB,  KapHKaTypHO-IApOAMiHATA
XHUI1epOOIM3UPAHOCT HA FrepouTe MapuoHeTKH Ha CBeTociaB MUHKOB C KPUTHKA KbM U3SBUTE
Ha CaMOBJIOOCHUS WHAMBUIYAJIU3bM M HACTBIUICHUATA HA OC3IMYHHS KOJEKTUBU3BM. KaTo
npeobiaiaBall Xy 10’)KECTBEH METO/] M B IIp03aTa, U B MOE3UATA CE HaJlara Bce MaK Haii-Beue
peamucTuyHata peduiekcuss HajA  JACUCTBUTEIHOCTTa (peaJu3MbT OT HOB THI —
IICUXOJIOTMYECKH, COMAJIEH U T.H. € JOMUHUPAIINS IOIXO0 B MEXKTYBOCHHUTE 1€CETUIIETHUS).
Oxouo Hero rpaBuTHpa (Hal-Be4€) U JsBaTa JIUTEPATypHa MUCHI. B HaBeuepueTo u NbpBUTE
TOJIMHY Ha YHUIIOKUTEJIHATA 3a LI€Tus CBAT BTOpa cBeTOBHA BOIMHA HAl-IOJIEMUST IOETUYEH
cHHTE3 B GBIrapckaTa JIHTEpaTypa € ochIlecTBEH OT noeta Huxona Monkos Bammapos. B
CTaTHSITA ca Pa3riIelaHy aclIeKTH OT TBOPUECTBOTO U JINYHOCTTA HAa Banuapos u ca BKIIOYEHH
MIPEBOJIM HA HETOBH TBOPOU.

Bulgarian poets from the 1940s. The remarkable Nikola Vaptsarov.

Seeking new artistic, aesthetic and conceptual support, the Bulgarian writers of the 1930s and
1940s oscillate, on the one hand, between the “leftist” orientation of literature (in the mid-30s
in the framework of the new proletarian literature Georgi Karaslavov, Christo Radevski, Orlin
Vasilev, Mladen Isaev have already distinguished themselves with their creative talents) and,
on the other hand, between the intense personal review of historical events from the interwar
period in relation to the social and moral drama of modern civilization in general. This latter
tendency is felt in the work of the poets-intellectuals from the generation of the 40s (Aleksandar
Voumitski, Aleksandar Gerov, Bogomil Rainov). In their spiritual quests, the writers of the
1930s and 1940s analyze the categories of personality-collectivum, intellectuals-folk, class-
nation; narration in the meantime vacillates between classical realism (such we see it in Yordan



Yovkov’s work), the diabolism of Chavdar Mutafov and the hyperbolization present in
Svetoslav Minkov’s caricature puppet heroes. On the eve and the first years of the world-
wrecking Second World War the greatest poetic synthesis in Bulgarian literature is carried out
by the poet Nikola Yonkov Vaptsarov. Vaptsarov’s poetry defends the rights of the simple
working people, the ideals of freedom and human dignity - that is why his verses have
overcome the limits of his homeland and have acquired universal human value. His poems
have been translated into fifty languages.

8. Christakoudy-Konstantinidou, F. The Motif of Travelling in Greek poetry in
the Interwar period (Travelling as an emanation of separation and
acquisition). —-In: Colloquia Comparativa Litterraum, 3/2017, p. 91-98.

The cosmopolitan travelling of Greek poetry begins with the emblematic work of Cavafy
Ithaka (1910). However ‘travelling” will vary its meaning in the following decades and will
become the turning point for realizing the despair and the irreversible loss of the ideal by the
so-called generation of the 1930s whose sense of tragic doom will cement the topos of the ‘lost
native land’ in Greek literature. In its wanderings during the interwar period Greek poesy
shows us ‘travelling’ (act equal to separation from/acquisition of new space and time) as
sadness, but also as an adventure and infinity (N. Kavvadias); as an action, that is pointless
(The City, C. Cavafy), and yet obtains absolute dimensions as a bearer of knowledge and
wisdom (Ithaka, C. Cavafy), while in the end in G. Seferis’s verses the voyage reaches its total
disembodiment, but also its transformation into something new — into an individual/ ancestral
memory (obviously the only possible island of salvation), into a transcendent immortality of a
universal human consciousness.

MoTHuBBT 32 ObTYBAHETO B I'PHIKATA MOEC3UA NMPE3 MEKTYBOCHHUSA MEPUO/T

KocMONoOIMTHOTO MbTEIIECTBHE HA TPbLKATa MOE3Us 3amoyBa OIle OT eMOJeMAaTUYHOTO
npousBeaenue Ha KaBagpuc Uraka (1910). MoTuBBT 32 mbTyBaHETO 00aye 111e IPOMEHS CBOETO
3HAYEHHUE B CIIE/IBAIIMTE IECETUIICTHS U 1€ CE€ IPEBbPHE B IOBPAaTHA TOUKA 32 OCh3HABAHE HA
OTYassHHEeTO W Oe3BBb3BpaTHaATa 3aryba Ha Wjaeana 3a Taka HapeuyeHOTO MokojeHue oT 30-te
roguHd Ha XX B., YMETO yCELIaHE 3a TPArM4HOCT 3aTBbp)KJaBa TOMOCAa 3a ‘M3ryOeHara
poauHa’ B rpblKaTa JIUTEpaTypa. B cBoeTo ckuTane cpen qeOpuTe Ha MOSTUYHUS MOIEPHU3BM
rpblIKaTa JUPUKA HU MOKA3Ba ‘IBTYBAHETO (AKT paBHOCUJICH Ha OTJIENISHE OT/IIPU100MBaHETO
Ha MIPOCTPAHCTBO U BpeMe) KaTo Thra, HO M KaTo nmpukitoueHue u 6e3opexnoct (H. KaBaguac);
KaTo JIelicTBHe, KOETO 0be3muciisa caMoO cebe cu B Oe3usxonuus ckentuiim3bM Ha K. KaBaduc
or I'panbT, HO U KaToO JAEHCTBHE, KOETO 0OMBa aOCOJIOTHO M3MEpEHHE KAaTO HOCHTEN Ha
naHauesTa oT 3HaHue U MbpapocT (Mraka), 32 a CTUTHEM JI0 IBJIHOTO MYy O0€3IUIbTSIBaHE IPU
I'. Cedepuc, HO U CBHIIEBPEMEHHO [0 TpPaHCHOPMHPAHETO MYy B HEIIO HOBO — B
WH/IMBU/yaIHa/poA0Ba MaMeT (OYEBHIHO €IMHCTBEHUS BB3MOXKEH OCTPOB Ha CIIACEHHE), B
MMaruHepHoO 0e3CMBbPTHE Ha €JHO YHUBEPCATHO YOBELIKO Ch3HAHHE.

9. Christakoudy, F. Nikos Kavvadias — the maritime wanderings of a poet. —In:
Myarukyarypaius3bMm U MHoroesumyue (COopHMK ¢ JAoKjIagd  OT



TpuHaneceTuTe Me:KIYHAPOAHM CJIABUCTHYHHU YeTeHust) (pen. . I'puropos, P.
ITerpoBa). Beaiuko TspHoBo, Padep, 2017, c. 645-652.

Kavvadias is a true poet of his time. His verses are innovative, the tone of his poetry
corresponding to the requirements of the époque for different thematic and expression. Called
the poet of the sea, he is among the most loved and read cosmopolitan authors, but his name
has been left out of the official histories of Greek literature (Linos Politis and Mario Vitti have
not included information about Nikos Kavvadias in their Histories of the Greek Literature).
Nevertheless, his lyrical talent conquers readers’ imagination — the collection of poems Marabu
(1933) is a favourite among Greek sailors and until recently, they knew whole verses from it
by heart. Filled with exotic names of harbours and people, his writings sound familiar to the
Greek soul. People who grew near the sea, Greeks have tied their lives with the deep blue of
the water expanse, being eternally fascinated with its endlessness. The human drama in this
poetry unfolds itself in front of our eyes by means of a subdued narration without unnecessary
rhetoric.

Hukoc KaBagnac — moersT Ha MOpeTo

Hapuuan noet na mopeto, Hukoc KaBanuac — yeten u obuyan ot myOsnkara, ocTaBa HIKaK
M3BBH O(UIIMATIHUTE UCTOPUH Ha TpblikaTa autypatypa (Jlunoc [lonmutiuc u Mapuo Butu e
BKJII0UBaT nHpopmanus 3a Hukoc KaBaguac B cBoute ,,Jicropuu Ha rpblKaTa qureparypa‘).
Ho 3aTtoBa bk HErOBUAT (paHTa3eH MOETHYEH CBAT 3aBJaJ1Ba YUTATEJIS U I'O MPABH €IUH OT
Hail-xapecBanute noetu Ha 20-tu Bek. CtuxocOupkara My ,,Mapaly* e efiHa OT TF0OUMUTE 32
IPBUKUATE MOPSALM, KOUTO A0 CKOPO 3HAsAT Hau3ycT HEWHHUTE cTuxoBe. M3MbIHEHUTE C
€K30TMYHHM MMEHA Ha MPUCTAHUILA U XOPa, CTUXOBE 3By4aT MHOTO OJIM30 J0 JylIaTa Ha I'bpKa,
U3pachil Kpail MopcKara IKp, CBbP3all )KUBOTA U IPENUTAHUETO CU C MOPETO, OCTABALL] BEUHO
3aIUICHEH OT cuHeBaTa Ha Oeskpas. YoBemikara japama ce pasrpbllia Mpea Hac ¢ TOHA Ha
IPUTITYIIEHOTO MOBECTBOBaHME, 0€3 M3JIMIIHA PETOPUKA, HO C SIPKUTE LIBETOBE U apoOMaTH,
CHHECTE3HO MPEIUINTAIM C€ B €MH KOJIKOTO He3a0paBUM, TOJIKOBA 110 YOBEUIKH OCE3aeM U
CBIIPEKUBSIEM 00pa3s.

10. Xprotakovdn, ®. H Poviyapwkn moinon 1945-1955. Avvopiki), 19éec,
apopfinpata. O BAAEPI IETPOB. —In: Mare Ponticum 6/2017, p. 71-75.

O c0610MoTIKOG peaAlopds ivat Eva GTIA PedMGHOD TOL avorTLYONKE 0T ZoPLeTiky
"Evoon kot avadelynke oe kuplapyo oTik o€ ddpopeg GALEC GOGLOAMOTIKEG Ydpes. O dpog
0OGLOMOTIKOG peaAopdg etonydn 1o 1932 ot EXZA kou 1 epappoyn tov yiveror mopdAinio
pe v epeavnon g Kowng ‘Evoong Zofetikdv  Zvyypagéwv. Ogwpeitor 0Tt
YPNOLOTOMONKE Y10 TPAOTN POPE 6TV EQUEPId «/TumepamypHas cazemay («AOYOTEYVIKN
epnuepidon) otic 23 Maiov 1932. H thyn g Povrydpicng Aoyoteyviog petd to B’ Taykodouio
TOAEHO EVTOVO CNUELOVETOL OO TIG TOATIKEG aALAYEG TOV akoAovBOOV TV 9 Zemtepufpiov
1944 (n pépa ™ aneievbépmwong g Boviyapiag amd 10 valiotikd kabeotdg) Onms Kot amod
TI§ OMOITACES TOV GOGLOAMOTIKOV peaAicpov. H mepiodog petd 1o 1945 eivan dkpog
apeAeyopevn otn oOyxpovn BOLAYAPIKN GIAOAOYIKY| EMOTIUY. X’ VT TNV EMOYN TOPAAANAL
LLE TOVG KOLVOVPYIOVG UNYXOVIGLOVG KpaTIKNG eEovaiag emiPBaiiovtal véa BEpata, cuvdedepeva
LLE TIG VEEG GLVONKEG TNG COGLOAMGTIKNG KOWVMVING TOV €X0VV EMPeacTEL £vTova amd Tov on
AVOPEPOUEVO OTIA PEAACUOD. XT1 OGPKE OVTNG TNG TPDOTNG LETOTOAEMKNG OEKOETIOG
yYpdpovv Ta £€pyo TOLG Ol PEYAAN apnyNnTég TG oOyxpovns PovAydpikng Aoyotexviag - o
Nrpitap Nripop (1909-1966), o Ntitap Tarep (1898-1966) ko o Epihiav Ztdvef (1907-



1979). H OJdexkoetia 1945-1955 ovvdéetor pe pio aAnbwvn axpn tov  BovAydpikov
HLOIGTOPNUATOG KO Ol KPITIKOL AOYOTEYVING HIAAVE Y10 «TNV TANUULPIdn VOGS KAvOoUPYLov
KOpo pobiotoprpatocy. Metald tov mo didonuwv tomtadv eivar o Beseriv Xavtoep (1919-
1966), o BoAépt Iletpof (1920-2014), o Adexcavtap I'épof (1919-1997), n Mnhdya
Nrtyurpofa (1922-2003).

Bwarapcka noe3ust 1945-1955. /Innamuka, uaen, npodiaemu. Banepu Ilerpos.

ConyanncTUyeckuss peanu3bM € XYJIO0XKECTBEH CTUJ Ha JIMTEPATypHUS PEaIU3bM C
MOJUTUYECKa HACOYEHOCT 3a HachpyaBaHe M 3aabiI0O4yaBaHe Ha HJEHTE Ha
cormanuiMa 1 komyHusma. Omre npe3 1918 r. no nannmatuBa Ha JIeHuH ce pa3paboTBa I1aH
3a ,,MOHYMEHTaJHa IpolnaraHaa‘, 4usaTo LeJl € pa3lpoCTPAaHEHHE Ha KOMYHHUCTHYECKaTa
uaeosiorusi. Ba)kHO MsICTO B HEro 3aemMa M3KYCTBOTO, Ha KOETO € OTpeleHa 0OCIyXBalla
HnapTUHHUTE LEeau posst. CaMUAT TEPMUH coyuarucmuyecky peaiusvm € BbBeaeH npe3 1932 r.
B CCCP u ymotpebara My BBPBH YCHOpeAHO ¢ mosiBaTa Ha o0m CbhO3 Ha CHBETCKUTE
nucarenu. Cpabara Ha ObJITapckaTa JuTeparypa ciea Bropata cBeToBHA € CUIIHO MapKupaHa
OT IOJUTHYECKUTE npoMeHu ciex 9 centemBpu 1944, xakTro M OT U3HUCKBaHUATA
Ha JINTEepaTypHUs peann3bM. Bpemero cien 1945 € cunHO JUCKYCHOHHO B ChbBPEMEHHOTO
OBArapcko JTUTEpaTypo3HaHHE. YCHOPEIHO C HOBUTE IbPIKABHO-BIACTOBU MEXAHHM3MH CE
HaJlaraT HOBU TEMH, CBbP3aHU C HOBUTE YCIOBHS Ha COLMAIMCTHYECKOTO OOIIECTBO, AbPKaBa
U W3KYCTBO, IIOBJIMSHU OT BEYE AaHAJIM3UPAHUS IUCKYPC HAa COLMAIMCTUYECKUS PEaTu3bM.
IIpe3 TO3M HayaneH CIEABOEHEH IEpUOJ HaNMCBAaT CBOUTE TIOJEMH POMaHU {UMHUTBHD
Tanes, Aumutsp umoB u Emunusan Cranes. [lecetuneruero mexay 1945-1955 e cebpzano ¢
€/IMH UCTUHCKH pa3lBET Ha OBJIrapCKUsl pPOMaH M KPUTHILIUTE IOPU TOBOPSAT 32 ,,IPHIINBUTE HA
enHa poMmMaHHa ,BbiaHA“. Cpen Hali-u3zBecTHuTe noetu ca Becenun XanueB, Banepu
IlerpoB, Anexcanabp I'epoB u bnara /lumutpoBa. Crarusrta mpociensBa OCHOBHYU aCIIEKTH OT
ouorpadusara ¥ TBOPYECTBOTO Ha 3HAMEHHUTHUS OBJITapCKU MHTEIEKTYaJIel] U TBOPEIL.

11. Xpucrakyau, ®@. ,,I'onemu au ca ,MaJlkuTe” JUTEPaAaTypH — €TIOAH BbPXY
noe3usaTa Ha Ecra luarany (I'spuusi) u Tymac Tpancrpsomep (IlIBenus). —B:
Hagmommue u npucnocodsiBane (cber. H. Agnexcanaposa, JI. AranacoBa).
Copus, YU ,,Cs. Knument Oxpuacku“, 2017, c. 125-133.

CrarusiTta ce onuTBa Ja OTTOBOPH Ha BBIIPOCA UMa JIM ,,MAJIKH * B IUTEpaTypaTa U MOTar
JIM BCBIIHOCT J1a OBAAT ,,roeMu’ Masikute nutepatypu? Cuurame BBIPOCHT 32 PETOPUYCH.
Pazbupa ce, He € 10CTaTHUHO J1a KaKeM - J1a, Morat. KaTto Maprusamiu reorpa)cku rpaHULN
Ha EBpona n bankanckusat, 1 CKaHAWHABCKUAT MOJYyOCTPOBH UMAT MPUBMIIETHATA 1a ObaaT
YacT OT ISUIOTO, HO M MOCBOEMY Jla ce omInYar oT Hero. OnmursT na Obpaat conmxenu Ecra
[Munurany (1960) u Tymac Tpancrpromep (1931-2015) - nBama TONKOBa pPa3iM4YHU BbB
Bb3pacToBara cH, reorpadcka, 1mojoBa NpUHAUIEKHOCT, TBOPUYECKH CTATYT U MOMYJISIPHOCT
noety Ha XX u XXI B. - ¥ Bce aK yOEKACHUETO MH, Y€ B CBeTa Ha MOP(OJIOTUATA HA UJICUTE
TOBa HE € HEYMECTHO, a HAIpOTHUB YCIEIIHO HauWHaHHe, € (akT. OcTaBa Ja BApBame, 4e
,»JYXbT Ha IIOJyOCTPOBUTE € TO3U, KOUTO UMUTHUPA, HO U MOIIIHO T€HEPUPA pa3Inuus, U 4 B
HanpexxeHusiTa Mexy crepeorunure 3a Cesepa u FOra moxe na ce (0T)kpue rnoseue OJI130CT
OTKOJIKOTO pa3JInyHe.

We often ask ourselves whether there are “small” ones in literature and how “big” can
“small literatures” actually be? I think the question is rhetorical. Of course, it is not enough to
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say — “yes, they can be”. As marginal borders for Europe both the Balkan and the Scandinavian
Peninsula have the privilege to be part of the whole, but also each of them in their own way to
differ from it. The attempt to bring close together and compare two authors from the 20th and
the 21st c. such as Esta Tsinganou (1960) and Tomas Gosta Transtromer (1931-2015) - so
different in their age, geographical and gender affinity, in their popularity and literary status -
may seem random; however, my inner persuasion that in the world of the morphology of ideas
this is not an inappropriate, but, on the contrary, a very successful and indicative undertaking,
is a fact. It is up to us now to believe it or not that “the spirit of peninsulas” is the one that
imitates, but that also powerfully generates differences and - finally - in the tensions between
the stereotypes for the North and the South we can discover more proximity than discrepancies.

12. Christakoudy, F. Formalistic Markers of the ‘Modern’ in Greek Poetry: a
Retrospective from the Point of View of Literary History. —In: Colloquia
Comparativa Litterraum, 4/2018 c. 96-104.

Defining Greek Modernism proves to be a difficult task. It can be said that trying to outline its
boundaries raises more questions than provides us with answers, because it somehow resists
homogeneous and pure categorisations. Through analysis of verse building we shall try to give
a formal answer to the question of what is ‘modern’ for Neo-Greek literature and how, in fact,
poetry becomes ‘modern’. As far as the measured speech is concerned, this argument can be
easily solved by opting to examine the verse building techniques (versification, rhythmic steps,
rhymes, tropes, etc.) and especially the presence of the free verse as a marker of emancipation
from the iambic verse of fifteen syllables, emblematic for the Greek folk-song tradition and
known also as decapentasyllabic verse. The occurring changes in metric structures are both a
complex and a long process that gave its most mature fruit in the works of the 1930s generation
(G. Seferis, O. Elytis, L. Ritsos, etc.). However, it turns out that these changes could not possibly
be considered as the only leading indicator of modernity, perhaps once again because Greek
poetry remained firmly rooted in the local tradition of artistic conventions (which can be seen
as a general projection of the spiritual impulses dominating the Balkan peninsula) and
metamorphoses encompassed the literary body at a somewhat conservative pace.
Keywords: Greek Modernism; Neo-Greek poetry; the Greek folk-song iambic verse of fifteen
syllables (decapentasyllabic verse); from freed to free verse (the poetic works of the 1880s
generation, K. Hadzopoulos, C. P. Cavafy, K. Karyotakis, G. Seferis)

@opMaTNCTHYHU MAPKEPH HA MOJAEPHOTO B IPBUKATA M0E3Usl — TUTePATYPHO-
HCTOPHYECKH EKCKYPC

['pBUKHAT MOIEPHU3BM U HETOBOTO JIe(hMHUPAHE CEe OKA3BaT HeJleKa 3a1aua. Moxe J1a ce Kaxe,
4ye OMUTHT Ja C€ OUEPTasAT IPAHUIUTE MY MOPAXJA MOBEYE BBIPOCH, OTKOJIKOTO OTTOBOPH;
TOW HSKaK OIpPEJEJIEHO Ce CHIPOTUBISIBA HA XOMOTEHHUTE M YHCTU KaTeropuzamuu. Upes
aHaJM3a Ha CTUXOBOTO M3rpakJaHe IIe ce OuTaMe Aa JaneM (popMajeH OTTOBOP Ha BBIIPOCa
KaKBO € MOJIEPHO 3a rPhIKaTa [MOE3Hsl U M0 KaKbB HAYMH BCHIIHOCT MOE3UsATA CTaBa MOJEPHA.
[To oTHOWIEHHE HA MEpEHAaTa pey 3a HIKOU M3CIIEAOBATENIM TO3U CIIOp MOXe 1a ObJie JIECHO
paspelieH, ako 3aJI0)KUM Ha HeiiHaTa (pyHKIIMOHAIHA HATOBAPEHOCT U ThPCUM B TEXHHUKATA HA
cTUXa (CTUXOCIOXKEHHUE, PUTMHUYHU CTHIIKH, pUMH, TPOIIH U T.H.) U Hali-Beue B MPUCHCTBUETO
Ha cBOOOIHUS cTHX Oeler 3a eMaHIUNHMpaHe OT eMOJIeMaTH4YHHs 3a TpbIKaTa HApOJHO-
NIECEHHA TpaauLus sSMOWYCH TIETHAMCeTCPUYKOB CTUX. HacTemBamuTe NpOMEHH B
METPUYHUTE CTPYKTYpU Ca CIIOKEH M JIBJIBI MPOLEC, KOWTO JaBa Hal-3penus CH IUIOJ B
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pOU3BEeACHUATA Ha TOoKosIeHneTo TBopiu oT 30-te rogunu Ha XX B. (I'. Cedepuc, O. Enutnc,
5. Punoc u ap). Te3u npomenu obaue He OMXa MOIJIM J1a OCUTYPSIT BCHYKH OTTOBOPH M Ja
OBIaT eAMHCTBEHUST BOJIECII MapKep 32 MOJIEPHOCT, MOXKE OU Olle BeIHBK Mopaau ¢akra, uye
rpblIKaTa IMoe3usi Mo OaJKaHCKM OCTaBa TBBPJO BKOPEHEHA B MeCTHaTa TPAAULUS U
MeTamop(do3uTe 00XBaIaT JUTEPATYPHOTO TSAJIO C HIKAK KOHCEPBATUBHO TEMIIO.

13. Xpucrakyau, ®@. [IpeBoana Obiarapcka noe3us Ha CTPAaHULUTE HA CbBPEeMEHHHU
rpbuku u3ganus. —B: (He)cpaBunmoTto B eBponeiickute Jureparypu (pea. P.
Beitnepu, ®. Xpucrakyamn). Codpusi, YU,,Cs. Kiimment Oxpuacku®, 2018, c.
127-137.

Crartuara uscienBa mpoOJeMHTE Ha peLenIusITa U MpeBofa Ha ObJIrapcka JMTeparypa B
I'epums. Ocobeno 1o ce Kacae 1O ChbBPEMEHHMS UM NEpHOJ Ha pa3BUTHE ciel Bropara
CBETOBHA BOIfHa, T€ ca MOJPOOHO U M3UepHaTeIHo pasriaenanud or M. Huxoputu B HEHHOTO
u3cieaBaHe ,,bearapo-rpblUKy JIMTEPATypHU B3aMMOOTHOIIEHHUs ciie]] BTopara cBeToBHa
BoitHa 10 2000 r.“. bearapckara moe3ust U Iposa cien Bropara cBeToBHa BoOiHA ca
MOCJIEIOBATEHO MPEACTABEHW B PA3IUYHU TPBIKU H3JaHHS, KaTO OCOOCHO BaXHO €
aHTOJIOTUYHOTO TpeAcTaBsHe Ha Obiarapckara noesus. Kem mpeacraBenure or Huxoputu
naHHu qo0aBsMe MH(GOpPMAIKA 3a MOCIeaHAaTa rojsiMa aHTOJIOTHS, MOCBETeHA Ha OallkaHCKa
moesus, ,,XeMyc — aHTOJIOTHS Ha OanKaHCKaTa Mmoe3us ™, KoaTo uznusa mpe3 2006 r. ycnopeaHo
Ha cejieM OaJIKaHCKU €3HMKa U LIEJIHU J1a 3a103Hae Besika eHa ot crpanute (bbirapus, Anbanus,
bocua u XepueroBuna, I'bpruusi, OuBIIa IOrociaBcka pemnyonanka Makenonusi, PymbHus,
Cwpbus u Yepna ropa) ¢ 60raToTo MOSTUYHO HACIEACTBO HAa CHCEOHHUTE M JABP)KAaBH, KATO
CTPEMEXBT € JIa Ce Ch3J1aAaT MPEANOCTaBKH 3a M0-100poTo obIyBane Mexay Tax. Ctatusara
npeJcTaBs peBojaueckaTa feiHocT Ha Mapus Jlym6a, KoATo Makap ¥ 32 MOMEHTa HE TOJIKOBA
roxsiMa mo-obeM € 3HauuMMa, 3all0TO 3albJiBa €JHAa ChbBCEM HOBA IPEBOJAYECKA HUIIA,
NPEJCTaBANKH ChBPEMEHHH OBITapCKH MOETECH Ha IPBUKH yuTaTen. Cpen npeanounuTaHuTe
OT Hes aBTOpKM ca AkcuHusi Muxaiinosa, Jlronmmia banabanosa, Kpuctun Jlumurposa,
Cranka [lenueBa, PagocBera ABpamoBa, Kepana Anrenosa. IIpeBexxaa cbiio Taka TBOpOH U
Ha KJIaCU4€eCKH aBTOpKU Karo Ein. barpsana u b. /lumutposa, a cpeq nociaeaHuTe 1 IPeBOIU €
cTuxoTBopeHueTo Ha MBan Xpuctos ,,bann XIV®.

Translated Bulgarian poetry on the pages of contemporary Greek editions

The problems of reception and translation of Bulgarian literature in Greece, especially as
regards their contemporary period of development after the Second World War, are thoroughly
and comprehensively addressed by M. Nihoriti in her study “Bulgarian-Greek Literary
Relationships after the Second World War until the year of 2000”. Without intending to present
in detail all the aspects of interconnection and interaction along the chain authour-translator-
work (translation)-recipient, the article “The reception and translation of contemporary
Bulgarian poetry in Greece” is a contribution to the state of bibliography data with regards to
poetry translation from Bulgarian into Greek after the year of 2000. Bulgarian poetry and prose
after the Second World War are consistently presented in various Greek editions - among them
the anthologies of Bulgarian poetry are of particular importance. The last major anthology of
Balkan poetry, “Hemus - An Anthology of Balkan Poetry” (2006), was published parallelly in
seven Balkan languages and aims to acquaint each of the countries (Bulgaria, Albania, Bosnia
and Herzegovina, Greece, the Former Yugoslav Republic of Macedonia, Romania, Serbia and
Montenegro) with the rich poetic heritage of its neighboring countries. The translation work of
the philologist-translator Maria Dhoumba, although not so extensive in numbers, is significant
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because it fills a brandnew niche, presenting modern Bulgarian poets to the Greek reader (such
as Axinia Mihaylova, Lyudmila Balabanova, Kristin Dimitrova, Stanka Pencheva, Radosveta
Avramova, Kerana Angelova, Ivan Hristov).

14. Xpucrakyau, ®. I'ppukure GoJKJIOPHH CBATOCHHM NMECHM B KOJEKIUATA Ha
Kuon lllapa ®opuen. —B: bbarapckn 1 pyMbHCKH — 02JIKAHCKH OTHEYATHK B
CJABSAHCKOTO M POMAHCKOTO HacjeacTBo. COOpHMK B 4ecT Ha 65-roaumHus
0uieii Ha npod. a-p Bacuiaka Asekcosa (pen. [I. Muanenosa). Copus, YU
»CB. Ki1. Oxpuacku®, 2018, c. 59-67.

Haponnute mnecHuM NpUHAANEKAT HA YCTHOTO TBOPYECTBO, KOETO O3Ha4yaBa, 4ye OwWBaT
Ch3aBaHU U BB3IIPOU3BEXKIAHU CIIOPE IPaBUiIa, Pa3JINYHU OT T€3HM HAa MMCMEHOTO ciI0BO. B
cBofTa ,,Mictopus Ha HoBorpwlkaTta jutepatypa” K. Jlumapac crpaBemiuBo oTOerns3Ba, ye
KOTaTo TOBOPUM 3a HapojHaTa IeceH, He TpsiOBa na 3abpaBsiMe, ye CTaBa JyMa MMEHHO 3a
necer (B OCHOBaTa Ha KOpEHa Ha Jymara € IJIaroIbT «TPOyovdd», Ip. ‘mes’) U OChKIA
U3KYCTBEHOTO JIEJIEHE Ha CJI0BO U My3HKa. ChyeTasa CTUXOTBOPHOTO U MY3UKaJIHOTO HA4yaJIo,
rpblKaTa HApO/HA MECEH € XPaHWIIHILE Ha KOJEKTHBHA MaMeT, KOeTo npe3 19 B. moBnusHUTE
oT uneanute Ha PomanTu3Ma uscienoBatenu ot siia EBpona uzyuasat ¢ 1000B U BeuuHa. B
TOBA MHOT'OBEKOBHO HAapOJHO-IIECEHHO TBOPYECTBO € 3alla3eéH U Pa3BUT T'OBOPUMMAT €3HK
JUMOTUKH, CTaHaJl OCHOBa IIPE3 IbPBUTE JAECETWIETHd Ha 19 B. upe3 TBOPUECTBOTO Ha
aBropure OT MoHumiickaTa IWTepaypHA INKONA 33 H3TPAKIAHETO HA HOBOIPBHIKATA
JauTeparypa.

OrpomMHara 3aciayra 3a HpeACTaBIHETO Ha CBHKPOBHUIIHUIATA OT TPBIKH HAPOIHU
ymoTBopenus B EBpona npes 19 B. mpunaanexu Ha ¢ppaniry3una Ko [lapn ®opuen (Claude
Charles Fauriel) (1772-1844), KOiTO BhIIPEKH Y€ HUKOTA JTUYHO HE € IOCETUJ CTPaHaTa, BOJICH
OT OTPOMHATa CH JII0OOB KbM HEHHOTO MHHAJIO U HAPOJ, MPEBEXJa Ha (PEHCKU KOJIEKIMATA
CU OT TPBIKM HApPOJHU MECHU W T u3aaBa npe3 1824-1825 r. B 1Ba ToMa cbhC 3ariaBue
,,Hapoauu necau Ha cbBpemenHa ['sprus‘ («Chants populaires de la Gréce moderne»). JIBara
cOOpHUKA OKa3BaT U3KIIOYUTEIHO BBb3ACHCTBUE BbPXY PA3BUTHETO KAKTO HA TPBLKUS €3UKOB
BBIIPOC, TaKa U HA XYyJ0)KECTBEHOTO CIJIOBO, AEMOHCTPUPANKU TBOPUYECKO-CH3UAATEITHUS
MOTEHIMAJ Ha TUMOTHKH, KaTO ChIIEBPEMEHHO IMOKA3BAaT BUCOKHUTE JYXOBHH IMOCTHKEHHS HA
HapOJi, pa3BUBaJ C€ B CIOXKHHUTE YCIOBUS HAa HAIIMOHAIHO poOCcTBO. B cTarusTa ca HarpaBeHu
Y MPEBOJIY HA HAKOJKO OT CBaTOCHUTE MECHH, BKIIOUEHU B cOOpHUKa Ha Dopuen.

Greek wedding folk songs in Claude Charles Forriel’s collection

Folk songs belong to oral art, which means they are created and reproduced according to rules
different from those of written texts. The tremendous merit for the presentation of the Greek
folk song patrimony in Europe during the 19th c. belongs to Claude Charles Fauriel (1772-
1844), who although never personally visited Greece, led by his enormous love for her past
and nation, translated in French his vast collection of Greek folk songs and published them in
1824-1825 in two volumes titled “Greek folk songs from modern Greece”(«Chants populaires
de la Gréce moderne»). Wedding folk songs are a precious jemstone in this collection. The
current article provides translations for some of the wedding folk songs, included in Fauriel’s
volume.
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15. Xpucrakyan, ®. CuMBOJIM3MBT M HOBOTPbIKAaTAa Noe3us 0T Kpast Ha XIX u
Ha4yajoto Ha XX B. Codus, Hu niroc, 2020 (186 c.).

B uzcneasaneto ,,CUMBOJIUM3MBT U HOBOTpbLIKaTa oe3usi oT kpas Ha XIX u Hayanoto
Ha XX B.“ ce u3ACHsABa OOJIMKBT HA MOETUYHHUS €3UK M TpbLKaTa JUpUKa B Kpas Ha XIX u
ObpBUTE JeceTwineTuss Ha XX B., aKIEHTUPAa C€ BBPXY NPEIUIMTAHETO Ha TPAAULUATA C
MOJICPHUTE JUTEPAaTypHH (OPMH U KYJITYPHO-€CTETUYECKHTE TpaHchopManuu mpu
BB3IIPUEMAHETO Ha eBPONEHUCKUTe 00pa3y. boratcTBOTO OT Xy/N0KECTBEHU SIBJICHUS B Ta3u
ernoxa mpeaocTaBs HeoOxoaumara 6as3a 3a 0000IIEHUST BbPXY MOJEpHATa IpbliKa JUPUKA.
Baxxna 3aaua e ¥ npociesiBaHeTO Ha KPEaTUBHUTE UMITYJICU U Bb3/ICHCTBHS B U3CJICABAHUS
NEPUOJI, KAKTO U TAXHATA OPUTHHAJIHA PELeTUs Ha ITPhlIKa [TOYBa.

Pa3zkpuBaHeTO YepTUTE HA TBOPUECTBOTO HA TMIABHUTE YYACTHUIIM HA JUTEPaTypHATa
cueHa B I'epuus ot kpast Ha XIX u Haganoro Ha XX B. 0€3CHOPHO 3ambjiBa NPa3HU HULIHA B
CbBpeMeHHaTa OankaHHCTUKA. [locTaBIHETO Ha TPBIKUTE AaKIEHTH, Oarpu W HIOAHCH B
OoraraTa maHopaMa Ha €CTeTHYecKOoTo Outue Ha bankanure oborarsBa ChHBPEMEHHUTE
pa3sMUCIH 32 pOJIsATa Ha ,,iepudepHuTe’ OANKaHCKU KYITYPU 3a KOHTUHEHTAIHUS UICHTUTET
Ha EBporna — eiHo 0c0O6€HO MepereKTUBHO U Pa3BUBAIIO CE U3CIIEI0BATEICKO TOJIE.

B Xxozma Ha W3J0XKEHHETO C€ MPEJCTAaBAT CIEUU(PUUYHUTE COLUATHO-NOIUTUYECKH
ycnoBuA B ['bpiiust, KyNITYpHHUST KJIMMAT U 3aCIIyTUTE HA TUMOTHUIM3MA 32 TI0JIaraHe OCHOBHUTE
Ha HOBHUS JYXOBEH >XMBOT, 3a pa3pOCTPAHEHUETO U YTBBPKIABAHETO HA MOJIECPHUTE
JUTEPaTypHO-ECTETUYECKU JBIKEHHA. B oOcera Ha BHUMaHMETO ca MpPeau BCUUKO KPasAT Ha
JIEBETHA/IECETUS U IbPBUTE JECETUIIETHS HA ABAJECETUS BEK — T. €. CHMBOJIUCTUYHATA II0E3US
LTIOJl TexKaTa csiHka Ha Ilamamac” (K. Xamsomynoc, M. I'pumapuc, JI. Iopdupac, M.
Manakacuc) uiag T. Hap. oeTuyHo nokosneHue or 90-te rogunu Ha XIX B. To cnoxens
0COOEHOCTUTE HAa €BPONEUCKUS CUMBOJIMCTUYEH KAaHOH. AHAJIM3UPAH € U CHeUU(UUHHUAT 32
rpblkara qureparypa penomer Ha noesusra Ha K. I1. KaBaduc.

JleGroThT Ha cuMBOJIM3Ma BbB PpaHius U ['bpIys € mouTu ycropeaeH, KaTo cle/iBa
na ce uMma mnpensui, uye nbpsute onuTH Ha Credanoc Credano (1868-1944) na npencrasu
HOBOTO MOETUYHO KPEI0 IpeJ] ITphlikaTa 0OLIECTBEHOCT HE ca ToJKoBa ycnemHu. [Ipe3 1895
r. ca myOJuKyBaHM NIbpBHUTE IpeBoau Ha bomnep, nHampaBenu or Hukoc Enmckomomysoc
(1874-1944). Cnenpamara pelasaiia CTbIIKa B IPWIAraHeTO Ha CUMBOJIM3Ma B cdepaTa Ha
rpbplUKaTa JUTEpaTypa € W3J1aBaHETO Ha JMTeparypHoTo cnucaHue TexHu (1898-1899) ot
Koncrantunoc Xanzomnynoc (1868-1920) u my6nukyBanero mpe3 1899 r. Ha CTUXOTBOPEHHUETO
,»IIpuBetn kpM 3opHuLara®, Hanucano ot Koctuc [lanamac (1859-1943).

Kaprunata Ha MonepHara rpblka roesust OM Ouia HembliHA, aKO HE ce pa3KpHe
aKTHBHATA MMO3UIMI HA MHOT'O TBOPLIY CpEIly TPaAULMOHAIN3MA. [ PBIIKUTE OETH PELUITUPAT
He camo mnoesusaTta Ha bomiep, Manapme u Bepnen, te ca npusneuenu u ot XKron Jladopr
(1860-1887) u 6enruenia Mopuc Merepnunk (1862-1949). Unewnre 3a ,,urcta moe3us‘ (poésie
pure) u ,,M3KyCTBO 32 CaMOTO M3KYCTBO  (ars gratia artis) ca IpUETH JOCTAThYHO PAAYIIHO, 32
Jla C€ CTUTHE JI0 OCHOBABaHETO Ha JUTEpATypHUTE civcaHus ,,[exuu* u ,,Jluonucoc* (1901-
1902), pasnpocTpaHsBaiiyd HOBUTE BB3MIeAH. M nBeTe M3gaHus BOIOBAT Cpelly ,,CTapoTo™ U
3aluTaBar ,,HOBOTO U ,,M0A€pHOTO . OLIEHEHO KaTO LsUI0, Bb3JEHCTBUETO HA CUMBOJIU3MA
BBPXY TpBIKaTa MOe3usi € OE3CMOpPHO IUIOJOTBOPHO, 3aIl0oTO 0e3 Ja ryOM TpbLKHUS CU
XapakTep, TS ce oborarsBa ¢ ynorpebara Ha CBOOOJHHUS CTHX, CTaBa IO-My3UKalHa U
¢wmtocopckn u3Bucena. He cien IbJro HaCMEIIKMTE M BPaXJIEOHOCTTA, ¢ KOMTO CTapOTO
IIOKOJIEHUE TOCPEIlla CUMBOJIN3Ma, OTCTBIIBAT MACTO HA MBJIYAIIMBO IPUEMAHE, a el TOBA U
Ha BB3XUILEHUE.

BaxxHo € na ce ocbh3Hae, ye I'PBUKUAT MOJEN HAa CHUMBOJM3Ma IIPUTEKaBa CBOATA
JIOKAJIHA cnenu@uKa, IopoieHa OT HE0OX0AUMOCTTA 3a MHTETPUPAHE HA UyKJIaTa TPaIULIUs
B CXEMaTa Ha eJHa KyJITypa ¢ MHOTOBEKOBHA CHJI0a U APHbK MHIUBUAyaJIeH KOJOpPHUT. Taka
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BBIIPEKU EHTyCHa3Ma Ha MJIQJUTE XOPa, IPBLKUTE IIOETH OT ,,Kpasi Ha BeKa“ HUKOra He CTaBaT
CHUMBOJIMCTH B IIBJIHUSI CMUCBJI Ha lymMata, a Bb3IPUEMAT IVIABHO CTUJIMCTUYHUTE TEXHUKU OT
(bpeHckuTe 1 HeMCKHUTE MOZENTH. JlIOMUHHpAIUTEe HHTENEKTYaTHO-eMOIIMOHAIHN UMITYJICH Ha
TOBa TBOPUYECTBO NPOABIDKABAT Ja Ca BIBXHOBEHU OT €AMH NAHTEUCTUYEH BUTAIU3BM U
MPEKJIOHEHHUE IpeJl 0YapOBAHUETO Ha OMTHUETO, MAPKUPAIH IPBIKHUS TyXOBEH KHUBOT OIIE B
30paTa Ha HETOBOTO pa3BUTHE, KOMTO CJIEBA JIa ThPCUM U B IBJIIOOKUTE KOPEHU Ha aHTUYHATA
tpamunusa. CrneuuduyHo OankaHCKOTO (M TMO-KOHKPETHO TPBIKOTO) 3BYyYEHE Ha
MOJICPHUCTHYHHSI TOETUYEH MOAEN OT Kpas Ha XIX B. AbKUM, pa3dupa ce, Ha MHOXKECTBO
bakTopu — cpen TAX Hapel ¢ 0OCOOCHOCTHTE Ha OOIIECTBEHO-MOJIUTHYECKATa M KyITypHATa
cutyanus B I'bpiiuist ce HapeXxaaT U cneru(UKUTe Ha TBOPUYECKAaTa MEHTAIHOCT Ha aBTOPHUTE,
3aIa3uiy CUITHA Bbp3Ka ChC COOCTBEHATA CH UIGHTHYHOCT, ChC CHHEBATA U CIBHIETO Ha Eres.
[IpencraBenu ca MHOXKECTBO aBTOPCKH NMPEBOAM Ha MOSTHMYHH TBOPOM, MPEACTAaBUTEIHH 32
TBOPUYECTBOTO Ha IbPBOTO CUMBOJIMCTUYHO ITOKOJIEHHUE.

Symbolism and Modern Greek Poetry from the End of the XIX and the Beginning of
the XX Century

The book “Symbolism and Modern Greek Poetry from the End of the Nineteenth and
the Beginning of the Twentieth Century” explores the poetic language of Greek poetry in the
late nineteenth and the first decades of the twentieth century, putting an emphasis on the
intertwining of tradition with modern literary forms and the cultural and aesthetic
transformations in the adoption of European models. The abundance of artistic phenomena in
this period provides the necessary basis for conslusions about modern Greek poetry. An
important task is also the tracking of the creative impulses and influences during the examined
period, as well as their original reception on Greek soil.

The introduction to the work of the main poet writers on the literary scene in Greece
from the end of the XIX and the beginning of the XX century undoubtedly fills empty niches
in modern Balkan studies. Outlining the Greek accents, colours and nuances in the rich
panorama of the aesthetic phenomena, taking place on the Balkans, enriches the contemporary
awearness about the role of the “peripheral” Balkan cultures and their rapport with continental
Europe, a particularly promising field of research.

The research presents the specific socio-political conditions in Greece, the cultural
climate and the acievements of the demotic movement for laying the foundations of a new
spiritual life, enabling the spread and establishment of modern literary and aesthetic
movements. The focus of the study is primarily on the end of the nineteenth and the first
decades of the twentieth century - that is, on the symbolist poetry “under the heavy shadow of
Palamas” (K. Hadzopoulos, J. Gryparis, L. Porfyras, M. Malakasis), or the so-called 1890s
poetic generation. It shares the features of the European symbolist canon. The specific to the
Greek literature phenomenon of C.P. Cavaty’s poetry is also analyzed.

The debut of symbolism in France and Greece is almost parallel. The first attempts of
Stephanos Stephanou (1868-1944) to present the new poetic credo to the Greek public are not
so successful though. In the year of 1895 the first translations of Baudelaire made by Nikos
Episkopopoulos (1874-1944) are published. The next decisive step in the implementation of
symbolism in the sphere of Greek literature is the publication of the literary magazine “Techni”
(1898-1899) by Konstantinos Hadzopoulos (1868-1920) and the publication in 1899 of the
poem “Greetings to the dawn” written by Kostis Palamas (1859-1943).

The picture of modern Greek poetry would be incomplete if the active position of many
artists against traditionalism was not revealed. The Greek poets are attracted not only by the
poems of Baudelaire, Malarme and Verlaine, but also by Jules Laforg (1860-1887) and the
Belgian Maurice Meterlink (1862-1949). The ideas of “poésie pure” and “art for art’s sake”
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(ars gratia artis) were accepted enthusiastically enought to lead to the founding of the literary
magazines, “Techni” and “Dionysos” (1901-1902) making popular the new views. Both
editions fight the “old” and defend the “new” and ‘“the modern”. The overall impact of
symbolism on Greek poetry is undeniably fruitful, because without losing its Greek character,
it is enriched by the use of free verse, becoming more musical and philosophically elevated.
The ridicule and hostility, with which the old generation met symbolism, soon gave way to
tacit acceptance and then to admiration.

It is important to realize that the Greek model of symbolism has its own local
specificity, created by the need to integrate the foreign tradition into the scheme of a culture
with a centuries-old history and vivid individual color. Thus, despite the enthusiasm of young
people, Greek poets from the “end of the century” never become symbolists in the full sense
of the word, but mainly adopted the stylistic techniques of the French and the German models.
The dominant intellectual-emotional impulses of this work continue to be inspired by a
pantheistic vitalism and worship of the beauty of nature, which we also encounter in the deep
roots of ancient tradition. The specific Balkan (and in particular Greek) sounding of the
modernist poetic model from the late nineteenth century is due, of course, to many factors.
Among them are the peculiarities of the Greek socio-political and cultural background along
with the aspects of the creative mentality of the authors who have maintained a strong
connection with their own identity, with the blue and the sun of the Aegean. A number of
translations of poetic works, representative of the work of the first symbolic generation, are
presented.

16. Xpucrakyau, ®. IIpodaemu Ha rpbukus JureparypeH paspoii 1880-1930
(eTronu BbpXY HOBOrpbukara noesus). Copus, Hu miroc, 2020 (255 c.).

WNnenTtuyHocTTa Ha €QUH HApOJ CE€ OMpeieNs OT Herorara Tpagulus, KyjiTypa,
UCTOpHUSI, €3UK, MUPOTIIE] U p. B TO3U CMUCHI IpblUKAaTa UACHTUYHOCT CE SIBSIBA HE CaMo
rpbliKa, a TPUHAAJICKU U HA 1EJIHsI CBAT B KAUECTBOTO CU Ha U3BOP, 3aXPaHBAN XUJISAIO0JICTUS
Hapej MOTOLUTE Ha CBETOBHATA XYMAaHMTAPUCTUKA UYpPE3 HACIEACTBOTO Ha KJlacHyecKara
JIPEBHOCT, a MO-KbCHO M Ype3 BHU3AaHTUHCKOTO XpucTusHcko CpenHoBekoBue. Taka 1o
CTCUCHHE Ha UCTOPHUECKUTE OOCTOSATEICTBA MOCTHKEHUATA HA Ta3M MHOTOBEKOBHA KYJITypa
Ce OKa3BaT MbPBUYEH U3TOYHUK U 3a CbBPEMEHHATA JyXOBHA UCTOPHUS Ha YOBEUYECTBOTO.

Enna ot nenute Ha HACTOSIIUS TPY/ € /1a MOKa)Xe KOHKPETHO HE CaMo JIMTEepaTypHUs
pa3Boii Hali-Beue Ha rpblKaTa noezus B nepuoaa 1880-1930 r., Ho u 1a aHaIM3Mpa Kak TOU ce
B3aMMOITPOHUKBA C OOPMSHETO Ha MAaTPHUIIATa HA TPHIKATa UIACHTUYHOCT B IIO-HOBO BpPEME.
Upe3 HampaBeHOTO JHUTEPATypHO H3CIEIBAaHE C€ ONUTBAME Ja M3ACHUM ChIIMHATA Ha
PA3HOIIOCOYHUTE MPOLECH, TUKTYBAILU JIMTEpaTypHaTa MPOAYKIUS ChOTBETHO B MOCIEAHUTE
necerwiietuss Ha XIX B. U B mrbpBUTE AeceTuneTus Ha XX B., T. €. OT MOMEHTA, B KOUTO
rpblIkaTa IO€3Msl CTaBa TOTOBa Jla MpHUEME IIbpBaTa MOJEPHU3ALMOHHA BBJIHA YpE3
TBOPYECTBOTO HA MOETUTE OT MoKosieHneTo Ha §0-te roguuu Ha XIX B. 40 qOoCTHraHeTro Ha
€Ha OTHOCUTEIIHA 3PSUIOCT B YCBOSIBAHETO HA UACUTE HAa MOJAepHU3MA Ipe3 20-Te TOAUHU Ha
XX B., Tpacupaiu BIIOCJIEICTBUE MbTS HA U3UTAHETO HA TPbIIKATa JUTEpATypa A0 3€HUTA Ha
MEXIyHapoaHaTa U3BECTHOCT Ype3 TBOPYECTBOTO HA aBTOPUTE OT MOKOJIeHHETO Ha 30-Te
rogunu Ha XX B. Cmsartame, ye nepuoasT 1880-1930 nputexaBa egHa ocoOeHa KOMIIAKTHOCT
MMEHHO NOpPaJiy ThXKJIECTBEHOCTTA CH €HOBPEMEHHO C UACUTE U HAa MOJACPHU3ALMUATA, U HA
MOJEpHHU3MA, MOCJIEIHUST, CBbP3aH Hali-Beue C MOETUYHUSA CUMBOJIM3BM. W3cienBanero ce
CTpEMHU KBbM CBHIIOCTABUTEIHO MPOYYBAHE HA €Ha MHOTOCTpaHHa MpoOJIeMaTHuKa, Mperomn-
peneneHa OT aKTHUBH3UPAIIUS C€ €CTETUKO-(QUI0COMCKH TUAOT HA TpblKAaTa JTUTepaTypa C
€BPOIEHCKOTO HM3KYCTBO, KOETO BOAM 10 TpaHCHOpMAllMM B HAI[MOHATHHUTE MOJCIH Ha
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MHUCJICHE, HO CBIIEBPEMEHHO OTKPOSBAa M TyXOBHUS KOHTUHYUTET, (PMITpHUpAIL BBHHIITHUTE
JUTEpaTypHU Bb3AEUCTBU. [IpernenbT Ha HCTOPUUECKUTE, COLMOKYITYPHHU U (UIocohcku
M3MEPEHMS Ha CUMBOJIM3MA B TPbLKATa 1I0e3us OT kpast Ha XIX 10 mepBUTE neceTuieTus Ha
XX B. ¥ INTEpAaTypHATa peaan3alus Ha HIKOJIKO IOKOJIEHHS MOETH KaTo MOKoJeHUeTo oT 80-
Te roguun Ha XIX B. m K. Ilanmamac, nmokonenuero or 90-tre rogmum Ha XIX B. ¢ K.
Xanzomynoc, JI. Ilopdupac u ap., nokoneruero noetu ot 20-re ronuHu Ha XX B., KbM KOETO
npunanexu K. Kapuorakuc, Ha TeXHUTE IUTEpaTypHO-ECTETHYECKH IIATGOpMU U
MaHH(ECTH ca Cpel] OCHUIECTBEHUTE LIEJIN Ha TPYAA.

EnBa nBaiicTv BeK 3a IbpBU BT OTKPHBA OYAPOBAHUETO HA LIEJICHACOUYCHO OE3AETHOTO
OpoaeHe (KakTo M Jia 3By4d IPEUIOKEHHUS] OKCHMOPOH), a B INI0OAJTHOTO YTBBP)KIaBaHE HA
KOCMOIIOJIMTHUTE HAIJIaCH CE OIJIEXkKa U310 HOBAaTa ICUXO0JIOT U Ha MOJIepHaTa ernoxa. Upes
MeuTaHU MIbTemecTBUs A0 BnamuBoctox m Adpuka, no Ilapmwk u Kaiipo, no bpunaunsu,
Anexcanapus, [lopr Caun, @amarycra u Jpyru KOCMOIIOJUTHYU I'PaZi0OBE, OCHILIECTBIABAHU OT
rppukute noetu or 20-te roguHu Ha XX B. MOHSKOIa B PEaJHO BpEME, a IOHSAKOra B
YEIUHEHHETO Ha KaOMHETUTe UM MM Cpejl IIYMHM KOMIIAHUU B TOMYJISIPHUTE aTHHCKU
kadenera, mpociuensBaMe cpadaTa Ha rpbIKaTa MOE3US OT MEKIYBOCHHUS MEPHO, KOUTO €
[0-MaJIKO MIO3HAT B ObJIrapcka nuteparypHa cpena. [lokonenuero ot 20-te roaunu Ha XX B.
BJIM3a B CBOEOOpa3eH IUAJIOr C MPOLECUTE Ha KyJITypHa MOJAEPHM3AlMs, O0XBaHAIN Iisia
EBpona B TO3M nepuoj, KOUTO TPaitHO MPOMEHSAT pa3OMpaHEeTo, YCEIaHETO U 3HAYEHUETO Ha
MHOT'0 OT YTBBPJECHUTE MOHATHUS.

Upe3s HacToALMSA TPyl IOKa3BaMe 3aCIyrMTe Ha MOKOJIEHUETO OT 20-1e roguHu Ha XX
B. (WJIM Ha T. Hap. IOETU KOCMOIIOJIUTH) 33 YTBBPKIABAaHETO HA €/1HAa U3BbHHALIMOHAIHA paMKa
Ha MOSTUYHHS JUCKYPC, KOMTO upe3 00pa3Husl CM HHCTPYMEHTapUYyM, TEMAaTHKa U JTUPUIECKU
BHYILIEHHUS CTaBa HOCUTEJ HA BUCOK XyMaHU3bM, KaTO ChILIEBPEMEHHO BJIM3a B AKTUBEH JIUAJIOT
C JOCTMIKEHUSTA Ha EBPOINIEHCKOTO N3KyCcTBO. Ch3/1aBaHaTa OT I'bPBUTE MEKYBOEHHHU TBOPLIU
JIMPUKA CJIeJ[BA, HO U TBOPUECKU HHTEPIPETUPA Ty KIUTE MOJIEIH, TaKa Y€ Aa CHAOIu aBTOPHUTE
orT 30-te roguau Ha XX B. CbC CH3UAATEIHUSA PEeCypc, HEOOXOAMM 3a IMOCTUIHETO HAa OH3HU
CBILIHOCTEH TBOPYECKU CUHTE3, YPE3 KOSATO ChbBPEMEHHATA IPBLKA JIUTEPATYpa 11I€ CE€ JOCETHE
70 MEXAYHapOJIHO NpU3HAaHUE IMocpencTBoM cbTBOpeHoto oT Cedepuc, Enmruc, Punoc,
EmOupukoc u ap.

I'magber 3a ucropus Ha nemus XX B. HEYCETHO €€ € IPEBbPHAI U B INIad 34
UJEHTUYHOCTU. B TO3M CMHUCBHI poisTa Ha rpblLKaTa MOE3Us, Ch3/aBaHa Ha IIpejioMa U B
nbpBUTE JeceTwieruss Ha XX B., HapacTBa, KOraTO OCBEH IIpe3 IpU3Mara Ha TyXOBEH
OPHEHTHD s pasriiexkaMe U KaTo HOCHTEN Ha MCTOpUYecKka namer (3amoro crnoper Cedepuc
,elHA YacT OT MMHAJIOTO OCTaBa BHHArM >KMBAa‘), HO M KaTO KOOpJAMHATHAa CHUCTEMa 3a
OIIpeAeiIsiHE HA UIEHTUYHOCTTA.

Ha ¢ona Ha Te3u pascwhkIeHHS M B Kpas Ha TpyAa ce MUTaMe MMa JId ,,MaJKd" B
JUTEepaTypaTa U MOrar JH BCBIIHOCT Ja ObJar ,,rOIeMHU MaJKuTe JuTeparypu? Mucins, ue
BBIIPOCHT € peropudeH. OcraBa J1a BApBaMe, 4e ,,JyXbT Ha IOJYyOCTPOBUTE® € TO3H, KOWTO
MMUTHPA, HO U MOLIHO T€HEpUpPA Pa3INuus, U Y€ B HAIIPEIKECHUATA MEXK]Yy CTEPEOTUIIUTE 3a
Cesepa u IOra, M3roka u 3anaga moxe Aa ce (0T)KpHe moBede OIM30CT OTKOIKOTO Pa3Inyue.
IIsTyBaneTo npes nocienuure gecetwnerus Ha XIX B. u nbpBuUTE TpU necerunetus Ha XX B.
OT UCTOpHUATA HA TpbIKATa JIUTEpaTypa HU CONBCKBAT C AaKTUBEH JAUAIOI MEXIy MHHAIO U
HACTOALLE, TpPaJuLMU M HHOBALMU, CbC 3aCWIEH BKYC KbM HOBOTO, WM3HEHAJBAIIOTO,
MOJIEPHOTO, HO M C YBaXXEHUE KbM MCTOpPUUYECKATa ITaMET U Hacle[CTBO. B ToBa nmbpTyBaHe U
IUaJIOr M3KPUCTANIM3Upa M aBTEHTHMYHATa OCHOBAa Ha CbBPEMEHHATa IpbLKa KYJITYpa,
JUTEepaTypa, €3MK, KOATO KOMYHHMKHMpa HJIEHHO U reorpad)cku ChBCEM B Jyxa Ha
¢mwiocopckuTe KOHIEMIMUA Ha KOCMOIIOJUTH3MA C Pa3IUYHUTE IMMOCOKM Ha reorpadCckust
kommac — Cesep, M3Tok, 3aman, IOr, BIbXHOBEHa OT YCEIIAHETO 3a OH3M MOpPAJICH
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YHHUBEPCAJIN3bM, KOHTO OTEKBa olle B CTpOo(UTe HAa aHTHYHATA Tpareaus ,,AHTUTOHA™ Ha
Codoxksbi: ,,MHOrO ca 4yJJHUTE Hellla, HO YOBEKBT € IPBB Cpea TAX .

[IpencraBenn ca MHOXXECTBO aBTOPCKM MPEBOAM HAa TOETUYHU TBOPOH,
IIPEICTAaBUTENIHA 3@ TBOPYECTBOTO Ha moetuTe Kocmomnonutu oT 20-te roauHu Ha XX B.
Pasrnenana e cbl10 B OT/I€IHA IIaBa Bpb3KaTa MEX/y JIUTepaTypaTa, MOJEPHU3MA U €3UKOBHS
BBIPOC, OCTaBHJ TPACH OTHEYAThK BBPXY IPBLKHS OOIIECTBEH >KUBOT B NMPOIBIDKEHUE HA
IIOYTH BEK U IIOJIOBHHA.

Problems of Greek Literary Development 1880-1930 (Studies on Modern Greek Poetry)

The identity of a nation is determined by its tradition, culture, history, language,
worldview, etc. In this sense, the Greek identity is not only Greek, but also belongs to the whole
world as a source, which has fed throughout the ceturies the ‘stream’ of world humanities by
means of the heritage of the classical Antiquity, and later that one of the Byzantine Christian
Middle Ages. Thus, due to the historical circumstances, the achievements of this centuries-old
culture prove to be the primary source for the modern spiritual history of the mankind.

One of the aims of the present work is to show not only the literary development of
Greek poetry from 1880-1930, but also to analyze how it interpenetrates with the formation of
the matrix of Greek identity in recent times. Through our literary research we are trying to
clarify the essence of the various processes that dictate literary production in the last decades
of the XIX century and in the first decades of the XX century, that is, from the moment when
Greek poetry became ready to accept the first modernization wave through the work of the
poets from the 1880s generation to the attainment of a relative maturity in mastering the ideas
of modernism in the 1920s, which subsequently traced the path for the rise of Greek literature
to the zenith of international fame through the creations of the authors from the 1930s
generation. We believe that the period 1880-1930 possesses a particular homogeneity,
precisely because of being identical both with the notions of modernization and modernism,
the latter related mainly to poetic symbolism. The study seeks to make a comparative analysis
of a multifaceted problematics, predetermined by the intensifying aesthetic and philosophical
dialogue of Greek literature with European art, which leads to transformations in the national
patterns of thinking, but at the same time highlights the spiritual continuity, filtering the
external literary influences. A review of the historical, socio-cultural and philosophical
dimensions of symbolism in Greek poetry from the late 19th to the early decades of the 20th
century and the literary realization of several poetic generations such as the generation of the
1880s and K. Palamas, the generation of 1890s with K. Hadzopoulos, L. Porfyras and others,
the 1920s poetic generation, to which K. Karyotakis belongs, the analysis of their literary and
aesthetic platforms and manifestos are among the accomplished goals of the work.

It is only the twentieth century that discovered for the first time the fascination of the
purposefully idle wandering (no matter how the suggested oxymoron sounds), whereas in the
global affirmation of cosmopolitan attitudes a whole new psychology related to the modern
age is being reflected. By means of dream trips to Vladivostok and Africa, to Paris and Cairo,
to Brindisi, Alexandria, Port Said, Famagusta and other cosmopolitan cities carried out by the
Greek poets from the 1920s, sometimes in real time and sometimes in the seclusion of their
homes or amidst noisy companies in the popular Athens’ cafes, we trace the fate of Greek
poetry from the interwar period, which is less well known to the Bulgarian literary audience.
The 1920s poetic generation entered into a one of its kind dialogue with the processes of
cultural modernization that spread across Europe during this period and permanently changed
the understanding, feeling and meaning of many of the established concepts.
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In our study we show the merits of the 1920s poetic generation (or the so-called
cosmopolitan poets) for the establishment of an international framework for the poetic
discourse. Through its imagery, the subject matter and lyrical suggestions, the 1920s poetry
bears the marks of high humanism, while in the meantime it becomes engaged in an active
dialogue with the achievements of European art. The poetry, created by the first interwar artists,
follows, but also creatively interprets foreign models so as to supply the 1930s authors with
the inspirational resource necessary to achieve an essential art synthesis. This is how
contemporary Greek literature gained international recognition with writers such as Seferis,
Elytis, Ritsos, Embirikos, etc.

The hunger for history of the entire twentieth century has also unnoticedly become a
hunger for identities. In this sense, the role of Greek poetry, created at the turn and in the first
decades of the twentieth century, grows when, except through the prism of a spiritual landmark,
we view it as a carrier of historical memory (because according to Seferis “a part of the past is
always alive”), but also as a coordinate system for defining identity.

Keeping these thoughts in the background, we still have to ask ourselves whether there
are “small” ones in literature and how “big” can “small literatures” actually be? I think the
question is rhetorical. Of course, it is not enough to say - “yes, they can be”. As marginal border
for Europe the Balkan peninsula has the privilege of representing a part of the whole of
European literature, while differing in its own way. We choose to describe the creative potential
of the Balkan peninsula with the term ‘the spirit of peninsulas’. This spirit generates
similarities, but it is also related to existing diffrences with the European literary models.
Finally, though the way we saw this spirit manifested in the work of Greek poets, it can be
concluded that in the clashes of the stereotypes for “the North” and “the South”, “the East” and
“the West” we can discover a basis for more proximity than differences. Travelling in the last
decades of 19th century and the first three decades of the 20th century from the history of Greek
literature confronts us with an active dialogue between the past and the present, between
traditions and innovations, with an increased taste for the new, the surprising, the modern, but
also with respect for the historical memory and the historical heritage. In this journey and in
this dialogue crystallizes the authentic basis of contemporary Greek culture, literature,
language, which communicate both ideologically and geographically in the spirit of the
philosophical concepts of cosmopolitanism with the different directions of the geographical
compass - North, East, West, South, inspired by a sense of moral universalism that sounds in
Sophocles’ verses from the ancient tragedy of “Antigone”: “There are many wonderful things,
but the human being is first among them”.

A number of translations of poetic works, representative of the work of the 1920s
symbolic generation, are presented. The book also examines in a separate chapter the
connection between literature, modernism and the linguistic issue that has left a lasting imprint
on Greek social life for almost a century and a half.
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