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[IpoeKkTbT

MexayHapoaHUAT decTruBan Ha no-
esuata ,OP®EN“ — NJIOBAMB 2020 e
NpoeKT Ha poHaauus ,Mnosams JINK”.

MbpBoTO M3AaHMe Ha ¢ecTmBana,
B KoeTo y4yactBaxa 17 noetu ot CALL,
®paHuma, Utanma, Ucnauua, Typuwms,
Jannsa, W3paen, VYkpaliHa, CeBepHa
MakegoHus, PymbHuA, Mepums, Copbun
n bbarapus, ce peannsmpa ¢ pUHaHco-
BaTa nogkpena Ha ,KyntypHata npo-
rpama 3a bbarapckoTto npeaceparten-
cTBO Ha CbBeTa Ha EBponeiickmA cbto3
2018“ Ha HauunoHaneH doHg, , Kyntypa“
npu MUHUCTEPCTBOTO Ha KyATypaTa.

Bropoto usaanue npes 2019r., B Koe-
TO yyactBaxa 13 noetu ot CALL, Pycus,
M3paen, Wcnanua, Typuma, [HdaHwus,
PymbHUs, CeBepHa MakeaoHus, Cbpbun
n bbarapwms, e yact ot KynTypHuaA KaneH-
nap Ha O6wwHa MNnoegus 3a 2019 1., Ko-
rato Mnosaus 6e EBponeicka ctonunua
Ha KynTypara.

TpeTtoTo usgaHue cbbupa s Nnosams,
HaW-cTapua KB rpaa Ha Espona,
noetu ot CALl, WcnaHua, Typums,
M3paen, Xvpeatua, YHrapua, CesepHa
MakenoHus, Cbpbusa n bbarapus.

Ot 7 po 10 man 2020 r. MankaTa
PaHHOXPUCTUAHCKA Ha3naMKa Lie OTBO-
pY BpaTUTE CU 33 e3MKa Ha noesuATa.
B obeanHsBallaTa cpega Ha KynTypa,
M3KYCTBO U NinTepaTypa we 6baaT ocb-
LeCTBEHM [Be MOETUYECKU YeTeHus,
CbMBTCTBAHM OT KyNTypHO-0bpa3oBsa-
TE/IeH CEMMHAP W nucaTenckn dopym.
CbBpeMeHHUTE TBOPYECKM MOCNAAHUA
e ce cpewHat B atmocdepa, 0bnb-
XHaTa OT aHTUYHO U CpPeAHOBEKOBHO
KYNTYPHO HacneacTBo.

The Project

The International Poetry Festival
“ORPHEUS” — PLOVDIV 2020 is a pro-
ject of Plovdiv LIK Foundation.

The first edition of the festival
which gathered together 17 poets
from the USA, France, lItaly, Spain,
Turkey, Denmark, Israel, Ukraine,
North Macedonia, Romania, Greece,
Serbia and Bulgaria, was implement-
ed with the financial support of the
Cultural Programme for the Bulgarian
Presidency of the Council of the
European Union 2018 of the National
Culture Fund at the Ministry of Culture.

The second edition in 2019 which
gathered together 13 poets from USA,
Russia, Israel, Spain, Turkey, Denmark,
Romania, North Macedonia, Serbia
and Bulgaria was an event from the
Cultural Calendar of the Municipality of
Plovdiv in the year when Plovdiv is the
European Capital of Culture.

The third edition gathers together in
Plovdiv, the oldest living city of Europe,
poets from USA, Spain, Turkey, Israel,
Croatia, Hungary, North Macedonia,
Serbia and Bulgaria.

From 7 to 10 May 2020, the Little
Early Christian Basilica will open its
doors to the language of poetry. In the
uniting environment of culture, art and
literature, two poetical readings will
be carried out, accompanied by a cul-
tural and educational seminar and a
writing forum. Contemporary creative
messages will meet in an atmosphere
inspired by antique and medieval cul-
tural heritage.
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Esika luMmuTtpoBa
(bbarapus)

10 CJIEAUTE HA OP®EN
BCTBIIUTEJ/IHA JIEKLIUA

U Taka, koii e Opdeir?

[leBel; ¥ MOET, KOUTO NOKOPSIBA C IECHUTE CH XKUBaTa IPUPOJA U CbOYXaa
3a )XUBOT MbpTBaTa? (ToBa, pazbupa ce, e MUTBT, 3a KONUTO — C pa3IMUHUTE My
BEPCUM - 11le CTaHe JiyMa 10-06CTONHO HafloJly B TO3U TEKCT.)

JleyuTes ¢ Kpbr OT HoOC/Je0BaTe/M, KOUTO JIeKyBaT ¢ Heo6W4YallHU MeToAu
- OWJIKH, NeCHH, 3aKkarMHaHuA? (MMa ocTaHa/IM CBUZETEJCTBA 32 OpPUIeCKH
MeJUILMHCKH TaOJIHUIN.)

XapusMaTH4eH Kpell, Cb3JaJ OGIIHOCT OT IOCJeJOBaTeJU CbC CBOU
KyJITOBe, PUTyaJud W ClenupUYeH HA4YWH Ha KUBOT? LleHTpanna ¢urypa
B OOIIHOCT, KOSATO H3MOBS/Ba CBOeO6Gpa3sHM pepOpMATOPCKHM BEPCHUM Ha
JIPEBHOTPBIIKMS U TPAKUHCKHSA MMAaraHU3bM, IPeHapesk/ja NaHTeOHa, BbBINYA
OJINMIIMMCKUTE 6OrOBe B Pa3JIMYHU OT IO3HATHUTE I0TOTaBa OTHOLIEHHSI, KATO
Taka 0popMst Hal-3HAYMMOTO EPETUYECKO JIBH)KEHNE B pAMKUTE Ha AHTHYHA
I'bpuus u /lpeBHa Tpakus? Wu mbK xkpel, HamycHas JIMOHUC, 3a 1a ce 06bpHe
KBbM ATNOJIOH, OpPaJid KOETO M OMBA pa3KbCaH OT MEHA/NUTe/BAKXaHKHUTE,
JlnoHucoBUTE mocCaefoBaTeNKH? (3a Te3W XWUMOTe3W CBhII0 MMa NUCMEHHU
n3To4YHMIN.) OpuIMTE He A/1e/IM MeCO U He NHeJN BUHO — 3a TSX 0C/IELHOTO
6MJI0 CAMO CUMBOJI, KOETO I'Ml COJIMKaBa C XPUCTUSHCTBOTO; YKUBEEJIN aCKETUYHO
Y OTHOCHUTEJIHO OT/eJIEHH OT CBETA HA OCTAHAIUTE; BAPBAIN B EKCTATUYHOTO
CBBp3BaHe (,eHTycHa3bM"“) ¢ 60ra, Ypes3 KOeTo JJOOUBATIM MUCTUYHO II03HAHUE
- KOETO ITbK HaloOMHS 3a Y4YeHHETO Ha JEpBUIIMTE U 3a peAuna Jpyry
peJIMIrHO3HM NPaKTUKYU. THUIH4YHA 3a opdr3Ma 6ua KOHIENNUATa 3a soma
- Séma, WM 3a TAA0TO rpo6. Ciopes Hes TSJIOTO GMJIO 3aTBOP MJIM Tpob 3a
JlylaTa, KOsiTO OT CBOSI CTpaHa OWsia O0KeCTBEH eJIeMEHT, CBbP3Balll YOBeKa
c 6oroBeTe (olle eJHA, TO3W IIbT — KOHIENTYa/HAa, aHAJOTHUS C ObAeliara
XPUCTUSIHCKA pesinrus). HakpaTko - opuiuTe cb3aay acCKeTUUHA MUCTHYHA
cexkta. HenH mo-kbceH ajent u pedopMaTop OWJI TPBLUKUAT MaTeMaTHK
[Tutarop, Taka kakTo Opdeii Hall-BeposATHO 61 pedpopMaTop Ha /lnoHHCOBaTa
penurus. Upes [lutarop eseMeHTH Ha opdu3Ma HaBJe3IM BbB $usocopusTa
Ha [111aToH | B c/ie/iBallid MUCTHYHO-PEJUTHO3HHU GUI0CODHH.

N Hali-Hakpas - Moxe 6u Opdell 6UI TpaKUHCKM L@p, 3acTpallMJI
MOI'BLIIECTBOTO Ha FPBIKUTE MOJUCH C MPOEKTa CH Jjla 06eAUHU MHOXECTBO
Tpakuiicku nieMeHa? [lopain KOeTO U MUTOJIOTU3UPAHETO My MPOTEKJIO MO
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MOCOKA Ha U3KYCTBOTO, HE HA BOEHHATA MOlll, Thi KaTO M0-6e30NacHo 6UJIo Aa
ro MPOCJIABAT KaTo MeBel], 3a Ia OCTaHe B CsIHKA MOJINTHYeCcKaTa My CUJIa.

kekok

ToBa, KOETO Hall-MHOTO Ce IOMHHM OT HcTOpusTa 3a OpdeH, BeposaTHO e
Y Hal-ZlaJIedHOTO OT MCTHHATA — BJIIOOEHMSAT IEBell, C/SI3bJ B M0/A3€MHOTO
LJapCTBO, 32 /1a BbpHE K'bM KHUBOT JIIO6MMAaTa CH... HE YCIsiJI, NOT'bHAJ B CKPBO
Y IO pa3KbCajyd MEHAJUTE.

Crnopej; elHM — CHH Ha 60r ANOJIOH, CIOpeA, ApyTY — Ha TPAaKUHUCKUA Lap
Earsp (Ofiarsp): olle B caMOTO HayaJI0 HAa UCTOPUSATA € 3aJI03KEHO KJII0YOBO
KoJieGaHue — csKall MeTadopa Ha pasMaxa, C KOWTo opdU3MBT Npenoapexsa
JIpeBHOTIPbIIKaTa MUTOJIOTUS B HOBU POJACTBEHU BPB3KU Mexay GoroseTe. A
HUe ollle B CaMOTO HayaJ1o TpsibBa Jia oT6esiexxuM, ye 3a Opdeit uma ABa (Makap
Y JI0CTa CMeCeHH) KopIyca UCTOPUH — TP'bLIKK U TPAKUHCKHY, U Ye BapuaLunuTe
Hal-4ecTo caMU U3/jaBaT IPOU3X0/a CH.

Cnopep IMuugap (517 - 438 r. mp.H.e.) U Anosiozop (180 - 110 r. mp.H.e.)
TOW e cuH Ha Earwp. UHTepecHOTO e, 4ye [JOKAaTO MHUCATEJUTE U TOETHUTE
KJIOHAT KbM YOBEIIKOTO OGsICHEHME Ha MPOM3X0Ja MY, UCTOPUKBT Jnozmop
Cunmmuiicku (90 - 30 r. mp.H.e.) ce YyBCTBA AJTBXKEH Jja 0006IIKM U ApyraTa
Te3a KaTO PaBHONpPABHA — Te3aTa 3a 00XKeCTBEHHs IPOU3X0[], 00sCHABAILA U
CBP'BXECTECTBEHHUTE CIIOCOGHOCTH Ha Irepost KaTo HacJeJeH! OT ANOJIOH — 6ora
NOBEJIMTEJ Ha M3KyCTBATa M JIeYUTeJ, U pa3bupa ce - 60ra, CBbp3BaH CbC
CTBHIETO U CBETIMHATA, KOUTO Le CTAHAT KJIYOBUTE CUMBOJIM Ha opdusMa.
Tasu Bpb3Ka 065ICHABA 1 HEOOMKHOBEHATA 3/IaTHA JIUPA Ha reposi — MoJiydeHa
oT 60)kecTBeHUs 6ama-nmokposuTest. (Makap Aopu BbB BapuaHTa ¢ 6aia Earsp
Bpb3KaTa ¢ ANOJIOH Jja ocTaBa - ype3 Mankara Ha Opdel, mysarta Kanuona,
KOSATO I'o OTBeX/Ja Ha [lapHac npu cecTpuTe CH, KbAETO I'bK TOH MOJyYyaBa
AnoJsioHOBUS Jiap. AN0JIOHOBATa JiMpa OT CBOSA CTPaHAa ChAbp)Ka WHJAWKALUU
3a Jpyra CbleCTBEHAa Bpb3Ka: T € M300peTeHa OT XepMec, 3a Jja Obje
ycbBBplIeHCTBaHA 0T Opdeii, KONTO 106aBs K'bM HEHHUTE CelEM CTPYHHU Oliie
JiBe, 3a Jla JIOCTUTHE ChOTBETCTBHE C Oposi HAa MysuTe.) BepcusTa 3a AnosioH
KaTo 6ala MaJsKo Lie ce cOIbCKa C UCTOPHUUTE OKOJIO JKpedyecKaTa XUIocTasa
Ha Opdeli - 3am0TO Te3W UCTOPUH (B MO-TOJIsIMA CTENEH JOKYMEHTHUDPAHH)
ro NpeACTaBAT KaTo pel, nocjaefoBaresa Ha [JUOHKC, KOWTO BIOCJE[CTBHE
ce 06pbIia KbM ANOJIOH, NOpPaJyd KOETO M CH Hu3nauma oT /IMoHHCOBHUTE
NOKJIOHHUYKHA MeHajuTe. BeposTHO Bce mak HaH-JIOTMYHO e XOpaleBOTO
0bsiICHEHHe, 4e B CTAapuUTe BpeMeHa IMOeTHUTe MNPOCTO ca OWJIM HapUYaHH
,CUHOBe Ha AnoJsioH“. Ho MoxXe ¥ 0OpBIaHETO KbM AMOJIOH (PEJTUTHO3HO U
M/1e0JIOTMYECKO) 1a € OCTABUJIO IIeYaT Ha CHHOBHA BP'b3Ka B MUTUYHUS pa3Kas.

OTHOCHO MallKaTa CbMHEHUs HAMA — T HU [TOBeYe, HU [10-MaJIKO e My3aTa
Kanunomna, moKpoBuTeJKa Ha enuyecKkaTa M0e3us U KpacHOpeuyueTo. 3a CHH



Ha Opodeil ce mocouyBa reposaT Myselt (cnoper /luoznop). A no-ganeqHUsT My
NPOU3X0/J, BB3X0XK/Ja KbM L@APCTBOTO Ha XeMyc U Pojoma, mpeBbpHATH OT
pasrHeBeHUTe 60roBe 3eBC M Xepa B IJIAHUHU 3apaJiy XI0OPUCTUYHATA L BP30CT
Ha JiBaMaTa CM'bPTHHU [la ce Hapu4yaT eJJUH APYT C KMeHaTa Ha MOBEJUTENUTe
Ha OsiuMi. BnpoyeM MHOro ca MecTaTa, OCHOPBAlIM CA MPaBOTO Aa ObAAT
POJIHY 32 MUTHYHO-JIereHJapHUsi repoit — oT PoponuTe B Tpakus fo [Tumnies
B 6s1u3ocT g0 Onumi. KakTo Beue ctaHa fyma, Opdeii e cBbp3BaH u c [lapHac,
IJIAHUHATA, 00U TAIHIIE Ha My3UTe. A HAIKOU U3TOUHUIY TBBPAAT, Ue € YUUJI B
Erumnert. Tyk, pa3oupa ce, ce NpeninTaT MUTOJ0OTeMUTE (B eMbBJeMaTUYHUTE 32
My3UTe M ATIOJIOH MeCTa) ChC 3P bHIIATAa UCTHHA BJlereHuTe. Hal-ycToH4ruBOTO
npo3Bulle Ha Opdeit o6ave cu octaBa ,TpaKUNCKUAT MeBel’, TOPaau KOETO U
Ha#-ToJIsIMa € BEPOSITHOCTTA /1A € 6UJI CB'bP3aH C TPAaKUHUCKUTe 3eMU. Bepruiui
HalpuMep ONHMCBA OMlJIaKBaHeTOo Ha EBpU/MKa OT [pUaiuTe B TEPUTOPUUTE OT
o6usactta Enup u peka Mapuna (Xe6poc) mo 3emuTe Ha retute ([lyHaBckaTa
paBHUHA). Ho chlecTBYyBaT Npe/oI0KEHNS, Ye HCTopHUsTa 3a EBpuinKa e mo-
K'bCHO NpUJieNleHa KbM JereHzaTta 3a Opdelt, a ciu3aHeTo My B MOJ3€MHOTO
napctBo (Taptap) e 6usio c 1esg ga oMae 6oruHATa XekaTa (Ja oMarboca
6oruHsATa Ha MarusiTal - OTHOBO XIOOGPHUCTUYEH eJIeMEHT, MaKap U CBbP3aH C
npeganueTto 3a Opdeit kaTo ocHoBaTe s Ha KyjaTa KbM XekaTa). CaMoTO uMe
EBpuauka, ,0Ha3y, YUATO CIPABEAJIUBOCT Ce MPOCTHUPA HAIIUPOKO', HATIOMHS
3amiaBHU $pas3u OT MO-KbCHU Ky/ITOBe KbM [lepcedoHa — dpaKT, KOUTO ChIIO
paboTH 3a Ta3u Te3a.

Pasrnexxgan karto xkpeln, Opdeil ce cMsTa 3a OCHOBaTeJ Ha KyJITa KbM
Xekarta B Eruna (MuctepuuTe Ha XekaTa), a B JJakoHUS - HAa Ky/ITa KbM JleMeTpa
XToHus u Ha Urpute Ha cnaceHueto (Corepuute). B TalireT mbK AbpPBEHO
n3obpakeHue Ha Opdell cBUAETeNCTBA 3a Bpb3KaTa My c EneB3uHCcKHTe
MUCTEPUH, CBbP3aHU C KyJiTa KbM /leMeTpa.

Hali-paHHUTe JHUTepaTypHU cBUZeTesncTBa 3a Opdell gaTtupaT oT 6 B.
np.H.e. - GparMeHT OT /ABe YMU Ha noeTa M6UK, HapeKbJ repos ,onomaklyton
Orphén“ - ,Opdeii, ciaBen no ume"“. He e cnomeHaBaH ot Omup u Xesuog. Ilo-
CTapuTe U3TOUHUIH (C U3K/II0UeHHe Ha ADUCTOTEJ) IbPKaT Ha UCTOPUYECKOTO
My CbliecTByBaHe. JIOKyMeHTUPaHU ca U XUMHU OoT OpdudecKkuTe MUCTEPUU —
Opoduryecku xuMHU. CBeTUINILATA, CbXPaHUIU pesiuKBU oT Opdeli, ca cMaTaHU
3a OpakyJiy, T.e. Ha Opdelt ca 6UIM MPUMTHUCBAHU U TPOPOYECKU JapOU.

YcToiuuB nacax B MUTUYHUTeE UcTopuu 3a Opdeil e yaactueTo My B [loxoza
Ha aproHaBTUTe KbM Kosxuja 3a 3maTHoTO pyHO (0Kos10 1400 I. Ip.H.€.), KOeTo
MaJIKO 033/]a4aBa, KaTo ce MMa ITpeJIBU/, Ye IbPBUTE U300 pakeHUsI Ha Teposi ca
ot 600 r. mp.H.€. ¥ Ye TOH 4ecTo e JaTupaH B 7-6 B. IIp.H.e. (3apaiu MOCJIeJHOTO
e uornuHo Omup u Xe3uon fa He ro cnoMeHaBar). B [loxoza Ha aproHaBTHUTE
NPHUCHCTBUETO MY € OT 0COOEHO 3HAaUYeHHe, 3alll0TO [TeCEHTa My 3a/laBa PUT'bMaA
Ha rpe6IUTe, HO OlIlje IT0-BaXKHO — TOH 3aIVIyIliaBa C IeCEHTA CH OMarbOCBAIIUTe
TpeJIU Ha CUPEHUTE U TaKa U30aBs CI'bTHUIIUTE CU OT F'UGEJHUTE UM YapoBe.
KaTo cTaBa gyma 3a ToBa enudecko cb6uTHe - Ha Opdeil ce mpunucea u efHa
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OT ApeBHUTEe APTOHABTHUKH (IToeMH, onucBaiu [loxoxa).

U pas6upa ce, uctopusTa 3a EBpuinka, 3a KosiTO Ije ce TOBOPH MHOT'0 Ha
Tasu cpea... Tyk camo 1e MoCcTaBs y/JapeHHe Ha UHTEPECHUTe Pa3MHUHaBaHUSA
B 00sICHEHUSTA 32 OHOBa QarTajHO obpbllaHe Hasaj. EBpuauka, jobumarta
Ha Opodeli, foKaTO ce pa3xokJasia B JIeHsI Ha cBaT6aTa CbC CBOSITA CBUTA OT
KUKOHH (JpEBHOTPAKHUINCKO IJIEME, KUBSIJIO MEX/y IHOopedyusiTa Ha PeKUTe
Mecta 1 Mapuna), 61sia moAroHeHa OT caTUp. B onuTa cu Jja u36s5ra HaJeTsa
Ha THe3/I0 Ha MeNeJsTHKY U 6ujla CMbPTOHOCHO yxamnaHa 1o netata. (Cnopen
Jipyra Bepcusi B T03W daTajsieH MOMeHT EBpuauka 6usia mpeciaefBaHa OT
myesaps Apucrtei - Taka e u B ,[eopruku” Ha Beprusuii. A uMa U BapHuaHT,
3ama3eH oT OBU/UH, Ye 3MUSATA 51 yXalBa, IOKATO TaHLyBa ¢ HasgauTe.) Opdew,
CBKpYILIEH OT CMBPTTA H, 3als/l ThU THKHU NECHHU, Ye pasliaKaJ BCUYKHU
60roBe M HUM®HU, Te IO MOCHBETBAJIH /1A Ce ONUTA [ OMUJIOCTUBU GOTOBETE Ha
M0/I3eMHOTO IapCTBO, 3a 1a My BbpHAT EBpuauKa. U Taka u cTaHasio - eceHTa
My CMUJIWJIA U JIoAKapsi XapoH, KOUTO ro mpeBes npe3 peka CTukc, u Xazec
u llepcedoHa, KOUTO Ce CHIVIACWJIM Jla My BBPHAT JIIOGMMaTa, HO MPU eJHA
yCJIOBHE — TOH Jia He ce 06pbla Ha3a/, JJOKaTO He U3JIS3aT OT MOA3EMHOTO
apcTBo. U TOW HaWCTUHA YCTOSJI U He ce 00'bpHaJI Ha3a/l, JOKaTO He U3JISI3'bJl
Ha TOpHaTa 3eMs - TOraBa MHUIOM ce OOBbpHaJ, MOAIeHsBalKU dakTa, 4ye
YCJIOBHETO Ce OTHACSJIO JI0 IBAMaTa, a EBpuinka BbpBsija ciefi HEro — TOecT
TS olle He 6GWJa W3JsA3/a. TO3U JIOTUYECKH KalaH B HCTOPHUSATA € MHOIO
BrnedaTisgBal. CbliecTByBa, pa3bupa ce, U mo-mpocraTa Bepcus, 4ye Opodeii ce
o0OpbIna fa noMorHe Ha EBpu/ivka Ha eZjHa ommacHa OoTceyka Ha wbTekaTa. Ho
KaTo 4Ye JIU 0COOEHO MHTepPeCeH C KPUTUYHOCTTA CH € aHaJU3bT Ha [l1aToH.
Tam cniopen @enswp (B ,[lup“) nog3eMHUTe 60TOBe ca MpeACcTaBUIN Ha Opdeit
caMo csiHKata/oTpaxkeHueTo Ha EBpupuka. I[lnatoH wHTepnpetupa Opdei
KaTO CTpax/IMBel], KOUTO, BMECTO Zia Ce Pelllt Zia yMPpe, 3a Zia 6'b/ie ¢ IIo6uMaTa
CH B IIOJI3€MHOTO LIAPCTBO, Ce OMMUTBA /]a pa3MeKHe ChbpliaTa Ha 6OroBeTe, 3a J1a
My s BbPHAT B CBeTa Ha KUBUTe. T'bi KaTo JII060BTA My He OUJIa UCTUHCKA, TOH
He MCKaJl Ia yMpe 3a Hesl. 3aTOBa U OWJI HaKa3aH OT GOroBeTe: MbPBO — KaTo
My GHJIO [1aJIeHO Jja BUAM CaMO CSTHKAaTa ¥ B MOA3EeMHOTO LIapCTBO; a MocJie — U
KaTo 6UJI YOUT OT *KeHU (MeHauTe).

Cnopen, mpepaska3z oT KbcHaTa aHTH4YHOCT Ha EcxusioBaTa usrybena
npama ,Bbacapugu“ Opdelt KbM Kpas Ha KUBOTA CHU OTPEKBJ TOCHOACTBOTO
Ha BCUYKU 60roBe ocBeH Ha CiabHILETO (KoeTo ToW Hapuyasa AnoJsioH). EnHa
CYTPHH OTULI'bJ B XpaMa Ha JIMoHHUC Ha JIaHUHAaTa [laHraiioH, 3a ia no3ipaBu
CBOS1 60T, HO OMJI pa3K’bCaH OT TPAKUNUCKUTE MeHaJi 3apa/id Ipe/iaTeJICTBOTO
CU K'bM TexHUS NoBesuTe . Ciopef jierenaaTta 6ua norpeban B I[luepus. (Ho
IPBUKUSAT MbTelllecTBeHUK U reorpad ot Il Bek I[aB3anuii nuiie, ye Opdeit e
HaMepuJ CM'bPTTa CU U e norpe6aH B /[1oH.) T'bi KaTo IpbljKaTa MUTOJIOTUSA
e CbXpaHuJa W Apyr nomobeH paskas (3a [leHTedl W 3a JluoHuc 3arpew,
KOUTO CBIL[0 CJMU3aT B MOJ3€MHOTO LAPCTBO U GMBAT pa3KbCaHU OT MeHaJu
cef, TOBa), UMa XUIOTe3H, Ye NpU cMbpTTa Ha Opdell Moxe Jja cTaBa AyMa
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Y 32 KepTBOMpPHHOLIEHWe Ha JIMOHUC; CBIIECTBYBAT U NPEJIIOJI0XKEHUS, Ye B
Opoduueckute muctepuu Opdeil e npuemMaH 3a napaJiejsHa ¢purypa uid A0pu
3a BbILIbLIeHHe Ha JluoHuUC.

CblecTBYBaT 06aye U aJITepHATUBHYU BEPCUU Ha ITPEJJAHUETO, 1[0 Ce OTHACS
Jl0 MOTHBA 3a Jito6oBTa. Cnopes, ApeBHOrpbLUKUSA oeT PaHokba Opdeld oie
10 BpeMe Ha M0X0/ia 3a 3JIATHOTO PYHO Ye3HeJI OT JIFDO0B M0 MJIA/[UsSI apTOHABT
Kanawuc. OBugueBara uHTepupeTanus B ,MetaMoppo3u” ChIlo aKIeHTHPa Ha
TO3U eJIEMEHT, KaTO OOSICHSBA CMBPTTA Ha reposi ¢ 6e3pas/iMiueTo My KbM
TPAaKUHCKUTE JKeHH, KOETO OT CBOSI CTpPaHa Ce AbJ/DKAJO WM Ha JIOUIHUS My
OTIUT, WU Ha AazieH oT Opdeil 06eT - ToBa 3araTBa PUMCKUST IOET, XKUBSLJT B
v3rHaHue B TpaKUICKUTE 3eMHU.

Taka okosi0 cMbpTTa Ha Opdell chI0 ce oyepTaBaT JjBe OCHOBHU BEPCUHU.
[I'bpBaTa e, ye TOM 6UJ pa3KbCcaH OT MEHAJUTe, 33/leTO, IOTONEeH B MbKa 110
EBpuauKa, oTKasaa Jia CBUPHU Becesa MeJoJis Ha TAXHA Oprus; cjeJ, ToBa
o6aye Te HA CBOW peJi OGMJM HaKa3aHW OT [UOHHC, KOUTO T'M MpeBbpHAI B
IbpBeTa. BropaTa - 4ye 6GMJ paskbCaH OT TPaKUMKU OT miaeMeTo KukoHu
3apa/iu 6e3pas3yiMyrMeTo My KbM KeHUTe (CbC UM 6e3 MOTHUBA 3a 3arybaTa Ha
ChIIpyraTa); B Ta3u Bepcusi TEXHUTE M'bKe I'M HaKasa/li, KaTo TM TaTyUpaJy,
KoeTO 06sICHSIBA U 06HUYas B HAKOM TPAKUNCKH IlJIeMeHa »KeHUTe Ja 6bAaT
TaTyupaHu. [laB3aHuil faBa TpeTH (IOHe) BapHaHT Ha HaKa3aHUETO Ha
MeHaJiuTe — cj1eJ, NpecThIJIEHNEeTO UM peKa XeJUKOH ce CKpuJa MoJ 3eMsATa,
korato y6uinuTte Ha Opdell ce onuTaMu Aa USMUAT OKbPBABEHUTE CHU Pblie B
HEeUHHTEe BOJU.

[maBaTa u supaTa My C TPAypHH MECHU Ce MOHECJU M0 TeYeHHeTO Ha
peka Xe6sp (Xebpoc, Mapuna) kM CpeauzeMHo Mope. CTUTHAIN 0 OCTPOB
Jlec6oc, KbAETO MECTHUTE XOpa pUTyanHo usropuau OpdeeBaTa ri1aBa (ToBa
6usa ¢popMaTa Ha TOraBallHUTE MOrpeGeHUs MO0 Te3U MecTa) U MOCTPOUIU
Kanuiie Kpail AHTHCA B HETOBa YECT, KbAETO X0paTa UABaJIU A Ce AOMUTBAT
Jl0 OpaKyia.

Jlupata My 6usa oTHeceHa oT MysuTe Ha HeGeTO M IOCTaBeHa Cpef,
3Be3JJUTe TaKa BBb3HMKHAJIO Cb3Be3jgueTo Jlupa. My3uTe cb6panu U 4acTH
OT TSIJIOTO MYy U I'M U3ropuJH B JleiibeTpa, B moAHOKUETO HA OIMMII, KBJETO
c/1aBey neeJivd Ha rpo6a My. A gymara Ha Opdeii ciisi31a B 103 MHOTO LJapCTBO
Y OTHOBO ce cbbpasa c io6uMara EBpusnka.

Cnopepn Apyra jiereH/ia, KakTo CTaHa AyMa, rpo6sT My e B /luoH, 61130 10
[lugHa B MakejoHUS.

ls1aTa Tasu MUTOJIOTU3UPAHA CMBPT 06adye MMa U Olle eJHAa U3BeCTHa
BEPCHS, KOSITO CUJIHO MpeaKIeHTHPa CI0KeTa OT TPaKUICKaTa KbM IpbIiKaTa
KynTypa. A uMmeHHO - 4ye Opdelt 6us youT ot 3eBc, 33/IeTO OUJI JIbrajl XopaTa
3a UCTOPUHUTE W TAWHCTBAaTa Ha OOroBeTe, a CHUIO0 U 33/IeTO 'M HAZApHUJI C
Mo3HaHUA (TYK BIDKJAMe cxeMaTa OT MHTA 3a [Ipomerel) - cTaBa Jyma 3a
MEeJUIMHCKUTE, XUTHEHHUTE U KYJITYPHUTE INPOCBETUTEJCKH TEHJEHIUU
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Ha opdusma. B Ta3u Bepcus sicHo mposupa 6opbaTa Cpelly Kpella epeTHK,
W3MOBsBaJ peurus, pepopmupaiia oduipaaIHaTA.

kekok

Ha Opdeli ce npunucBat rojisiMo KOJIM4eCTBO XMMHU, HApUYAHU OPPUYECKH,
B KOUTO ce Bb3XBa/lABaT 60xecTBaTa Ha npupogarta. Te cbbp>KaT MOJUTBU U
CJ10Ba HaMOYMUT K'bM 60oroBeTe. [Ipeanosara ce, 4e ca UMav y9uTeaHa QYHKLMA
- de ype3 TAX Opdell e ydes xopaTa Kak Ja MOYUTAT JpeBHUTE OGOXKeCTBa.
TpakHUUCKUAT repoll e ocTaHa/ U3BECTeH U KaTo Cb3JaTes Ha KyJITOBe KbM
AnosioH u /luoHHuc.

[IpennoJiara ce CbIlo, Ye y4€HUETO MY € 61JI0 He Ha TOCJIeJHO MSICTO U ONUT
Jla 6bAaT 06JIaropo/ieH! TPaKUICKUTe HpaBH, Ye Ype3 Hero ce e OMUTBaJ Ja
Hay4U TPAKUTe Ha [10-BUCOKAa XUTUEHA, [ja pa3Bre MeJUIIMHCKUTe UM [I03HAaHUA
Y JyxoBHaTa UM Kyatypa. Cpex fapoBeTe Ha Opdeit ca: MmeauiHara (KosTo
OOMKHOBEHO ce CBBbp3Ba C Ackyenuii/Eckynan v AmoJioH), MHCMEHOCTTA
(mpunucBana Ha KagbMm), semenenuero (Kbaeto Opdeil e mocpeaHUK OT
JemeTpa KbM XxopaTa - poJifl, TPAJULMOHHO INPUIMCBAHA Ha €JIEB3UHCKUSA
repoii TpumnTosieM). YcrnopeiHO € TOBa MPOTHUYAT N0-epEeKTHUTE MUTOJIOTEMH 32
npopoka u MarbocHuka Opdeii, pazéupa ce.

BbB BpBb3ka ¢ BCcHUKO ToBa Opdel e cMATaH OT H3CJeLOBATEJHUTE 3a
pedopMaTop Ha cTaporpbliKaTa/TpaKWUCKaTa pPEJUrHOo3HA JOKTPHUHA H
napcka ugeosiorus. OTpakeHrMe Ha TOBa CXBalllaHe ca 4aCTUTe OT HeromaTa
JIETeH/1a, CBbP3aHU C [I0A3eMHOTO [JaPCTBO, OTBbAHUS XKUBOT U 6€3CMBPTHUETO
- BCUYKMU OHE3W ,HapylLIeHUs", MpecThIBAaHWS Ha MpaBUIaTa Ha >KUBOTA
W CMBPTTa, 3aJ0KEHU B CHKeTa Ha NpeJaHUeTo. BepoATHO HeroBarta
pedopmMaTopcka AeHHOCT e 6UJIa U IeUCTBUTENHATA IPUIMHA 32 CMBPTTA MY.

[I'bpBUTe M300pakeHUs Ha Tpakuickusa repot ca or 600 r. mp.H.e.
Jlocera ca M3BecTHU 06110 92 HeroBM U306paXkeHHUs BBPXYy aTUUYECKHU BasH.
JloOKyMeHTHpaHeTO Ha MUTOBeTe U JiereHauTe 3a Opdelt A bIKUM Ha APEBHUTE
eJIMHU, MaKap 4e He e ICHO B KaKBa CTelleH B IIpoljeca Ha TOBa JIOKYMeHTHpaHe
ca paboTHU/IM Y MeXaHU3MUTe Ha KYJTYPHOTO IPUCBOSIBAHe — Ha ONIMTa Jia 6'b/ie
acMMMJIMpPaHa KyJTypaTa Ha TPaKUTe.
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Elka Dimitrova
(Bulgaria)

IN THE TRAILS OF ORPHEUS
INTRODUCTORY LECTURE

So, who was Orpheus?

A singer and a poet, capable of conquering the living nature with his songs
and of awakening the dead one to life? (This, of course, is the myth which - in its
different versions - will be discussed in more detail further down in this text.)

A healer surrounded by followers who used to treat by unusual methods -
herbs, songs, spells? (There is evidence of Orphic medical tables.)

A charismatic priest who built a community of followers, with their
cults, rituals and a specific way of life? A central figure in a community that
confessed some versions of ancient Greek and Thracian paganism, rearranged
the pantheon, engaged the Olympic gods in relationships different from the
previously known - thus forming the most significant heretical movement
within Ancient Greece and Ancient Thrace? Or a priest, who left Dionysus in
order to turn to Apollo, and was torn apart by the Maenads/Bacchantes, the
Dionysus followers? (These hypotheses are based on written sources, too.) The
followers of Orphism did not eat meat or drink wine - to them, wine was only
a symbol, which resembles Christianity; they lived ascetically and relatively
separated from the world of the others; they believed in the ecstatic connection
(“enthusiasm”) with God, thereby acquiring mystical knowledge - which
reminds of the dervish teaching and of some other religious practices. Typical
for Orphism was its soma - séma, or body - tomb concept, which saw the body
as a prison or tomb in which the soul - a divine element akin to the gods - is
incarcerated (another, this time - conceptual, analogy with the future religion of
Christianity). In short, the Orphics created an ascetic mystical sect. A later adept
and reformer of its was the Greek mathematician Pythagoras, the way Orpheus
was most likely a reformer of Dionysian religion. Through Pythagoras, elements
of Orphism have entered into Plato’s philosophy and into some subsequent
mystic-religious philosophies.

And finally - maybe Orpheus was a Thracian king who had threatened the
power of the Greek poleis by his project to unite many Thracian tribes? Maybe
that was why the act of his mythologizing went in the direction of art, not in the
direction of the political power, because it was safer to glorify him as a singer
and to keep his political power shadowed.
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What is the most remembered from the story of Orpheus is probably what
is the farthest from the truth - the loving singer who descended into the
underworld in order to return his beloved back to life... he failed, saddened and
the maenads tore him into pieces.

According to some - a son of god Apollo, according to others - a son of
the Thracian king Oeagrus: as early as in the very beginning of the story, a
fundamental hesitation is set - as if resembling a metaphor of the urge by which
Orphism rearranges the ancient Greek mythology into new kinship relations
between its gods. And we, in the very beginning, should note that there are two
(though quite interlaced) sets of stories about Orpheus - a Greek and a Thracian
one, and that the variations most often reveal their origin themselves.

According to Pindar (517 - 438 BC) and Apollodorus (180 - 110 BC), he
was the son of Eagar. Interestingly, while writers and poets seem to be inclined
to the human explanation of Orpheus’s origin, the historian Diodorus Siculus
(90 - 30 BC) feels obliged to sum up the other thesis as an equal one - the thesis
of the divine origin, — while explaining the supernatural abilities of the hero
as inherited from Apollo - the god of art and the healer, and of course - the
god associated with the sun and light, which will become the key symbols of
Orphism.

This connection also explains the extraordinary golden lyre of the hero
- received from the divine father-patron. (Although even in the version with
Oeagrus as a father, the relationship with Apollo remains, through Orpheus’s
mother, the Muse Calliope who took him to Parnassus, to his sisters, where he
receives the Apollo’s gift. Apollo’s lyre, on its behalf, contains indications of
another essential connection: it was invented by Hermes and was perfected by
Orpheus who added two more strings to it - from seven they became nine, so
that they matched the number of Muses.)

The version about Apollo being his father slightly conflicts the stories about
the priest hypostasis of Orpheus - as these stories (having been documented to
a big extent) represent him as a priest who had been a follower of Dionysus and
later turned to Apollo, for which he paid with his life to Dionysus’s followers,
the Maenads. Probably, the most logical opinion is yet Horace’s explanation that
in the old times, poets were just called “Apollo’s sons”. Or maybe the turn to
Apollo (both religious and ideological) had left the stamp of the father-and-son
relationship in the mythical story?

As about the mother, there is no doubt - she was nobody else but the
Muse Calliope, the patron of the epic poetry and eloquence. As Orpheus’s son
the hero Musaeus is mentioned (according to Diodorus). The farther origins
of the Thracian singer went back to the kingdom of king Haemus and queen
Rhodope, turned by the angry gods Zeus and Hera into mountains, because of
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the hubristic boldness of the two mortals to call each other the names of the
Olympic rulers. However, there were many places claiming to be native to the
mythical-legendary hero - from the Rhodope Mountains in Thrace to Pimpleia
near Olympus. As it has already been said, Orpheus was also associated with
Parnassus, the mountain where the Muses lived. And some sources say that
he had studied in Egypt. Here, of course, the mythologems (in the emblematic
places of the Muses and Apollo) intertwine with the grains of truth in the
legends. However, the most persistent sobriquet for Orpheus remains “the
Thracian Singer”, which makes us think that he was most likely related to the
Thracian lands. Virgil, for instance, described the Dryads weeping for Eurydice
in the territories from the area of Epirus and the river of Hebrus (Maritsa) to the
lands of the Getae (the lower Danube region). But there is a hypothesis that the
story about Eurydice was later adhered to the legend of Orpheus, and that his
descent into the underground kingdom (Tartar) was aimed at enchanting the
goddess Hekate (to enchant the goddess of magic - another element of hubris,
even though connected to the belief of Orpheus being a founder of the cult of
Hekate). The very name of Eurydice, “She whose justice extends widely”, recalls
the headline phrases of later cults to Persephone, a fact that also works for this
thesis.

Investigated as a priest, Orpheus is considered to be the founder of the
Hekate cult in Aegina (the mysteries of Hekate), and in Laconia - as a founder of
the cult of Demeter Chthonia and of the Kéres Soteiras (“Saviour Maidens”, the
Games of Salvation, Soteria). Also, in Taygetus, a wooden image of Orpheus was
said to have been kept by Pelasgians in the sanctuary of the Eleusinian Demeter.

The earliest literary reference to Orpheus is a two-word fragment of the
sixth-century BC lyric poet Ibycus: onomaklyton Orphén (“Orpheus famous-of-
name”). He was not mentioned by Homer and Hesiod. Older sources (except
for Aristotle) hold on to his historical existence. There are also hymns from the
Orphic Mysteries documented - Orphic hymns. The sanctuaries which have
preserved relics of Orpheus are considered to be oracles; i.e. Orpheus had been
attributed prophetic gifts as well.

A constant passage in the mythic stories about Orpheus is his participation
in the Argonauts’ Journey to Colchis to fetch the Golden Fleece (around 1400
BC), which puzzles a little, if we take into account that the first images of the
hero are from 600 BC and that he is often dated in 7-6 BC (because of the latter,
itis logical that Homer and Hesiod did not mention him). During the Argonauts’
Journey, his presence was particularly important, because his song set the
rhythm of the rowers, but more importantly, the sounds of his music drowned
the enchanting songs of the Sirens, thus rescuing Orpheus’s companions from
the devastating charm of the magic creatures. When it comes to this epic event,
one of the ancient Argonauticas (poems describing the Journey) was also
attributed to Orpheus.

And, of course, the story about Eurydice, which will be talked a lot about
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during this meeting... Here, [ will only emphasize the interesting discrepancies
in the explanations of that fatal turning back. Eurydice, Orpheus’s beloved,
while she was walking on their wedding day with her Cicones (a Thracian
tribe which lived between the valleys of the Mesta and Maritsa rivers) was set
upon by a satyr. In an attempt to escape, she fell into a nest of vipers and was
lethally bitten on her heel. (According to another version, Eurydice was chased
by Aristaeus, the hero beekeeper - so is in Virgil’s “Georgics”. And there is also
a version saved by Ovid, according to which the snake bit her while she was
dancing with the naiads.) Orpheus, crushed by her death, sang such sad songs
that he made all the gods and nymphs cry, they advised him to try to make the
gods of the underworld feel sympathy and return Eurydice back to him. And so
it happened - his song made compassionate both the ferryman Charon, who led
him through the river of Styx, and Hades and Persephone, who agreed to return
his beloved, but on one condition - he should not turn back until they came out
of the underground kingdom. And he really stood and did not turn back, until
he came to the upper ground - then he turned back, underestimating the fact
that the condition was for the two, and Eurydice was following him - that is, she
had not gone out yet. This logic trap in history is very impressive. There is, of
course, a simpler version - that Orpheus turned to help Eurydice on a dangerous
section of the path. In this consequence, Plato’s analysis seems to be particularly
interesting for its criticism. There, according to Phaedrus (in “Symposium”), the
infernal gods only “presented an apparition” (shadow/reflection) of Eurydice.
Plato interprets Orpheus as a coward who, instead of deciding to die in order to
be with his beloved in the underground kingdom, tries to soften the hearts of
the gods, so that they give her back to him in the world of the living. As his love
was not real, he did not want to die for it. That is why he was punished by the
gods: first - by having been given to see only her shadow in the underworld; and
then - by being killed by women (the Maenads).

According to a Late Antique summary of Aeschylus’s play Bassarids (the
original of which was never found), Orpheus, towards the end of his life, made a
radical change of his religious views, disdaining the worship of all gods except
the Sun, whom he called Apollo. One morning, he went to the oracle of Dionysus
on Mount Pangaion - to honour his god, and was torn apart by the Thracian
Maenads for his betrayal to their master. This legend says that he was buried in
Pieria. (But the Greek traveler and geographer from the 2nd c. Pausanias wrote
that Orpheus met his death and was buried in Dion.) Since Greek mythology
has preserved similar stories (about Pentheus and Dionysus Zagreus, who also
descended into the underworld and were torn by Maenads thereafter), there
are hypotheses that the murder of Orpheus might have been a ritual sacrifice
to Dionysus; and it has been speculated that the Orphic mystery cults regarded
Orpheus as a parallel figure or even as an incarnation of Dionysus.

There are, however, alternative versions of the story, as it concerns the
motive of love. According to the ancient Greek poet Phanocles, Orpheus, during
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the Golden Fleece Journey, suffered a desperate love to the young Argonaut
Calais. Ovid’s interpretation in Metamorphoses also stresses on this element,
explaining the hero’s death by his indifference to the Thracian women, which,
in its turn, was due either to his bad experience or to his vow - this is what
the Roman poet exiled in the Thracian lands implied. So, there are two main
versions of Orpheus’s death. The first one is that he was torn apart by the
Maenads, because, being immersed in sorrow for Eurydice, he refused to
play cheerful melodies to their orgy; but then they were in turn punished by
Dionysus who transformed them into trees. The second version is that he was
torn apart by Thracian women from the tribe of the Cicones because of his
indifference to women (with or without the motives of the lost wife); in this
case, the husbands punished the women by tattooing them, which explains the
custom of some Thracian tribes to tattoo the women. Pausanias gives a third (at
least) version of the punishment of the Maenads - after their crime, the river
Helicon sank underground, when the women that killed Orpheus tried to wash
off their blood-stained hands in its waters.

His head and his lyre, with mourning songs, floated along the Hebrus river
(Maritsa) to the Mediterranean Sea. They arrived at the island of Lesbos, where
the local people ritually burned Orpheus’s head (that was the form of the burial
in those times at those places) and built a shrine near Antissa in his honour,
where people came to consult the oracle.

His lyre was taken by the Muses to Heaven and placed among the stars, thus
Lyra constellation appeared. The Muses also gathered the pieces of his body and
buried them at Leibethra, at the foot of Olympus, where the nightingales sang
at his grave. And the soul of Orpheus descended into the underground kingdom
and finally reunited with his beloved Eurydice. After the river Sys flooded
Leibethra, the Macedonians took his bones to Dion - which caused the legend of
Orpheus’s death in Dion (near Pydna in Macedon).

This mythologized death, though, has yet another version, which strongly
moves the stress of the plot from the Thracian to the Greek culture. According
to it, Orpheus was killed by Zeus because he had lied to people about the
stories and mysteries of the Olympic gods, and also for giving them knowledge
(here we see the scheme of the myth of Prometheus) - it is about the medical,
hygienic and cultural enlightening tendencies of Orphism. This version clearly
demonstrates the struggle against the heretic priest who professed a religion
that reformed the official paganism.

kskok

A large number of hymns in which the deities of nature were praised have
been attributed to Orpheus - the so-called Orphic hymns. They contain prayers
and words of reverence for the gods. They are supposed to have had a teaching
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function - most probably through them Orpheus taught people how to worship
the ancient deities. The Thracian hero has remained famous for creating cults
to Apollo and Dionysus.

It is also supposed that his teaching was, last but not least, an attempt
Thracian morals to be enriched and civilized, as well as Thracian people to
be taught higher hygiene, their medical knowledge and spiritual culture to
be developed. Among the gifts of Orpheus to people, that we should mention,
there were: medicine (usually associated with Asclepius and Apollo), writing
(traditionally credited to Cadmus) and agriculture (where Orpheus was a
mediator of Demeter to humans - arole traditionally attributed to the Eleusinian
hero Triptolemus). In parallel with this, the more attractive mythologems of the
Prophet and the Sorcerer Orpheus were popularized, of course.

In connection with all this, Orpheus has been considered by the researchers
as a reformer of the Ancient Greek/Thracian religious doctrines and royal
ideologies. The implications of this concept are the parts of his legend,
relating to the underground kingdom, the afterlife, and immortality - all those
“violations”, transgressions of the rules of life and death, laid down in the story
of the tradition. Perhaps, his reformist activity was, in fact, the real cause of his
death.

The first images of the Thracian hero are from 600 BC. Up to now, 92 of
his images drawn on vases have been known. Documenting the myths and
legends of Orpheus is due to the ancient Hellenes, although it is not clear to
what extent in the processes of this documentation the mechanisms of cultural
appropriation and the attempts to assimilate the culture of the Thracians have
worked.
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AHTOH baes
(bbarapus)

BBHPXY OP®EH

1.

OT pparMeHTH cryiobsiBaMe LSJIOTO, KAKTO IJlaBalljaTa M Meewja rjaBa Ha
Opdelt mbTyBa K'bM MUTA, KOUTO € BCUUKO. ENubT Ka3Ba - ,C Te3 dpparMeHTH
CbM NOAMPSJ pa3BaJIMHUTE CU"

2.

TeMnopa/HO-AUCIIEPCHUSAT CyGEeKT, YOBEK'BT C MHOTOTO BpeMeHa, CMeHs
POMaHTHUYECKHS IPOCTPAHCTBEHO-pa3na/iall ce Cy6eKT — YOBeKa C pa3JIMuHHU
reorpadpuu. BpeMeTo cTaBa eAMHCTBeH cy6eKT Ha moe3usTa oT T. C. EqubT
HacaM. Ho BpeMeTo B HeroBUuTe aHTUHOMUHM — MUTOJIOTUYECKO, JIETEH/IAPHO,
HCTOPUYECKO, CEeTalllHO, O'bAellle — BUOpUpaLIX eJHOBPEMEHHO B OTK'bCHATATa
m1aBa Ha Opdelt (MoJlepHUS JIUPHUYECKU TePOH, repos, JUIIEH OT TsJI0); Ta3u
MJiaBallla M meenja raBa e QYHKIUSA Ha pa3/IMYHUTE BHUJIOBE BpeMe WU Ha
00II0TO UM MpeMHHAaBaHe M0 peKaTa Ha OYUCTeHHeTO (cebe MOCTUTAHETO).
MofiepHUAT repoil Ha MOe3usTa € eKCIJIO3Usl U CMeCBaHe Ha pas3/IMuHuTe
BpeMeBU aHTMHOMMH B e/lHA U Chllla [IJIaBallla IV1aBa, a IPOCTPAHCTBOTO, pe3
KOETO IJ1aBa, TyOH 3HaUYeHHe U3BbH QYHKIMSATA CH []a OHAT/Ie/IsiBa pa3JIMuHUTE
e/IHOBpeMeHHO NMPOoTHYalllkd BpeMeHa B ryiaBaTa Ha Opdeil. BpemMeTo B HeroBure
MOJIaJIHOCTH € FeHepHpalllaTa eHeprus cCuja Ha TBopYecKus uMnyJc. [Tuiedku
BB BPEMETO, HUE MHUILIEM IPOTUB BPEMETO, KAaTO ChIIPOTUBA HA BPEMETO, U B
ChILOTO BpeMe — KaTO ChIPUYACTHOCT K'bM APYyro (MUTOJIOTUYHO, JIETEHIAPHO,
HCTOPUYECKO, Obiele) BpeMe.

3.
CTI/IXOTBOpeHI/IETO € CKaJIHaTa PUCYHKa Ha JIMTepaTypaTa.

4.
Jlased mo-cusieH OT BOJISITA HU J]a IPOMEHUM Cbh/16aTa, € CTOUIU3M'BT Ja 5
npueMeM.

5.
,Z[a cjeBaMe II'bTA CH € I0-BaXXHO OT YCUJIUATA d TbPCUM APYTU II'bTHUILA.
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6.
... M1 Bce mak T4 ce B'prI/I! OcobeHo Mo H3TrpeBs, ocobeHo 3a Te3HU, KOHUTO
HU3JI1U3aT OT Xaaec.

7.

[loe3usTa e cbcTOsiHUE Ha Bora.

Ts e BeJIMKa caMo, aKo HOCHU B cebe cu €/1HO r'oJIAMO OIIpolleHre 3a BCUYKHU
HacC - No4YUuTaTeJ I U OTpUllaTe/J Iy, YUTaTeJIM U HErpaMOTHHUILU.

8.

[lucaTessiT e MpU3BaH Jja BAbXBa HaJeXK/Ja M KOraTo JoKapBa reposi CH
J0 pb6a Ha 6e3HaAEeXAHOCTTA: JJOPH OTB'BJ HEro, OTKb/JETO 3alloYyBa CaMOTO
oTYyasgHUeE.

TbKMO TOraBa HafeX/JjaTa CTaBa HAaMCTUHA CIIacCUTeJIHa.

WUnto3usiTa € ThPXKECTBO Ha 6e3HAEKJHOCTTA.

9.

Haii-BucokHUTEe mOJIETH Ha YOBEMIKOTO BBHOOpaXKEHHE Ca CTUTAIU [I0
rpaguHata /JuamMyH, crtpaHaTta AMeHTH, Enauceilickute mnoss, Palickute
nac6uina, 3se3garta Cupuyc.

Ho He mo-Masiko BUCOKH ca W MOJIETUTe, NpeMUHaId pe3 pekaTa JleTa,
obusactTa Pe-Cray, seBeTTe kpbra Ha Ajia.

[TosieTbT HA YOBELIKHUS AYX CbAbPXa KAKTO U3JUTdHETO TaKa U CITYCKAHETO,
KaKTO JIeKOTaTa Ha 6€3TerJIOBHOCTTA BBbPXYy KpHJIETE Ha J'IlO6OBTa, CB06OL[aTa u
MHDPAQ, TaKa U TOBApad HAa YTHETEHUETO IO/ TEXKECTTA Ha OMPa34aTa, 33p06BaHETO
H BpaxK/jarTa.

10.

Erunet usgura B KyJAT Be4YHOCTTa, Enazpa - tanoro, H0gesq - 3aBeTsT, Ucyc -
npouikata, bysa - HupBanarta, Moxame[ - cnpaBe/[JIMBOCTTA.

[leHHOCTUTE Cca pa3/IMYHU, HO HUTO eJHA roJiiMa peJIMrUsi He OTpuyYa
3arpo6HUs KUBOT. HAapoTHUB - MpeBpbilja 0 B UCTUHCKATA 1eJ1 Ha 3eMHUS.

11.

[Toe3usiTa e ONMUT Zla Ce CbTBOPU CBET'BT OTHOBO.

[To upoHUs Ha chADOATA - THKMO C OP'BKUETO, KOETO € JIOBEJIO 10 pa3naza
Ha CBeTa: e3uKa.

U no-To4YHO - e3UIUTeE.
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Anton Baev
(Bulgaria)

FRAGMENTS ON ORPHEUS

1.

From fragments we assemble everything as Orpheus’ floating and singing
head travels to the myth that is all. Eliot says, ,These fragments I have shored
against my ruins.”

2.

The temporally dispersed subject, the man of many times, changes the
romantic space-decaying subject - the man of different geographies. Time
became the sole subject of poetry by T.S. Eliot. But the time in his antinomies -
mythological, legendary, historical, present, future - vibrating simultaneously in
the severed head of Orpheus (the modern lyric hero, the body-deprived hero);
this floating and singing head is a function of the various types of time and their
general passage along the river of purification (attainment). The modern hero
of poetry is the explosion and blending of different temporal antinomies into
one and the same floating head, and the space through which he floats loses
meaning beyond his function to depict different simultaneous times in Orpheus’
head. Time in its modalities is the energy generating force of creative impulse.
As we write in time, we write against time, as a resistance to time, and at the
same time, as a complicity with another (mythological, legendary, historical,
future) time.

3.
The poem is a rock drawing of literature.

4.
Far more powerful than our will to change destiny, it is Stoicism to accept it.

5.
To follow our path is more important than trying to find other ways.

6.

... And yet it spins! Especially at sunrise, especially for those coming out of
Hades.
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7.

Poetry is a state of God.

It is great only if it brings with it a great forgiveness for all of us - fans and
negatives, readers and illiterates.

8.

The writer is called to inspire hope when he brings his character to the brink
of hopelessness: even beyond him, where despair itself begins.

It is then that hope becomes truly salvageable.

The illusion is a triumph of hopelessness.

9.

The highest flights of human imagination have reached the Dilmun Garden,
the Amenti country, the Champs Elysees, the Paradise pastures, the Sirius star.

But no less high are the flights that crossed the Summer River, the Re-Stau
District, the Nine Circles of Hell.

The flight of the human spirit contains both the ascent and the descent, as
the ease of weightlessness on the wings of love, freedom and peace, and the
burden of oppression under the weight of hatred, enslavement and enmity.

10.

Egypt raises Eternity, Hellenes - the Body, Judea - the Covenant, Jesus - the
Forgiveness, Buddha - the Nirvana, and Mohammed - the Justice.

The values are different, but no major religion denies the afterlife. On the
contrary, it makes it the real purpose of the earthly.

11.

Poetry is an attempt to recreate the world.

Ironically, it was the weapon that led to the collapse of the world: language.
More specifically, languages.
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Men Ken
(CAILL)

Men KeH e Hanucan wecT KHUru ¢ noesus. Hali-HoBaTa My ctTuxocbupka Bemu e
ny6aunkysaHa npes 2012 r. ot Mio3-Mait Mpec. Mpe3 2010 r. Anb Kpegy Mbbanwbpc
B McTaHbyn nyb6MKyBaT 4BYE3MYHO M34aHMe Ha HeroBaTa cTuxocbupka Galata’dan
/Mnedkama om lanama Ha TYPCKU M aHIMICKK e3uK. MNpe3 1984 r. HerosaTa BTOpa
KHura lOxeH BATbp neyenn Harpagara 3a KHMrM Ha PoHgaumaTta Ha ObwecTBeHaTa
6ubnuoteka B OcTuH, Tekcac. MNpe3 2010 r. Tol € eANH OT HOCUTEIUTE Ha HarpagaTta
3a noesua Hasum Xukmet. Toi Cblo e NpeBen caM M B CbaBTOPCTBO Moe3us oT
WNCNaHCKN, GPEHCKM M TYPCKM Ha aHIMIACKK e3MK, a 3aegHo cbe Canuxa MNenkbp
- ABa POMaHa Ha TypcKaTta nucatenka Jlatude TeknH, CKvna 6e3cpamHa cmbvpm w
Meyvose om ned. usee B Eckn Poua Ha EreiickoTo Kpalibpexue B Typums.

®UTYPATA HA OP®EN - MEXKIY MUTA U MUTA

Tpsi6bBa Aa 3amoyHa TOBa ece, KaTo OJaroAapsi Ha AHTOH baeB u apyruTte
opraHusaTopy Ha ¢pecTHBaJa, 4e MOMOJIMXA yYaCTHUILUTE Ja NULIAT Ha Ta3u
TeMa. Mos16aTa He caMo Ipe/ijlara Ha OeTUTe Bb3MOXKHOCT /la U3Pa3sAT CBOUTE
W/JleU 3a [oe3usTa, OTHACAILHY Ce 10 60raToOTO [oJle Ha MUCBJITA, I0JXPaHBalll0
JINPUKATa, OTKAKTO T CbLIECTBYBAa, HO CBI0 TaKa MU JjlaBa Bb3MOXKHOCT Ja
Haco4a COGCTBEHUS CU YM K'bM CBSIT, KOMTO BUHAru CbM 061YaJl, U KaTo yYUTesl
obuyax Jia CHnojessiM CbC CTYAeHTUTe MU no CBeTOBHAa MMTOJIOTHSA, KYpC,
KoWTO BoZex B yHUBepcuTeTa Kadir Has B Mictan6y.1 B npoZibyixkeHUe Ha fieceT
TOZIMHHU.

TemaTa npoBOKMpPa B Cb3HAaHUETO MHOTO MHCJH, JJpEBHU U CbBPEMEHHH,
CBBP3aHU C UCTOPUSATA HA MeBena, KOUTo ryou (6yKBaJHO) IJ1aBaTa CH, a T
NpoA’b/DKABA /1A 1ee, TervieHa 6'bP30 HAZ0JIy 110 TeYEHUETO, HOCELO T 3ae/JHO
C JIMpaTa My, 3a Jia NPUKJIIYM Ha 6pera Ha Jlec6oc, KbJleTO HA HETOBO UMe e
cb3faseH opakysn Te3u cvbuTHA, pa3dbupa ce, ce CIy4BaT, CJeJ KaTO TOH e
pa3KbCaH Ha NapyeTa OT MEHA/JWTe, >KEHHUTe-Noc/ae0BaTeJ Kl Ha /lMOHHC,
olle eJH0O MUTHYHO CBIIECTBO, CBBP3aHO C NeCeHTa U MUCTUYHHTE 00pesau
3a CMBPTTA M NpepaXJaHEeTo, BOJEHHU OT GoruHATa /[leMeTpa B €XerojHUTe
EneB3snHckn Mmuctepuu B ['bpriud.
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Taka cturam 10 u3Boza 3a OpdpuyecKkusi MUT U BEUHO paXKAALUsI Ce MUT Ha
WJiesTa, KOraTo Ts BJIM3a B IVIaBaTa, IPO/b/DKABAIlA /1a Tiee, JJOKATO Ce HOCH
Ha/[0J1y 110 TeYeHUETO K'bM 6pera v HaTaThK - KbM OCTPOBA, KbETO lile HAMePH
CBOsI IOM B XpaMa, B KOMTO liie I'o C/IylaT npefaHuTe (3allo MHaYe HapuiaMe
TOPHUTE CTPAaHU Ha YepenuTe CU HaJ YUIUTE, ,XpaMoBe“?*. Bcsaka cpuyka oT
MeceHTa, KOSITO [VIaBaTa Iee, € MUI, KOUTO HUKOra HsIMa Jla ce MOBTOPH, HO
lle e yIOMeHaT KaTo 4aCT OT Maru4ecKu PUTyasl 3a C/ylllaHe B Pa3UYHUTE
XpaMoOBe, K'bJIETO Ile 6'bJle MOo/[c/IoHeH. ToBa ce Cy4Ba ChC CTUXOTBOPEHUETO
WJIM C TIOETUYHATA MUCHJ - Te Bb3HUKBAT B Cb3HAHHUETO Ha I0€eTa, IpeHeceH
B'bPXY MUCJOBHHSI TOTOK, U3XBBPJISIL TO B JJaJIEYHH 3€MU U B IPYT'H XpPaMOBE,
MOCBETEHMW Ha HeNpexojHaTa My3WKa Ha OpUTrMHa/HaTa QUrypa, paxjaiia
MECHH, KOUTO BCEKHU JIEH Ce U3/JUTAT ChC CIBbHIIETO.

MosiTa MUCBJI B TO3U MUT € MIpeKbCHATa OT e3aHa (IpuU3KBa 3a MOJIMTBA),
KOUTO u3puraa csakam cbc 100 genubesia oT MecKUTa (MaJjKaTa AKaMus)
TOYHO OT JpyraTa CTpaHa Ha y/JUIaTa, KbAeTo e KbliaTa MU. To3u BHUCOK
006€e3M0KOUTEJIEH [VIaC HAa MIOe3MHA Ce U3JUra CbC CHABHLETO MaJKo mpeju
JIeHSAT /1a 3all04He, IPU30BaBaliku BpBalllUTe Jla CTaBaT U /la He I'Y6sT oBeye
BpeMe B JIEIVIOTO, ThH KaTo MOJIUTBATA € Jajed No-Ao6pa oT cbHs. [loBTaps
ce ollle YeTUPHU II'bTHU Npe3 Lesus AeH. U Makap e He 6GUX MOCMsJI 1a KaXka Ha
6/1aroyeCcTUBUS MIOCIOJIMAHUH, Ye MOJTUTBEHUAT IPU3UB NPU/IMYA HA e3UYeCKU
06pe/i, TO3ULUATA HA CIABHLETO € oNpeAensiuuaT G¢aKkTop 3a TOUHOTO BpeMe
Ha NPU3HUBUTE 32 MOJIUTBA B PUTYaJ, KOUTO Hal-BepOSTHO e GUJ NpeHeceH
OT NpeaucasIMCKOTO 6orocaykeHue. TakbB e cy4yasaT U B XpUCTUSHCTBOTO, B
JluTyprusitTa Ha 4acoBeTe. AKO NOIJIe/lHA OT Npo30opelia Ha CaHATA CH, MoTa
Jla BUZ pe3 BUTpPaka Ha JPKaMHUSATa OTB'BJ YIUIAaTa YepBEHOTO CUsIHUE Ha
nudpoB AuCIIed OT MOJUTBEHM BpeMeHa Ha cpellynosoXHaTa cTeHa. ToBa
TOYHO U3YHCJIeHHe HAa BpeMETO 3a MOJIUTBA € HACOYEHO K'bM 0CBOO0XK/JaBaHETO
Ha AyuiaTa OT CTPa/laHUeTOo Ha CMbPTHUS *KUBOT, KOTaTO BIPBAIUAT HaBJIM3a
B 6e3KpaliHus MUT WJM B IOTOKA OT 6e3KpallHUTe MUT'OBe Ha MoJUTBaTa. He
CBLIECTBYBA JIU CXO/CTBO MEX/1y Te3U CbBpEMEeHHHU 06pe i U MUTA 3a NeBelia,
KOUTO, MpeThpIisi/l CMbPTHO paHsIBaHe cjef; 3arybaTa Ha 3eMHaTa CH JIl060B,
oTZAazieHa Ha XaZiec, ce MpeBpblla B AYXOBHO CBLIECTBO, YUSATO HelpexoJHa
CBLIHOCT € OTK'bCHATaTa OT YOBEIIKOTO MY TsJI0 U Ce HOCH B IOTOK OT MUTOBE,
caeABally fAa 6'bAaT NIPUIOTEHU B IMYHUS XpaM Ha My3UKaTa U CIyLIaHeTo?

Taka cturam A0 €IUH OT HaAW-MOBJIHUSJIUTE MU MOMEHTH B COGCTBEHOTO
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MU pa3BUTHE KaTO IOET: MOETO OTKpHMBaHe Ha PailHep Mapus Puske u
HeroBuTe CoHeTu KbM Opdeil. [IpeanosiaraM, 4e MOBe4YeTO MOETH, CEPHO3HO
OTZaZieHH Ha CBOETO U3KYCTBO U 3aHAAT, Ca U3MUTAJIN BJIUSIHUE OT MOE3UsATa
Ha Puiike olle B HayaJIOTO Ha II'bTS CH U Ye MHO3MHA ca HAaMepUJHU B Hes
Ha/JIeXX/THO PbKOBOJCTBO, KOETO Jia I'M MMOTOMNH A'bJIO0OKO B CBeTa Ha JIMPUKATa
BBB BpEMe, KOTaTO CTOSIT Ha Mpara 4 He 3HASAT KOM IT'BT Ille I'M HAacoud Hau-
HCTUHCKU K'bM XpaMa Ha neBena. [I'bpBUTE pefjoBe OT I'bPBHUs COHET TOBOPST
3a TO3U CTpeMeX ype3 o6pasa Ha JbPBOTO, PACTAILLO BBTPE B YXOTO, KOETO
ce uaeHTudunupa c neceHra Ha Opdeilr U ce pa3BuBa Kato MeTadopa 3a
pacTsiaTa noeTUYecKaTa CMJia B YXOTO Ha T'bpcelius noet. M katanusaTopsT
Ha TO3U pacTex e U3006paseH KaTo M'bJIYaHue, [bJI60KO MbJIYaHUE, OT KOETO ce
W3/Jura ujesita - 'bpBOHaYaJHaTa UJes - 32 OHA3U NeceH, KOSATO UMa CUIaTa
Jla chb3/laBa peJ; OT Xaoca Ha MPUPOJHUSA CBAT. M Bce mak ocHOBaTa Ha Tasu
ujies 3a peJi € MbJIYAaHUETO U CAYUIaHEeTO, TOYHO KaKTO CUJIaTa, KOSITO pacTe B
YXOTO Ha I0eTa U U3BHpPA OT JbJAOOYMHUTE HA M'bJIYAHUETO U CIYLUIAHETO, Ha
KOUTO € OCHOBAH XpaM'’bT Ha IeBella. 3a MJIaJ] T0eT, KOUTO ce CTPeMHU [ja pa3Bue
CBOETO COOGCTBEHO NMOETHUYHO VX0, I0CTaHHUETO, MPEe/JIOKEHO OT Te3U PefioBe,
ce OTHAacs [0 3HAYeHHeTO Ha I'bPBOTO BJIM3aHE B MOJMUTBEHOTO MbJIYaHUeE
Ha CJIYLIAHETO KAaTO CPEeJACTBO 3a OTIJIeXKJAHe W IOJJbpXXKaHe Ha pacTexa
Ha COGCTBEHUTEe CTHXOBe. HaMupaHeTO Ha TaKbB IM'bTEBOAUTEN KaTO TO3H,
npejJiarad oT Pujike B HErOBUTE COHETH, MOXKe /1a OTBOPH 3aBUHAru OYUTE U
YIIUTEe Ha YUTATEJUTe 3a CUJaTa Ha MoeTUYecKust MUT. Taka ToH Moxe Ja ce
IpeBbpHE B €/JUH OT Hal-BaXKHUTE MUTOBE B )KHBOTA HAa MJIa/IUS TIOET.

TBi KaTo TOBaA ece - UM MeJUTALNMATA, KAKTO U3IJIEXK/A Ce € MOJTYIUJIO -
ce pasxok/a OT APEBHUS MUT K'bM I10-MOJIEPHOTO PEJTUTHO3HO MTOKJIOHEHUE U
HaKpasi CTUTa JIo I0eTUYeCKOTO TBOPEeHHe B HalllaTa eIloXa, HaBSIPHO MOXKe J1a
HaMepH 3aKJ/IYeHHe B e/JUH CbBPeMeHEH aHeK/OT, KOUTO Ije KOHCOJIUHpa
HSKOU OT HULIKUTe B Opdudeckara ¢purypa, KoiTo UMa CBOSI KpaTbK MUT B
MOEeTUYHATAa CBET/IMHA Ha 3€MHUS KUBOT, 3a [J]a Ce MPEepPOAH AeCEeTUNEeTUS I0-
K'bCHO B COOCTBEHHSI CU Bb3CTAaHOBEH XpaM Ha MeceHTa U CayllaHeTo. TakaBa
Opduyecka durypa 6e noetsbT oT CaH Ppannucko [hxak Crnalcbp, KOUTO
MOYMHA OT aJIKOX0/M3bM Ha 40 roguHu npe3 1965-Ta U 0ocTaBU CeleM MaJIKU
KHUTH C 0e3us1, Ny6JIMKYBaHU OT MECTHU U3/aTesCTBA. Tol uMallle HIKaKBa
M3BECTHOCT Ha moeTu4Hata cueHa B CaH @PpaHuucKo, Gelle Jo6pe MO3HAT
B MECTHUTE NMOETUYEeCKH KPbhroBe OT OHOBA BpeMe, HO IOJIYYU MO-TOJISIMO
NpH3HaHUE, KOTaTO ChbOPaHUTE MY CTUXOTBOpPEHUs 6s1Xa MyGJUKYBaHU IMpe3
2008 r.B My Vocabulary Did This to Me - npe/inoJiara ce ToBa e NpeAnocjeJHOTO
v3pedyeHre Ha ymupamus Crnaichp U MOAXOASIIO 3a MOET, U3ydyaBas e3uly
B UC Berkeley, c 6akasaBbpcKa U MarucThbpCcKa CTENEeH KaTO HayaJo Ha eJHa
Bb3MOXKHA Kapyepa B IMHTBUCTUKATA.
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JlokaTo myiaHupax TOBa ece, CU MPUIIOMHUX JieKius Ha Ex ®octwp, moeT
U pezpaktop Ha Talisman: A Journal of Contemporary Poetry and Poetics, 3a
noe3usTa Ha Cnalcbp. becenara Ha PocTwp ce dokycupa BbpxXy Calicbp KaTo
rei, OpduyecKky MoeT, KOUTO MHIlle CTUXOTBOPEHHUSATA CH, IOKATO € HAIl'bJHO
nusH. Beyep nue o cTynop, npeau a U3je3e HaBbH U Ce CKUTA U3 I'pajia, 3a
Jla caylla ChLUIEeCTBa, KOUTO Hapuya MapCUaHLHM, JOKATO Te3U CbhIecTBa My
JUKTYBaT cTUXOBe. [leceHTa Ha meellaTa I7laBa OYeBHU/IHO € HaMepuJja oM B
Mo3bKa Ha Cnaicbp. ToraBa cu CIOMHUX, 4e 4eTsx 3a OpdUyecKuTe KyJaToBe
Ha XOMOCEKCyaJlHW TOKJIOHHUIIM B JApeBHa Tpakus U 4e HAKOU MUTUYHU
HanpaBJieHUs n3o6passaBat Opdel KaTo MbK, CMEHUJI JIIO60BTA KbM KEHUTE C
Ta3u K'bM M'BXKeTe U MJIaJUTe MOMYeTa cJiej 3arybara Ha EBpuzsuka. PocTbp,
caMUAT TOU rei, Moxke OM e GUJI eJUH OT MMbPBUTE, OTKPUJIU B MOE3UsITA Ha
Cnaiichbp aKTUBHO €CTETUYECKO U3MEepeHHE, KOeTO MOXKe [Jla O'b/ie MPUJIOKEHO
B Queer u LGBTQ u3cienBaHus.

[Toe3usiTa Ha Cnalchbp ce poKycupa HMEHHO BBbPXY JIlO6OBTA, JIOGOBTA €
acolyanys ¥ pasmnajijaHe Uiv 06paTHOTO, T KaTo criope Cnakichp ,CamMmoTata
e Heo6Xo/JMMa 3a yucTaTa noesus. KoraTo HsKO# HaBJie3e B )KMBOTA Ha I0eTa
(Bcexu BHe3ameH JIMYeH KOHTAKT, He3aBUCUMO JJaJI B JIETJIOTO WUJIH B CbPLETO,
e MPOHUKBaHE), TOU TyOHU paBHOBECHE, TPOMbKBA C€ B ChILECTBOTO, KOETO €,
M3I0J13Ba CBOSITA 0€3Hs1, KAKTO 61 U3110J13BaJl YOBEK NapH UJIM CbYyBCTBHE.”

[TorsiefHATO OT 'bI'bJIAa HA TO3U Tei moetT B AMepuka npes3 50-te u 60-Te
TOJIMHU, YUCTOTaTa B JIIDOOBTA UJIM B T0e3UATa U/Ba OT pu3nyecKaTa 3aryoa,
KOATO MOXe /ia 6'bJle KOMIIeHCHpaHa caMo OT YMCTaTa My3MKa Ha Noe3udTa -
KaKTO MysuKaTa Ha Opdell Bb3HHUKBaA OT 3arybara Ha Jilo6uMaTa My U KOATO
3ary6a 6u MorJa ja 6'b/ie U3KyIeHa caMo OT Cb3/jJaBaHeTo B O'bp3alliksa NOTOK
Ha BpeMeTo Ha 60KeCTBeHa My3HKa, KOAATO Jja ObJie MpeHeceHa KbM BeYHMA
MHUT Ha MOKOM M MUp B THIIMHATa Ha XpaMa WJM B XpaMOBeTe Ha HErOBUTE
caymaTtenu. lleHaTa M pPUCKBT OT M 3a NoeTa B CbCTOSIHME Ha KpaWHO
OTYYX/eHHe, KOHUTO ce HaZABa Jja IOCTUTHe 0CBOOOXKAEHHE OT CMBbPTHOTO CU
CTpajlaHue 4ype3 MHCcaHe, ce U3pa3sBa B TOBA CTUXOTBOpPEHHUE OT KOJIEKIUATA
Ha Cnaiicbp oT 1958 1., 03arnaBeHa KHuraTta Ha My3ukara:
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Opden

OcTbp KaTo cTpesa, Opdeit

Haco4Ba My3uKaTa cu HaZl01y.

AT e TaM

Ha 1'bHOTO Ha MOPCKHUS KaM'bK.

JlekyBa

Ta3u My3HuKa.

EBpuauka

E ¢peraTHa nTU1a, cCKasla MM BOJOPACIIH.
3/ipaBel HULLO

[Temepara

E xs'b3raBa BJQXKHOCT Ha XOPU30HTA.

AnbT €:

Jlumncara Ha Apyro, OCBEH BEYHOTO — 32 B3UpaHe
ExcnaHsudaTa Ha cosita

Jlumcara Ha KakBOTO U /ia € JIeIJlo, OCBEH Ha
My3uKa, B KOSTO Jja CIIUIL.

[TocnresHoTo M3pedeHue, npousHeceHo oT CHalicbp Ha CMBPTHOTO My
Jiersio (mocaeBaio LUTHPAHOTO M0-PaHO) KbM €IUH OT MAJIKOTO My OCTaHaJIH
NpUsATENH, € cleAHoTo: JIlo6oBTa BU Ille BU Hakapa Ja npoabokuTe. Heka
cIpeM [Ji0 TYK.

* HempeBojjuMa urpa Ha AyMH - temples Ha aHIVIMHCKY 03Ha4YaBa U XpaMoBe, U CJIero-
ouusd. - b.op.

Ilpesod - AumoH Baes
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Mel Kenne (USA)

Mel Kenne has written six books of poetry. His most recent collection, Take,
was published in 2012 by Muse-Pie Press. In 2010 Yapi Kredi Publishers in Istanbul
published a bilingual collection of his poetry, Galata’dan / The View from Galata,
in Turkish and English. His second book, South Wind, won the 1984 Austin Book
Award. In 2010 he was one of the Nazim Hikmet Poetry Award winners. He has
also translated or co-translated much poetry from Spanish, French and Turkish into
English, and he co-translated, with Saliha Paker, two novels by the Turkish writer
Latife Tekin: Dear Shameless Death and Swords of Ice. He lives in Eski Foga, on the
Aegean coast of Turkey.

THE FIGURE OF ORPHEUS - BETWEEN MYTH AND
MOMENT

I must begin this essay by thanking Anton Baev and the other festival
organizers for asking the participants to write an essay on this topic. Not
only does this request offer poets an opportunity to express their ideas about
poetry as they relate to a rich field of thought that has nurtured poetry for as
long as it has been written, but it also offers me an opportunity to turn my own
mind toward a world I have always loved and as a teacher loved to share with
the students enrolled in World Mythology, the course I taught at Kadir Has
University in Istanbul for ten years.

The topicis one that brings to mind many thoughts, both ancientand modern,
bearing on the story of the singer who loses (literally) his head, which goes on
singing as it is drawn swiftly down the stream that carries it along to finally
end up, with his lyre, on the coast of Lesbos, where an oracle is established
in his name. These events, of course, occur after he’s been torn to pieces by
the Maenads, female followers of Dionysus, another mythical being intimately
related to song and the mystical rites of death and rebirth presided over by the
goddess Demeter in the yearly festival at Eleusis in Greece.

So goes the conclusion of the Orphic myth, and so occurs the ever-incipient
moment of the idea as it enters the head that continues to sing as it is borne
downstream toward the coast and onward to the island where it will establish
its home in a temple risen within the hearing of its devotees (why else should
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we call the upper sides of our skulls bordering our ears “temples”?). For each
syllable of the song being sung by the head is a moment that will never be
repeated but only commemorated as part of a magical ritual of listening in the
various temples where it comes to rest. Such is the case with a poem, or a poetic
thought as it arises in the mind of the poet who is carried along on the thought-
stream that sweeps the singer off to distant lands and other temples dedicated
to the undying music of the original figure who spawns songs that rise each day
with the sun.

My own thought is at this moment interrupted by the ezan (call to prayer)
blaring forth at something like 100 decibels from the mescit (small mosque)
directly across the street from my house. This high-intensity, disembodied
voice of the muezzin rises with the sun, or slightly before, each day, calling on
the believers to rise as well and waste no more time lolling about in bed since
prayer is far better than sleep. It is repeated four more times throughout the
day. And while I wouldn’t dare suggest to a devout Muslim that the prayer call
bears any resemblance to a pagan rite, the position of the sun is the determining
factor in the exact times of the calls to prayer, in a ritual that most likely was
carried over from pre-Islamic worship. Such is the case in Christianity as well,
in the Liturgy of the Hours. If I look out my bedroom window, I can see through
the window of the mosque across the street the red glow of a digital display of
prayer times on the opposite wall. This exact calculation of prayer times points
to deliverance of the soul from the suffering of mortal life as the supplicant
enters the infinite moment, or stream of infinite moments, of prayer. Doesn’t a
similarity exist between these modern-day rites and the myth of the singer who,
after suffering a mortal wounding following the loss of his earthly love to Hades,
becomes a spirit-being whose undying essence has been torn from its human
frame and borne off on a stream of moments to be housed in its own temple of
music and listening?

These thoughts bring to my mind one of the most influential moments in my
own development as a poet: my discovery of the poetry of Rainer Maria Rilke and
his Sonnets to Orpheus. I suppose that most poets who are seriously devoted to
their art and craft have experienced Rilke’s poetry early on, and that many have
found in it a reliable guide to lead them more deeply into the world of the lyric
at the threshold of which they stand, unsure of which path will point them most
truly toward the singer’s temple. The first lines of the first sonnet speak of this
quest through the image of the tree growing inside the ear, which is identified
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with Orpheus’ song and developed as a metaphor for the rising growth of poetic
power in the ear of the questing poet. And the catalyst for this growth is depicted
as silence, a profound silence out of which rises the idea, or the incipient idea, of
a measured song with the power to create order out of the chaos of the natural
world. Yet the basis for this idea of order is silence and listening, just as the power
that grows within the poet’s “ear” springs forth from the profound depths of
silence and listening on which the singer’s temple is founded. For a young poet
who is striving to develop her or his own poetic ear, the message suggested by
these lines concerns the importance of first entering the prayerful silence of
listening as a means of bearing forth and nurturing the growth of one’s own
songs. Finding such a guidebook as that offered by Rilke in his sonnets can open
its readers’ eyes and ears forever to the power of poetic myth. Thus it may become
one of the most important moments in a young poet’s life.

*

As this essay — or meditation, as it seems to have become — has wandered
through ancient myth to more modern religious worship and finally to poetic
creation in our own era, perhaps it can find a conclusion in a more contemporary
anecdote that will consolidate some of these threads of thought in an Orphic
figure that had its brief moment in the poetic spotlight of earthly life and decades
later was reborn in its own restored temple of song and listening. That Orphic
figure was the San Francisco poet Jack Spicer, who died of alcoholism at 40 in
1965 and left behind seven small books of poetry published by local presses.
While he achieved some renown in the poetry scene in San Francisco and was
well known in certain poetry circles of that time, he rose to greater prominence
when his collected poems were published in 2008 in My Vocabulary Did This
to Me — supposedly the penultimate sentence uttered by Spicer as he laying
dying, and befitting for a poet who had studied languages at UC Berkeley and
received BA and MA degrees as preparation for a career in linguistics.

As [ was planning how to write this piece I recalled Spicer’s poetry as the
subject of a lecture given by Ed Foster, the poet and editor of Talisman: A Journal
of Contemporary Poetry and Poetics. Foster’s talk focused on Spicer as a gay,
Orphic poet who wrote his poems while he was totally inebriated on alcohol.
He would drink himself into a stupor on evenings before he left his apartment
to wander about the city and listen to beings he called Martians as they dictated
poems to him. The song of the singing head had apparently found a home in
Spicer’s brain. It was then that I remembered reading about Orphic cults of
homosexual worshippers in ancient Thrace and that some mythic strands
depicted Orpheus as turning from the love of women to that of men and young
boys after his loss of Eurydice. Foster, a gay poet himself, may have been one
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of the first people to find in Spicer’s poetry an active aesthetic dimension that
could be applied in Queer and LGBTQ Studies.

While Spicer’s poetry focuses most intensely on love, the love is one of
association and disassociation, or vice versa, for, according to Spicer, “Loneliness
is necessary for pure poetry. When someone intrudes into the poet’s life (and
any sudden personal contact, whether in the bed or in the heart, is an intrusion)
he loses his balance for a moment, slips into the being who he is, uses his poetry
as one would use money or sympathy.” Seen from this angle, that of a gay poet
in America in the 50s and 60s, purity in love or in poetry arises from the kind of
physical loss that can only be compensated for by the pure music of poetry —
much as Orpheus’ music arose from his loss that could only be redeemed by the
creation, moment by moment, in the rushing temporal stream, of a divine music
that would be carried along toward its eternal moment of rest and peace in the
stillness of the temple, or in the temples of its listeners. The cost, and risk, from
and to the poet in a state of extreme alienation, who hopes to attain deliverance
from his or her mortal suffering through writing, is expressed in this poem from
Spicer’s 1958 collection entitled The Book of Music:

Orfeo

Sharp as an arrow Orpheus

Points his music downward.

Hell is there

At the bottom of the seacliff.

Heal

Nothing by this music.

Eurydice

[s a frigate bird or a rock or some seaweed.
Hail nothing

The infernal

[s a slippering wetness out at the horizon.
Hell is this:

The lack of anything but the eternal to look at
The expansiveness of salt

The lack of any bed but one’s

Music to sleep in.

The final sentence uttered by Spicer on his death bed (following the one
quoted earlier) to one of his few remaining friends, is this: Your love will let you
go on. Let us stop there.
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Jxxopax Yoarbc
(CALL)

PopeH npe3 1949 B Hio Mopk, CALL. EAMH OT Hail-npoAyKTMBHUTE NOETU Ha
HIOMOpPKCKaTa cLeHa, ,,6UTHUK OT cneaBallo MokoseHue”. Bogell M3NbAHUTEN B
nocTtoumiT nbpdopmaHca. ABTop Ha 31 KHurK. NpesegeH Ha Hag 20 e3nka. MoesuaTa
MYy € LleHeHa 3apagym YUTMaHOBCKMUA NPOCTOP U ppecKoBaTa CU CBEMKECT, CMeCBaHEeTO
Ha 6on Npo3oana U CIOPPEeaANNCTUYEH KOMEHTAP C €KCMaH3MBHMA aMepPUKaHCKK
rnac. PegakTop Ha cn. ,MNoetpubein” u ,CTpaxoTHO Bpeme 3a meama“. Mucaten Ha
TBOpYECKa pe3naeHumMA B POAHOTO MACTO Ha YonT YutmaH. Harpaau: ,Hapnac Ynnam
Moct Moetpn®, ,Moe3unsa Ha cuHATa cBeTAMHA”, ,KomnaeKkT 3a noesua”“, fonamara
Harpaga Ha ,,[JHu Ha Haum“ n ap. Mbpsu noet naypeat Ha okpbr Cbdonk, Hio Mopk,
2003; laypeart Ha HaumoHanHusa 6uit dectmsan, 2015.

TYK JEBHE OITACHOCT:
OP®EH, XBAHAT MEXXIY MUTA U MUTA

KaTo apTucT, mpakTHKyBall H3KyCTBOTO Ha I'bppopMaHca - MHCaHe
Ha Moe3usl U YeTeHe Ha Moe3us npej Ny6JnKa, — 3a MeH Gellle CBOeoOpa3Ho
npeU3BUKATEICTBO Ja GOpMy/IMpaM HSIKOM MUCIM 3a U3BeYHaTa UCTOPUS
Ha Opdel, 3a HelHaTa BpP'b3Ka C POJISAITA HA XYA0KHUKA B ITOCPETHUIECTBOTO
MeX/Jy MHUTa M MuUra. A HaBJM3aHETO B MOAO0OGeH MpoIec JoBejie U [0
MOCTUTAHETO Ha HAKOU MPAaKTUYeCKH NPO3PEHHUS.

Kazam ,mbpdopmaHc’ THH KaTo IJielaM Ha aKTa Ha IHCaHe Ha
CTUXOTBOpPeHHE WM Ha MPOYUTAHETO My Ha IVIaC KaTo Ha mbpdopMaHC ,BbB
BpeMETO" - TOYHO TOJIKOB3, KOJIKOTO MEEHETO Ha IleceH, TAHI[yBAaHETO Ha
TaHI[ UJIU U35BaTa Ha Xy/JO’)KHUK, IPAKTHUKYBAIIl )KUBOMKCTA Ha JeHCTBUETO, €
mbppopMaHC ,BbB BpeMeTO"

KasBam ,npe/ju3BUKATe/ICTBO", Thi KaTO HE CbM HHUTO TEOPETHUK, HUTO
apTHCT, KOMTO Ce ONKpa Ha TEOPHUSTA, A I0-CKOPO ayAH0-AUAAKTUK. OCb/eH Aa
W3TEIJIN CBOS 3aHAATYMHCKY KOHEI| OT Marnyeckara HUIIKa. 3a 1a ce U3JUrua
Harope, U3KauBax X/JI'b3TaBO HAaHATOpHHUINe, KaTepux ce Mo fkoBara CTbJOA,
OTpymnaHa C MOeTHYeCKH aHTesM, — TJACKaH OT JIIOGOMUTCTBO, WHTYHULHS
YW MHATJIMBO POMAHTHYECKO HACTOsIBAHE 3a BBTPELIHATa JIETHTUMHOCT Ha
CcyOeKTHBHATa Xy/,0)KeCTBEHA IPe/ICTaBa.

M KasBaM ,IpaKTHYECKH MpPO3pPeHHUs’, 3al0TO CbM OeJleH U MpPOCT
aMepUKaHCKH IparMaTHK, 6e3MpeKocJoBeH pob U ciayra Ha CBeTus ['paasn Ha
GYHKIIMOHATHOCTTA.

3a 1macTue, 06eKT'bT, KOUTO MU Ge NpeoCTaBeH, HaNpaBy Npoleca JeceH
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Y a3 CbM LACT/IMB Jja U3ry0si HIKOJIKO MUTA OT Ge3IleHHOTO BU BpeMe, 3a [Jia
CToJieJisi MUCJIUTE CH.

[I'bPBOTO HELIO € CIEAHOTO — PAa3CTOSTHUETO MEeXAy MUTa ¥ Mura. ToBa 6ele
mo-JieCHaTa 4acT. B kpaliHa cMeTKa, TOBAa € OCHOBHATa TEPUTOPHUS, B KOSTO
eJIVH XyI0KHUK TpsioBa 1a paboTu. CryKel KU 3a CBbP3BaHe B JIBETE MOCOKU. B
eJ/lHaTa MOCOKa — KaTo NMpujiara MKOHUTe Ha HaTpylaHaTa KyJTypHa MbAPOCT
K'bM KOHKPETHHUS OIHUT, peasieH U U3MHUC/IEH, HAa HAlllUsl UHAVUBUAYAJIEH WU
KOJIEKTHUBEH *KUBOT. B [pyrara mocoka - 4pe3 aJIXUMH4IECKOTO ITpeobpa3yBaHe
Ha UCTUHCKU WUJIM U3MUCJIEHH [TPEKUBSIBAHUS B MUTOBE.

[loeTsT KaTo TBOpeL, Ha MUTOBE.

[ToeTsT KaTO MpuUJIAral] MUTa KbM OIMHUTA.

[ToeTsT KaTO MeBel], YUATO paboTa MO MOCPEJHUIECTBOTO MEX/Yy MUTA U
MHra He e 3aBbpILIEHa, J0KaTOo He J0BeJie Ny6/iMKaTa 0 CbliaTa yUBUTEHA
TOYKA Ha BP'b3Ka, KOSITO TOM (MJIU TS1) € MPO3PSI.

EnyH 4yoBeK, I0JIOBUH JIy3WHA OTAAJIeHU CAyLIaTe I, eHO 115110 061IeCTBO.

ToBa moBexZaHe Ha IMyOJMUKaTa A0 YAWUBUTEJHATa peajnsalus e Jap.
JapsT Ha Opodeil.

3auoro Opdelt e 6ua gapeH oT ANoJIOH C Jap6aTa Jla oMaiiBa C MeceH U
Jla Kapa cayulaTe/JdTe CH Ja TaHLyBaT - >KUBOTHM, JbpBeTa, Xopa, GOrose,
KaM'bHHU. /la oMaliBa, e KaTo JjJa MHTOKCUKHpPA U UMIJIaHTUPa. 2KUBOTHO, KOETO
TaAHIIYBa, € )KUBOTHO, KOETO € IpHeJsIo ONMyMa Ha MeceHTa. KaM'bK, KOUTO Tiee,
€ KaM'bK, KOUTO ce e MPUCheJUHUI KbM Ipolieca Ha CBbP3BAaHETO HA MUTa C
MUTa.

ToBa e Hemo cekcu. Ho u onacHo. U B cbpiieBHHaTa Ha UcTopusTa 3a Opdeit
MMa /iBe IPUKa3KH, IpeAynpexJeH1e 3a BCEKH, KOUTO HsIMa KaM'bHU B IJ1aBaTa
CH, 33 /la He UM 00bpHEe U3PUYHO BHUMAHHUE.

U Tyk e MSICTOTO, Ha KOETO NMParMaTUKbT ¥ MEH 3al04YBa J|a PUTA.

[I'bpBaTa npukaska, pazbupa ce, e Hal-j06pe Mo3HaTaTa — KaKBO Ce CIy4Ba,
korato Opdell ce onuTBa Ja cnacu EBpunka, T.e. KOraTo U3MoJ3Ba CUJIUTE, C
KOUTO e lapeH, 3a JINYHU LieJI1, BMECTO 3a TOBA, 38 KOETO Te ca Ipe/iHa3HauyeHHU.

B kpaiiHa cMeTKa AnoJioH e fjas Ha Opdeii cuiaTa 1a oMaiiBa 4pe3 MeceHTa,
Jla — HO 3a1o? 3apaZy TOBa, KOETO MHUTOTBOPCTBOTO MOXE Jla HAlpaBH 3a
XopaTa U o61iecTBaTa, pa3dbupa ce. Ho 3a sinunu nesnu? B To3u ciaydait - 3a 1a
Hapymu Opdeit mpaBuaTa Ha XXUBOTA U CMBPTTA, /la HAIPaBU U3BBbHPEHA
caenka ¢ Xaziec ¥ la OTCKyOHe »eHa CH OT CMbPTTa?

He yak TosikoBa.

Ho eTo kakBo e HampaBus Opdeil — TOH e 3/I0ynoTpebus CbC CUIATA, C
KOSAITO e OWJI JlapeH, - U TpsiOBa Jia pa3bepeTe, ye Xaiec e 3aJ0KUJI Ta3u MaJka
,HO-He-MoXell-a-Nore/iHell-Ha3a/“ yJ0BKa YMUIIJIEHO, CbBCEM TOYHO
npereHsaBalky, ye Opdeit HAMa 1a e cioco6eH Jia ce YIbPKHU Jla HallpaBy TOBaA.

[IpoBarbT Ha Opdeli He e oOpbBLUIAHETO HA3aJ - a 3J0ymoTpebaTa C
JaJIeHUTe OT 60ra CHJIH.
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BTopaTa npukaska, No-MaJKO U3BECTHATA, € He M0-MaJIKO BHYLIMTENIHA U
noyuuTesiHa. Opdel, 6e3yTelleH cjes IpoBasa CH B ciacsiBaHeTo Ha EBpuuka,
csia Ha 6pera Ha peka Xe6poc M OTKa3Ba Jla BJJUTHe JIMpaTa CH U Jia CBUPH 3a
HSKaKBU nobecHesd GypuU, KOUTO ce CIy4YBaT Habu30. Pa3rHEBeHH, Te o
pasKbCBAT Ha MapyeTa, OTK'bCBAT IVIaBaTa MY U 1 XBbPJIST B peKaTa.

U Taka mosryyaBame - ri1aBaTa Ha Opdel, neeina, J0KaTo IJ1aBa Haf0J1y 10O
Te4eHHeTO KbM MOPETO W IMO-HaTaThbK KbM OCTpoB Jlec6oc, mpeau AmosioH
Hali-HaKpas OKOHYATEeJIHO /ia s HaKapa /ja 3aMJI'bKHe.

Opdeit oTHOBO ce e mpoBa/uJ. [lo JUUHKM NPUYUHU TOH € OTXBBPJIUII
HU3MI'bJIHEHUETO HA I'bJIra, KOUTO € UMaJl — Ja CIoZieis AaJleHUTe My OT 6ora
CUJIY, — TO3U II'bT, KATO Ce e MPOTUBONOCTABUJ HA HapeJbaTa HA OGOTOBeTe B
006pa3a Ha JUBUTE, IOJIONEYHHU HA JJUOHKC MEeHAY — TIO/, IPeJJIOT Ye OIJIaKBa
HecracsieMaTa CU cbIpyra. BMmecTo Jja cu Hay4yu ypoka U Jla NpoA'b/DKU Hanpe[
- He MOXelll a 3JI0ynoTpebsiBall ¢ aJleHuTe TU cuiau! — TOW OTKasBa Jia ce
MOTYUHH.

U Taka, KaK'bB € CMUCBJIBT OT TE3U NOYYUTETHH OpPUIECKU TPUKA3KHU?

[Ipoct. KaTo apTucTH, HUE CMe AapeHu CbhC CIelUalleH Jap - Aa urpaem
poJisiTa Ha TBOPIIM Ha MUTOBE B CBOUTE 061iecTBa. [la CBbp3BaMe MUTA C MUTA
Y MUra ¢ MuTa. /la u3anosi3aBaMe TO34 Jiap 3a LieJIUTe, 32 KOUTO HU e 6UJI JafieH.

Hue cMe mnpenynpeieHd 3a TOBa, KOETO CJeJABa, akKo OIHTaMe /Ja
3JIOYNIOTPEOUM C Jjapa.

XopaTa, HaZlapeHU CbC CIOCOOHOCTTA /1A MPABAT MUT OT MUTA, U3I'bJIHSABAT
JUBJIT, KOTATO BAWraT JINPATa; U TPsSOBa Ja BHUMABAT C TOBA, KOETO HUCKAT B
3aMsHa.

[Toyka: BpeTe TBopLM Ha MUTOBe. Clly>KeTe Ha U3KyCTBOTO CH, He Ha cebe
cu. He moaueHsiBaliTe Bb3MOXKHOCTTA, KaTo Opdeli, Ja ce okaxkeTe XBaHATH
MeXJy MHUTa U MuUra. AKO ce MOYyBCTBaTe pa3oyapoBaHU OT TOBA, KOETO
MOXKETe UJIM He MOXKeTe /ia MOJIyYUTe B 3aMsiHa Ha MPAaKTUKYBAaHETO Ha CBOETO
HU3KYCTBO, U yCeTHUTe MOPUB Jia KaXKeTe, Ye UCKATe Jja CJAOKHUTE MpOoKJieTaTa
JIupa [0J1y, ChIIPOTUBETE Ce Ha TO3U NopuB. Tol Moxke a BU CTpPyBa [VIaBaTa.
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George Wallace
(USA)

Born in 1949 in New York, USA. One of the most prolific poets on the New York
scene, a “Next Generation Beat”. A leading practitioner of the Post-Beat perfor-
mance. Author of 31 books. Translated in over two dozen languages. His work is
praised for its Whitmanian breadth, fresco-like freshness, and its merging of bop
prosody with surreal commentary and the expansive American voice. Editor of
Poetrybay and Great Weather for Media. Writer in residence at Walt Whitman’s
Birthplace. Prizes: CW Post Poetry, Blue Light Poetry, Poetry Kit Best Book, Grand
Prize at Ditet e Naimit, etc. First Poet Laureate for Suffolk County NY, 2003; National
Beat Festival Laureate, 2015.

HERE LIES DANGER:
ORPHEUS, CAUGHT BETWEEN MYTH AND MOMENT

As the practitioner of a performance art -- the writing of poetry, and the
reading of poetry before audiences -- it was something of a challenge to
formulate some thoughts about the timeless story of Orpheus, its connection to
the role of the artist in mediating between myth and moment, and the practical
insights there were to be gained from engaging in such a process.

Performance art, I say, as I treat the act of writing a poem, or the reading of it
aloud, as a performance ‘in time’ as surely as the singing of a song, the dancing
of a dance, or the action painting of an action painter is a performance in time.

Challenge, I say, as | am neither a theoretician nor a theory based artist, but
rather an auto-didact. Condemned to grow my craft thread by magical thread.
To lift myself rung by slippery rung up Jacob’s teeming ladder of poetry-angels,
on the strength of curiosity, intuition, and a stubbornly Romantic insistence on
the intrinsic legitimacy of the subjective artistic vision.

And Practical Insights, I say, as I am a poor and simple American pragmatist,
devoted slave and obedient to the holy grail of functionality.

Fortunately the subject at hand made the process easy, and I'm happy to
waste a few moments of your precious time in sharing my thoughts.

The first thing is this -- the space between myth and moment. That was
the easiest part. After all that’s prime territory in which an artist may operate.
Serving to make connection in both directions -- in one direction, applying the
icons of accumulated cultural wisdom to specific experiences, real or concocted,
of our individual or collective lives. In the other direction, the alchemic
transmuting of real or concocted experiences into myths.
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Poet as myth-maker.

Poet as applier of myth to experience.

Poet as singer, whose work in mediating between myth and moment is not
complete until it bears an audience to the same wondrous point of connection
that he or she has visioned.

One person, a half a dozen devoted listeners, an entire society.

That bearing of audience to wondrous realization is a gift. Orpheus’ gift.

For Orpheus was gifted by Apollo to mesmerize through song and make
his listeners to dance -- animals, trees, people, gods, rocks. To mesmerize is to
intoxicate and to implant. An animal that dances is an animal that has bought
the song. A rock that sings is a rock that has joined in on the process of linking
moment to myth.

That's sexy stuff. But it's also dangerous. And at the core of the story of
Orpheus are two cautionary tales for anyone that doesn’t have rocks in their
head to pay particular attention to.

And here is where the practical in me kicks in.

The first tale of course is the best known -- what happens when Orpheus
tries to rescue Eurydice, ie use the powers he is given for personal purposes,
instead of what they were designed for.

After all, Apollo gave Orpheus the power to mesmerize through song, yes
-- but why? For the sake of what mythmaking can do for people and societies,
surely. But for personal purposes? In this case to break the rules of life and
death, get a special deal from Hades, and spring his wife from death?

Not so much.

But that’s what Orpheus did -- he abused the power he was given -- and you
have to figure Hades set up thatlittle ‘but-you-can’t-look-back’ catch deliberately,
figuring correctly that Orpheus wouldn’t be able to keep from doing it.

Orpheus’ failure wasn’t looking back -- it was abusing his god-given powers.

The second tale, less known, is equally suggestive and cautionary. Orpheus,
inconsolable after failing to rescue Eurydice, sits down by the banks of the river
Ebro and refuses to pick up his lyre and sing for some rambunctious furies who
have happened along. Enraged, they tear him to shreds, rip off his head, and
throw it in the river.

Thus we have it -- Orpheus’ head, singing as it floats downstream to the sea,
and on to the isle of Lesbos, before Apollo finally shuts it up.

Once again, Orpheus has failed. For personal reasons, he has put aside
the duty he had to share his god-given powers - this time, resisting what the
gods have ordered through the auspices of wild maenads under the control
of Dionysus -- because he’s in mourning for his unrescuable wife. Instead of
learning the lesson and moving on - you can’t misuse the powers you’'ve been
given - he refuses to submit to them.

So what’s the point of these cautionary Orphic tales?
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Simple. As artists, we are given a special gift -- to act in the role of mythmakers
for our societies. To connect myth to moment, and moment to myth. To use that
gift for the purposes it was given us.

We are warned against attempting to misuse or abuse that gift.

We are warned not to withhold that gift.

People who have been gifted with the ability to make myth out of moment
incur an obligation when they pick up the lyre, and need to be careful of what
they ask for in return.

Bottom line: Be the mythmaker. Serve your art, not yourself. Consider the
possibility that, like Orpheus, you are caught between myth and moment. If you
become frustrated with what you can and cannot have in return for practicing
your art, and have the urge to say you want to put the damn lyre down, resist
that urge. It may just cost you your head.
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Hukous bapuep
(Ppannus)

PopeHa npe3s 1952 B CeHT-Baben, ®paHuma. lMucatenka M npesBopayka.
AKTMBHO aHraxmpaHa c npobnemuTe Ha JKeHUTe M MMpPa. 3alMTaBa KaysaTa Ha
dpaHKODOHMATA M HaA 3acTpaweHuUTe e3nuu U Kyntypu. YneH Ha O6wectBoTO
Ha nucatenuTe, Ha Joma Ha nucatennte M Ha MexayHapogHaTa acoumaums Ha
NiMTepaTypHuTe Kputnun. Harpaau: fonamarta eBponeiicka Harpaga oT dpectmsana
,M3TOoK — 3anaa”, PymbHua (2010), Harpaaa 3a »keHcka noesusa ,,CumoH JlaHapu®,
®paHumsa (2011), MNoueTHa Harpafa 3a UANOCTHM NOCTUNKeHus, Jinbua (2011),
Harpaga 3a noesua ot MexayHapogHua dectmsan ,JoH lynaxu Ou Jlverpo”,
Wtanua (2014), Harpaga 3a noesus ,MeHaga“ ot MexayHapogHus dectmsan ,JHn
Ha Haum“, MakeaoHua (2016).

OP®EM, PUTYPA HA U3THAHHUETO B
CbBPEMEHHATA J/INTEPATYPA?

MMa HSKOJIKO BepCHMU Ha TO3U MUT. Bce mak BbB BCUYKHU TAX OCHOBHUTE
esieMeHTH ocTaBaT. Opdei, cMH Ha TpakuHckus 1ap (uiu pevyeH 6or) Earbvp u
Ha My3arta Kasivona, 61 apeH oT AroJioH, KOUTO I'o Hay4WJ1 M Ha Marusita Ha
JYMHUTE U Ha [0e3UsTa, ChC CeIeMCTPYHHA JIMPa, Ha KOSATO TOH 06aBUII Ollle
JIBE CTPYHH, 32 Jla T U3PaBHU C OpOsI HA My3UTe.

Taka [leBeTTe CTPYHU CHOTBETCTBAT HA JIeBETTE MY3U U CUMBOJIM3UPAT
acmeKTa Ha I1eJI0CTTa, YeCTOo acouuupan ¢ Opoeii.

KaTo meen mop 3BynuTe Ha cBosTa JiMpa, Opdeil omarbocBas 6G0rose,
CMBPTHH U KUBOTHU. CbIO3'BT HA AYMHU U MY3UKa OUJ U OPBKUETO, C KOETO
Opdelt cnacun AproHaBTHUTE OT IJIEHUTEJNHATA MeceH Ha CHpeHUTe, KaTo B
TO3UW CJy4all reposiT nepcoHUPHUIMpPa MOLITA HA €MOLUsATA U ChOJIA3bHT],
HOCEHH OT My3HKaTa.

B Tasu mbpBa 4yacT HA MUTA, KOATO paskpuBa Opdel KaTo MalcTOp HA
MIeCeHTa, Ce HacJarea U BTOPU KOMIIOHEHT, BEPOSITHO M0-U3BECTEH OT IbPBUS.
W To¥ e ucTopusTa 3a JIDOOBTA U CbOJIA3 bHTA.

Opoeit e miaguaT cpupyr Ha EBpuguka. [lo BpeMe Ha MeJileHUs] UM Mecel]
obGave reposT ApucTeil 3amo4Ba Jja mpec/e/iBa C JOMOrBaHusITa ci EBpuauka.
BenHBK, B ONKTA CH Aia U36sra OT HEro, MyafiaTa *KeHa OMBa yxarnaHa OT 3MUs
u ymupa. Opdelt ciusa moaup Hesd B l|apcTBOTO HA MBPTBUTE, 3a Jia CH 4
BBbpHe. [1achT My chb0JIa3HSIBA II'bKJIEHUTe CUIU B llapcTBoTO Ha Xazec U Te
ro JIOMyCKaT Aa CTUrHe 70 EBpuanka. BorsT My 51 BpbIla, HO caMO P €HO
yCJI0BUE: Ye HAMA Jla ce 0O0'bpHe Ha3a/ /a 5 NOorJieiHe, MpeJy Aa ca CTUTHAIU
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Jl0 U3X0/la Ha HETOBUTE MO/I3€MHH BJIaJIeHHUS.

Hecnoco6eH fa cnasu Ta3u 3abpaHa, Ha e€/lHAa OMacHa 4acT OT I'bTeKaTa
Opdoeii ce 06pbIIa HAa3a A, 3a fja ¥ moMorHe. Taka ryou 6e3Bb3BpaTHO EBpunKa.

Opdeii He ycTosiBa Ha 3abpaHaTa U EBpu/iMka yMHUpa 3a BTOPU U TOC/Ie/leH
nbT. CbKpYlleH, NeBelbT 3aKUBsABA Jajled OT XopaTa, 00KpbKeH eJUHCTBEHO
OT *KMBOTHUTe, IPUBJIeYEHH OT IleceHTa My. MeHaiuTe o6aye ce HaCT'bPBABAT
Cpelly Hero U pasK'bCBaT TAJI0TO My Ha NapyeTa, 3a/leTo, 06cebeH oT J1I060BTa
CH KbM MBbpTBaTa EBpU/IMKA, € OTXBBPJINJI JII060BTA HA TPAKUHCKUTE KEHHU.

Jpyra Bepcusi Ha MUTa TBBPAY, ye Opdeli e mopaseH OT rPbMOTEBULATA HA
3eBc, 3all0TO € MOCBETHUJI XOpaTa B 60KECTBEHU TAWHU.

Bux esaJia ia criofieJis ¢ BaC TOBA, C KOETO MUTBHT Me BJ'bXHOBSIBA U KOETO €
CB'BP3aHO C IHELIHUTE U3THAHHUS Ha 6eXaHIUTe, IPUCTUT ALY HA KOHTHHEHTA
0 TP'BLUKH, CHIMIMAHCKU WJIX UCTIAHCKU BOAM.

Mnagute xopa ot Cupus, AdranucraH, HUpak u Adpuka 6sraT oT
BOoiiHaTa U Mu3epusTa. HMa Jja ce cnvpaM Ha OTTOBOPHOCTTA Ha 3ala/IHUTE
NpaBUTEJICTBA, HO TA e nogdyepraHa B ,YepHusat Opdeir” - npearosopa Ha
XKan-Ilon CapTp KbM ,AHTOJIOrMsSI Ha HOBaTa QpPEHCKOE3WYHa HerbpcKa U
Maziarackapcka noe3us“ Ha Jleonosizs Ceap CeHrop:

Kakeo ouakeaxme, kozamo u3depnaxme manama, KOsimo 3anyuweaue
yepHume ycmu? Ye me we 8u 3anesim xeasebcmausi? OHe3u 2.1a8u, KOUumo
6awjume HU ca Hageau 00 3eMsIMa CsC CUAd, MUCAUME /U, Ye me We ce Uanpassm
0MHO80, 3a da npoyememe 060xcaHue 8 ouume um? Emo, myk ca xopama, kKoumo
HU esedam, U as eu noxcesnasam da udnumame ydogo./cmeuemo om mosda
ycewaHe. 3awomo 8 mevyeHue Ha Mpu xXuas00/emust 6eAusim 408ekK ce e padsas
Ha npususezusima da eseda, 6e3 da 6s0e 2aedaH; moli yeaussm beuie eduH noz/eo,
ceem/IUHAMA HA oyume My yepneuie 8CU4KO 0m podHama csiHka, besomama Ha
Kosxcama My, 6ewe Hampanaue nozsed, KOHOeH3UPaHa C8eMAUHA.

W Taka, He ca HUTO MUTBT, HUTO U3THAHUETO TEMUTE, C KOUTO HUCKaM Ja
ce 3axBaHa TYK, a — Bb3MOXXHOCTUTE, KOUTO CeraliHaTa CHUTyalUusi OTBaps.
CUTyalMUTe Ha U3THAHUE Ce HAIUTAT OT NPUIKIALIUTE JUTEPATYPH B JUAJIOT
C JINTepaTypUTe Ha NMpHeMallksi KOHTHUHEHT, 3al[0TO GeXKaHIIUTe ,MUTPAHTH",
KOUTO HAacT'bIIBAT KbM GperoBeTe Ha EBpomna, He3aBHCHMO OT TOBA, KaKbB €
MPOU3XObT UM, IIOCTABSAT MpeJ| U3MHUTAHUE XOpaTa — MUCATEJU U TBOPIHU —
M3MUTAHUETO J]a CBUJIETEJICTBAT 32 TEXHUTE CUTYyallMd — XKUBH, CbOOIIEHH,
MHUTOJIOTU3UPAHHU.

ToBa He e Helllo HOBO BJIMTepaTypara. [la B3emeM 3a npuMep Mapces KaMmio,
KOUTO e ajanTupas opoudeckuss MUT B cBos ,YepeH Opdeit, unu Andepto
MopaBus, uiu gopu XKan KeHeT, KOWUTO ONMKMCBa Taka A06pe U3THAHUYECKUTE
CUTyalliU Ha MapruHanuTe (YOUUIM, KpaJLU, MECTHH, HETPH U T.H.).
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Hue Beue cMe gajied OT JpeBHUS MUT, KOUTO OTZeJs TAJOTO OT AyLIATa,
T'bH KaTO TAJIOTO, KOETO I'bTYBAa, Be4e He e TsJI0 Ha BbTPEIIHOTO U3THAHMUeE,
Ha CTpaZlaHUeTo, MUJIOCTTA MJIM OTKPOBEHUETO, a € TSAJI0, KOEeTO HaBju3a B
EBpomnelickus KOHTHUHEHT. ToBa e BbHIIHO U3THAHUE, B KOETO EMUTPUPALIATE
B HOBOTO, B 3ana/ia BU>KJaT pail uiin HoBo Esapopaso.

AKO U3NUTBAT T'bra M0 POAMHATA, aKO Ce YYBCTBAT 4Y»KJH, IPUCTUTANKU Ha
Helo3HaTUTe OperoBe, HOBUTE OeXaHIM MMaT Bb3MOXKHOCTTA /A Ce CBbpKAT
C Apyru KyJATYpH, APYTH LUBUJIMW3ALUM U Ja Ce 3aM03HASAT C HOBU CUTYalUH,
HEU3BECTHU 3a CbHAPOJHHULIUTE UM, OCTaHaIM B poinHaTa. Te3u nocaefHUTE ca
nmo-6sin3ku 10 Opdel, KOUTO OCcTaBa Ha Mpara, JOKaTO TEXHUTE ,MUTPUpaIIn”
CBHAPOJHHULU Ce BIIyCKaT, M006HO0 Ha Ofucel, B CHMBOJIMYHOTO I'bTELIECTBUE-
MHULMALKS, KOETO [TOHSAKOra BOAY KbM CM'bPTTA.

ToBa e efHO reorpadcko U3THaHUe, KOETO ce 0Cb3HaBa Ype3 OTXBBbPJISHE,
npeJiaTeJICTBO Ha ILeHHOCTUTe, MpoBb3raaceHH oT 3amaga: CBob6oja,
PaBencTBo, bparctBo, YoBewku [IpaBa ¥ T.H. ..Id1aTa Tasu NpolaraHja Ha
HOBHUTE UMIIEPHUHU...

OTcTpaHaTaHaIpHeMalloTO HaceJeHHe UMa MOGUIN3alisi HAaKTUBHOCTTA
M COJIMJJAPHOCTTA, KOSITO Ce HaJiura Cpelly 3aKoHa, 3abpaHsBall moMor] 3a
6exxaHuTe. BbB @paHLus ToBa ce Hapuya NPeCThIVIEHNE HA COJUIAPHOCTTA.
Hanpumep akTUBUCTUTE, KOUTO NPUIOTABAaXa UM TPAHCIOPTHUPAXa, JIeKyBaxa
WJIM XpaHexa OeXXaHIUTe, 651Xa ChAEHU U MOJIyYnxa MPUCHIU.

HmenHo Tyk oTkpuBaMe mMuTa 3a JIOBOBTA Ha Opdeit kbM EBpuauka -
J1060B, KosATO ro Tiacka kbM CMEJIOCTTA na usBeje Jiro6uMaTa CU OT aja,
pUCKyBaWKHU *KUBOTA cU. Tasu cMmesiocT e akT Ha HE[IOJYWHEHUE, B Hawmus
CJly4yall - Ha rpak/IaHCKO HeNOoJYUHEeHHe, 3al[0TO TOBA € HAYUHBT, 10 KOUTO
0OBUHEHHUTE U OChJeHU aKTUBUCTU 065ICHSABAT JI€HCTBUSATA CH.

Opdeil e Ha cTpaHaTa U Ha /jBaTa 6psra, Ha CTpaHaTa Ha OHe3H, KOUTO ca
OCTaHaJIU B pOAMHATA, U HA CTpaHaTa Ha OHe3H OT IpyueMallyTe CTPaHU, KOUTO
Ce 0Ka3BaT ,U3rHaHU OTBbTpe”!. /lIoKaTO MUTPAHTUTE Ca ,BbHIIHU U3THAHUIIN,
Te mpueMaT obpasa Ha Ofucell Mex/ly pe3urHanusTa U cBo60/jaTa, ¢ LsaTa
CBBKYIIHOCT OT OIIMTH, KOMTO T'M OYaKBaT IO CKUTAJ4YeCKUTe II'bTEKU Ha
M3rHaHUYeCTBOTO (pa3npaBUH, IPeMHUHaBaHe Ha TPaHUIM, po6CTBO, CMBPT),
Y aKo Te3{ ONUTHU Ha IpexoJia ca Beye MUHaJIO, TO IIpeJ; TAX BCe Olie ocTaBaT
W3KJIIDYBAHETO U OTXBBPJISTHETO.

@urypara Ha Opdeli Moxe fja 6bJle BUASHA U KaTo GUTypa Ha YyXKZAeHela
B COOCTBEHaTa My CTpaHa, B MUTApPCTBAaTa Ha OLEJSBAHETO, B KOUTO CTOHU
BBIPOCHT 3a JAPYTUS u 3a nomakuHa (3a TO3H, KOUTO GMBA MPUET, U 3a TO3H,
KOHWTO mpueMa, Ha ppeHckM Aymata e egHa — HOTE). OkcuMopoHHa Bpb3Ka
CBbp3Ba /IBETe IMOHATHUS U CPAaBHEHUETO [aBa HOB NPOYUT, NPEOCMUCJIsSIHE
Ha MHUTa, TO TJIACKa KbM 06110 pa3bupaHe 3a efHa crojesieHa ucropus. Tasu
Te3a MOXeM Jja pa3yeTeM HallpUMep B CTPYKTypaTa Ha elUH OT I'bTENHCUTE B

1 Cesion Ainst M6eMmobe.
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,DEJIeXKHUK Ha eIHO 3aBpblllaHe B pogHaTa 3eMs” oT EMe Ce3ep uiu B ,[lecHu Ha
csaHkaTa" ot Jleonosiy Cenap CeHrop, KbAeTo 3arybaTa Ha cebe CU e OlrcaHa U
KaTo NpepakJjaHe ype3 AUAJIOT U Ype3 CbBMeCTHa paboTa Mmpe3 MUTA.

B HocTasirusiTa Mo poAHaTa 3eMs, B IPEXUBSIBAHETO HA JBOWCTBEHOCTTA
Ha Bpb3KaTa C MalKaTa 3eMsl peJiilia MUCcaTeIu IPeMUHABAT OT y4y/[BaHETO
KbM HWHTEPUOpH3aNMsATA HAa W3THAHHETO, TEKCTOBETE UM CBHIbPXKAT Ta3u
¢durypa Ha OKCHMOpPOHA: OT YepHATa I0e3us, Ipe3 pOMaHUTe 3a appUKaHCKaTa
HE3aBUCUMOCT, 10 MOJIEPHUTE POMaHU.?

Taka Te apTUKyJupaT ToBa HampexeHue Mexay CBoeto u /[pyroto.
Hecnoco6HM [a ycTaHOBSAIT Bpb3Ka Ha pPABEHCTBO, Te He KasBaT JAaju
WepapxusiTa MexAy ,TYK‘ W ,TaM“ e MO3UTHBHA WJMU HeraTUBHA U JAajH
W3THAaHUETO He e KaTaJM3aTop 3a paspyllaBaHeTO HAa BCUYKHU WJIIO3UH U
O4YapoBaHUS.

TyKalHOTO ¥ TaMOLIHOTO Ca B OMO3UI[Hs], TAMOIIHOTO € B HallpeXXeHHue C
TYKAlIHOTO — HAaINpPeXXeHHe, KOETO U3pa3siBa U CJA0KHOCTTA Ha JIBUKEHUETO
oT ,TaM"“ 710 , TYK", KaTO IPH TOBa MUMHKPHUPA CJI0KHOCTTA Ha IIbTA OT ,TaM”
no ,Tyk" ToBa HampexeHUe Cb3/jaBa ePeKT Ha pa3K'bCBaHE MEXAY MaMeTTa 3a
,TaM"“ M Ta3n 3a, TYK" M U3roBaps CpelaTa c eJMH y4yBall| CBAT, 6€3 OpUEHTHPHU.
CBUETENAT CTaBa ICHOBU/IEL], OKOTO, KOETO BMK/Ja 06EKTa, 3a KOUTO Ch/JIH, €
W3/JJUTHATO, JaZIEHO MY € ZIa OTKpUBA CKPUTHU peasHOCTU. M30611M4aBaHeTo ce
M3B'bpLIBA Ype3 eJHA aKI[eHTUPAHA [IPe/ICTaBa 33 OYUTE: YAUBJIEHUETO B OUHUTE
Ha 6eXXaHIUTe Cpelly VIyABAaHEeTO B OYHUTE Ha 3anaJHsAUTe. U3rHaHHeTO Beue
He e Mpo6JieM Ha MeCTHHS YOBEK MJIM Ha YOBEKA OT ApyraTa KyJaTypa, TO CTaBa
npo6JieM Ha cebe CH ChC cebe CH.

OnuThT Ha MUTpaHTa 0OOraTsiBa ONKTAa Ha 3amaJHUs YOBEK B MOMEHTA,
B KOHTO HaB/IM3a B MOJIETO Ha JIUTEPATYpPHOTO TBOPYeCTBO. B MoMmeHTa, B
KOWTO MPUMKaTa Ha 3amaZiHUs CBST Ce CTeTHe, ycTaTa Ha MUTPaHTA Ce OTBaps.
OcTaBa A2 BUAMM JJaJid HETOBUTE JAYMH MOTaT Ja ObJAT YYTH, WIH 1lie ObAaT
JNMCTAaHIIMPaHHW, OTpPeYeHH U OTXBBbpJIeHU. M ToraBa MoKeTe Jja 33ajJajieTe
BBIIpPOCa 33 AOMUHALMATA B JIMTEPATypaTa, KbJAETO MUCATEJUTe W3THAHUIU
HAMAT JOCTaThYHO MOIHA MeXaHHW3MH Ha BJIMSIHUE, 32 JIa MOJJKOMAST YCIElIHO
OCHOBHUTE Ha BJIACTTA (BKJIIOUUTEJHO KyJITYypHATa) Ha 3anaza.

2 Makc Bera PuTep, ,A/DKUPCKH J1e6aTH U BbOOpaXKeHUs "
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[lucaHeTo oTpa3siBa OPOHBAHETO HA €/IMH KUBOT, IOCTOSIHHO MO6EX/1aBaH
OT MOMEHTHTE Ha BBTpPEIleH MOHOJIOT. B pe3ysTaT OT U3THAHUETO, U J0pHU
caMO OT U3THAHMUETO Ha e3MKa, Ha Te3W IUcaTesJu UM OCTaBa Ja paboTdAT B
pexxuM, nomob6eH Ha To3W Ha [los CesraH, KOUTO U300pETSABA €IMH HOB €3UK
Ha Tpayp - e3UK, eJHOBPEMEeHHO YHUBEpCaJeH U IpeJesHO JU4eH. B Tasu
Bpb3ka Kiaynuo Marpuc nuumie: ,lleceH OT €KCTPEMHUTE HU3MepeHHs Ha
opdu3Ma, KOSITO ce CIyCKa B HOIITA U B LIAPCTBOTO HAa MBbPTBUTE, KOSATO Ce
pa3TBapsi B HEONpeJiesieH, )KU3HEHOBaXKeH ThTEH U pa3buBa BCUUKU GopMH,
JIMHTBUCTUYHU U COI[MAJIHHY, 32 Ia HAMePH AyMaTa — MaruyeckaTa AyMa, KosiTo
oTBaps BpaTaTa Ha McTtopusara“
18.12.2017

110 CJIEAUTE HA TPAKUTE

CbpLeTo Ha e/iMH KOH OUe B cKaJlaTa

OT BpeMe Ha BpeMe BIK/aMe 10 pb0a Ha I'bTs
kadsB KOH

cTapa HabJloiaTe/THUIA Ha II'bTELIeCTBUETO
Ha KpUJIETe Ha JIETeH/UTe

[0 MeCTaTa Ha FepouTe

CbpLeTo Ha e/iuH KOH OUe B CKaJlaTa

OT BpeMe Ha BpeMe BIK/laMe 1o pbba Ha Mapuua
641 KOH

JII0OOBHUIMTe Ha MJaJiaTa JleBa

OyHHaTa 3eJleHMHA

CKpHBa JII0O0OBHUILIUTE

CbpueTo Ha e/JUH KOH OUe B cKaJaTa

OT BpeMe Ha BpeMe BIJK/IaMe B IJIaHMHATa
OsICHaTa KOOHUJIa,

KOSITO LlapeTe XBBPJISJIH CPELLY YYK/[03EMIUTE,
HaGJIMKUIYU TPAaHULIUTE

CbpLeTo Ha eZiH KOH GMe B cKaJlaTa

OT BpeMe Ha BpeMe BIXKJaMe BBTpPe, B TPaHUIIUTE HA LLAPCTBOTO
aHTUYHA duUrypa

Ha pa36byHTyBaH KOH,

KOMTO pUTa Cpelly TUPaHUATA
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MaJiko cjieir OCBEH MMeHa Ha IJIaHWHH, PEKH, Xopa

Mapuua, JleBa...

0OpPOYHHM MJIOYU HA CTapUTe TPAKUKUCKU OGOTOBE

CTAaTyU HAa KOHHHUIHU

>KeJie3HU 6pajiBU, GPOH30BH 3B'bHIIM, MOHETHU

Ho cbpueTo Ha eUH KOH GHMe B CKaJaTa...

HsikoJ1Ko cjiein OCBEeH rpOGHUTE MOTHUJIU U YKPENeHUTe KyJH, U rpoba

Ha 1apsi Ha OJIPUCHUTE,

KBbAETO Oole 6UaT CbpllaTa Ha KOHETE 110 CBE€T/INMHATA Ha CBETKABULIUTE

BATHPBT HA ‘-IepHo MOpe NpUuurxja

U CTOIlJIA Bb3JyXa, KOWTO ce HaJura cpely CBeXXud BATHP Ha IIJITAaHUHHUTE,

KOUTO C/1M3a B I0JIMHATA
CBellleHa TepUTOpPHUS

MucTtepusTa Ha TPAKUTE
Excras u TaiiHa
Bb3Topr u obuieHue
bueHe BbB cKaJiaTa

3emMs u CarbHIE

Tano v gyma

6e3cMbpTHE

6UAT B CKasIaTa

CbC CbPIETO HA €JJUH KOH

Y BEYHOTO Bb3paXK/JaHe

Ha cMHa Ha Heb6ecaTa Opden.

OoHe B cKaJiaTa...
BHUHAru 6ue B cKaJjaTa...

CbC CbplaTa HAa KOHETE U TPAKHUTeE.

[lnoBauB, bbarapusa. 14 Mai 2018
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Nicole Barriere
(France)

Born in 1952, in Saint-Babel, France. Poet, writer and translator. Actively engaged
with the problems of women and peace. Defender of Francophony and endan-
gered languages and cultures. Member of the Society of Men of Letters, the House
of Writers and the International Association of Literary Critics. Prizes: European
Grand Prix of the “East — West” Festival, Romania, 2010; “Simone Landry” Prize for
Female Poetry, France, 2011; Honorary Award for Lifetime Achievement, Lebanon,
2011; International Poetry Prize “Don Luigi Di Liegro”, Italy, 2014; the Poetry Prize
“Menada” of “Days of Naim”, Macedonia, 2016.

ORPHEUS, A FIGURE OF EXILE IN CONTEMPORARY
LITERATURE?

There are several versions of this myth. However, in all the variants, the main
elements remain. Orpheus, the son of the Thracian king (or river god) Oeagrus
and the muse Calliope, received from the hands of Apollo, who taught him the
magic of words and poetry, a lyre with seven strings to which he added two, thus
reaching the number of Muses.

The nine strings correspond to the nine Muses and thus symbolize the
totalizing aspect often associated with Orpheus. Singing with his lyre, Orpheus
charmed gods, mortals and animals.

It was through the union of his words and his music that he rescued the
Argonauts from the captivating song of the sirens. Orpheus symbolizes,
therefore, the power of emotion and seduction, conveyed by music.

In this first part of the myth, which sees in Orpheus a master of the sung
word, there is a second component superimposed, which is probably more
famous than the first one - the story of love or seduction.

Orpheus was the young husband of Eurydice. However, on their honeymoon,
the hero Aristaeus started chasing Eurydice. In her attempt to escape, the young
woman was bitten by a snake. She died. Orpheus went down to join her in the
realm of the dead, in order to snatch her from hell.

His voice seduced the infernal powers that let him take Eurydice on the
condition of not turning back to look at her before reaching the exit of hell.

Orpheus, unable to respect this ban, finally lost Eurydice, as he turned back
to help her at a dangerous bit of the path.

Thus Eurydice died a second and last time. Overwhelmed and inconsolable,
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Orpheus retired to live with the animals that his song kept attracting. The
Maenads, though, threw themselves upon him and tore his body into pieces,
because he had disdained the love of the women of Thrace. Another version
claims that he died as thundered by Zeus for initiating men to divine mysteries.

I would like to share with you the associations with our present history,
which this myth inspires in my mind, concerning the situations of exile of
“refugees” who arrive on the European shores: Greek, Sicilian or Spanish.

Young people from Syria, Afghanistan, Iraq and Africa are fleeing war and
misery. [ do not dwell on the responsibilities of Western governments, but I will
just mention what Jean-Paul Sartre already pointed out in his preface “Black
Orpheus” of the Anthology of the New French Negro and Malagasy Poetry by
Léopold Sédar Senghor:

What did you expect, when you removed the gag that closed these black
mouths? That they would sing you praises? Those heads that our fathers had bent
to the ground by force, did you think, when they would get up again, that you
would read the adoration in their eyes? Here are standing men watching us and
I wish you the pleasure of being seen. For the white man has enjoyed for three
thousand years the privilege of seeing without being seen; that was pure gaze, the
light of his eyes drew everything from the native shadow, the whiteness of his skin,
it was a still glance, condensed light.

So it is neither the myth nor the exile that [ want to deal with here, but the
possibilities that the current situation opens up. Situations of exile arise from
the incoming literatures in dialogue with the literature of the host continent,
because the “migrant” refugees who approach the shores of Europe, no matter
what their origin is, challenge people, writers and artists, to witness their
situations: lived, reported, mythified. This is not anything new in literature.
Marcel Camus has adapted the Orphic myth in Opheo Negro, Alberto Moravia
- too, and even Jean Genet who describes so well the situations of exile of the
marginal (the assassin, thief, domestic, Negro, etc.)

We are already far from the ancient myth that separates the body from the
soul. Since the body travels, it is no longer the body in internal exile, suffering,
experiencing grace or revelation. It enters the European continent. And this is
an exile outside - expatriates towards the new, towards the West supposed to
be a paradise or new Eldorado.

If there is homesickness, if there is sense of strangeness to arrive on
unknown shores - the new refugees have the opportunity to get in touch with
other cultures, other civilizations, and also to get acquainted to new situations
that their compatriots, left behind, do not know. The latter ones rather
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resemble Orpheus who stays on the edge of the threshold, while their “migrant”
compatriots represent Ulysses, the performer of the initiatory and symbolic
journey that sometimes leads to death.

This is a geographical exile, they become aware of it by the rejection, the
betrayal of the values proclaimed by the West: Liberty, Equality, Fraternity,
Human Rights, etc. ...all the propaganda of the new empires...

On the side of the host populations, there is a militant and solidarity
mobilization that runs up against the law prohibiting aid to refugees. In France,
it is called offense of solidarity. For example, activists who have sheltered or
transported, treated or fed refugees are tried and sentenced.

This is where we find the myth of Orpheus’s LOVE for Eurydice, that pushes
him to an act of COURAGE - to get his beloved from hell at the risk of his own
life. This courage is an act of disobedience, here - of civil disobedience, because
it is thus that the accused and condemned militants justify their action.

Orpheus is on both sides of the shores, on the side of those who stay in the
country, and on the side of the host countries - “exiled from within” . While the
migrants - “exiled from outside”® - take the figure of Ulysses, between resignation
and freedom, with the sum of trials that await them on the wandering paths of
exile (passages, crossings, slavery, death), and even if these crossing trials are
past, those of exclusion and rejection still await for them.*

Thus one sees the figure of Orpheus as a stranger in his own country, in
these operations of survival where the question of the OTHER and of the host
(the one who is welcomed and the one who welcomes bear the same name in
French - HOST).

An oxymoronic relationship links the two terms and the comparison gives a
rereading of the myth. It invites a common recognition of a shared story, as we
could read in the structure of an itinerary in the Notebook of a Return to the
Birthplace by Aimé Césaire, or in The Songs of the Shadow by Léopold Sédar
Senghor, where the loss of oneself is described also as a rebirth through the
dialogue and the joint work of the myth.

In the nostalgia for the native land, in the ambiguity of the relation to the
mother earth, writers pass from astonishment to interiorizing the exile. The
texts contain this figure of the oxymoron: from the poetry of blackness, through
the novels about African independence, to the modern novels.

Thus they articulate this tension between the Same and the Other. Unable to
establish a relationship of equivalence, they do not say whether the hierarchy
between here and elsewhere is positive or negative, or whether exile is not the
catalyst for all disillusionment and disenchantment.

Here and elsewhere are in opposition, elsewhere is in tension with here -
tension which expresses the completion of the movement from elsewhere to

3 Selon Achille Mbembe.
* Max Vega Ritter, “Débats et imaginaires algériens”.
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here, besides the completion of the trip from elsewhere to here keeps mimicking.
This tension creates an effect of rupture between the memory of elsewhere and
the memory of here, and pronounces the meeting of a surprising world, without
landmarks. The witness becomes a clairvoyant. The eye which sees the subject
to be judged is now raised, it discovers hidden realities. The denunciation is
done by a nested representation of the eyes: the amazement of the eyes of the
refugees before the astonishment of the eyes of the Westerners. Exile is no
longer a problem of oneself in his/her homeland or of oneself in the foreign
culture, it becomes a problem of the very self - a problem of oneself with itself.

Migrant’s experience renews Western experience, as soon as it enters the
field of literary creativity. As soon as the loop of the Western world closes, the
mouth of the migrant opens. It remains to be seen whether the migrant’s word
will be heard, or it will be put at a distance, denied or rejected? And one can
then ask the question of the dominance in literature, where the writers of exile
do not have powerful enough forces to undermine victoriously the foundations
of Western power (including the cultural one).

Writing reflects the crumbling of a life which is being constantly defeated
by moments of inner monologue. As a result of exile, and even only as a result
of the exile of language - it remains for these writers to operate an approach
similar to that of Paul Celan who invents a new language of mourning that is
both universal and irreducibly personal. In this respect, Claudio Magris wrote:
“a song to the extreme limits of Orphism, that descends into the night and into
the realm of the dead, that dissolves into the indistinct vital murmur, and breaks
all forms, both linguistic and social ones, in order to find the word, the magical
pass that opens the prison of History”.

18.12.2017

47



48

IN THE TRACES OF THRACIANS

The heart of a horse beats in the rock
from time to time, we see by the roadside
a brown horse

an old watchtower of the trip

on the wings of the legends

within the hero’s reach

The heart of a horse beats in the rock

from time to time, we see on the edge of Maritsa
a white horse

a lover of the young Deva

in the big foliages

hiding the lovers

The heart of a horse beats in the rock
from time to time, we see in the mountain
a wild mare

that kings threw against strangers

who approached the borders

The heart of a horse beats in the rock

from time to time, within the borders of the kingdom,
an antique figure

a horse rebel

kicking against dominations

Few traces apart from names of mountains, rivers, people
Maritsa, Deva...

votive tablets of the old Thracian gods

riders’ statues

iron axes, bronze bells, coins

But the heart of a horse beats in the rock...



Few traces apart from the tumuli, the fortified towers and the tomb of

the king of the Odrisses

where still beat the hearts of horses under the light of flashes of lightning

The wind of the Black Sea blows

and warms the air which rises towards the fresh air of the mountains

falling in the valley
Sacred territory

Mystery of the Thracians
Enthusiasm and secret
Ecstasy and communion
Beat in the rock

Earth and Sun

Body and soul

Immortality

beat in the rock

with the heart of a horse
and the eternal rebirth

of the celestial son Orpheus.

it beats in the rock...
it always beats in rock...

with the hearts of horses and Thracians.

Plovdiv, Bulgarie. 14 May 2018
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[Tos1 /luvraapa Jamraapn

(Janus)

PoneH npes 1977 B PaHgepc, AaHua. usee n pabotn B Aapxyc. 3aBbpluBa
BM3YaZIHW WM3KYyCTBa M obuwecTBeHO obpasoBaHMe. YumTen no [aTCKM e3MK U
BM3YyasIHW U3KYCTBA. M3ABABA ce KaTo MoOeT, cBbp3aH ¢ LleHTbpa 3a utepatypa
B Aapxyc. HeroBu cTuxoTBOpeHMA ca nyb/MKyBaHM B HAKOMKO CKAaHAWMHABCKM
aHTOMIOTMN U B [ATCKM cObopHMUM € noe3usa. YyacTBan e B MexayHapoaHus
noetnyeckn eectmsan ,[AHn Ha Hamm“ — 2017 B TeTtoBo, MakegoHus. Moesuata my
CbAbprKa PparmeHTapHM 06pasu, WPUXMPALLN PA3ANYHM Bb3NPUATUA M YyBCTBA.
CbHOBMAEHMA Ha rPaga U MUCHATA.

MUT, UBKYCTBO U ®PUT'YPA
Haii-Tomsin mo3JpaBM Ha BCHYKH, JOILJIM Ha ['bPBOTO H3JlaHHE Ha
MeXxayHapoaHus dectuBan Ha moesusaTta ,Opded” - IlmoBau 2018. Hue

BCUYKHU M BaMe OT 0JIM30 U Jlajiey, 3a Ja 0TOeJIeXKUM TOBa I'oJiIIMO ChbOUTHE.

kekok

JpeBHuaT mut 3a Opdeli 1 EBpusivKa e UCTOpHsS 3a JIIO60BTA, CMBPTTA U
BJIIOGEHMTe Ha IPaHUIATa Ha pasjsiaTa. B camus JleH Ha HEKOHCyMHpaHaTa
cBaT6a EBpu/ivKa yMUpa OT yXalBaHeTO Ha 3MUs, JJOKATO THYa IPe3 MOJISTHUTE.

Opdeilt 6un HaW-BeJIMKHUAT CpeJi TPaKUMCKUTe INeEeBLIM, a CUJaTa Ha
M3KyCTBOTO My GHWJIa T'bH roJsisiMa, Ye ycIisija Aa MOJJI0KH Ha MPOMsHA JJ0pH
npezonpesieseHaTa CMbpPT Ha JjwobuMara My. EBpuanka 6usa BbpHaTa Ha
Opdeli, HO nMpH efHO YCI0BHE, HAJIO)KEHO My KaTO Ha YOBELIKO CBIIECTBO.
[To uesus wbT Ha U3JaM3aHe OT LlapcTBOTO Ha MBPTBUTE TOH He Tpsi6GBAIO Aa
noryiex/a Hasaz KbM EBpH/ivKa, HHa4Ye Ha MUTa LIt 1a s u3ry6u. C Hazexgara
MI0-CKOPO Jla ce U306aBU OT KOIHeXa CH obade TOH ce 0G'bpHaJ M NMPOTErHasl
pbKa KbM Hesl — U IOKOCHAJI CaMo TPa3HUs Bb3yX.

Opdelt nmpuHajexy Ha BeJHUKHUTE MHUTOBE, C KOUTO BCHUYKM HHE, IO
LeJiusl CBAT, Ce YyBCTBaMe CBbp3aHU. MUTOBe, KOUTO Ca YHUBEPCAJHHU, HO U
BKODEHEHHU B JIOKaJIHUTe KYJITYPH, Ha KOUTO NPHUHAANEXUM. MUTOBeTe KaTo
YacTH OT e3MKa Ha POAMHATA; II060B KbM CaMUS €3HK.

JaTckusaT unoctpaTop U rpaduk, XyaoKHUKBT [lane Huscen (1920-2000)
e NpoBb3IJIaceH 3a eJUH OT MalicTopuTe Ha XX Bek. Tol pucyBa nopesuua oT
TBOpOU no MuTa 3a Opdeit u EBpuauka. [I'bpBara vact, ,Opdeii u EBpuauka’,
BKJIIOYBA 53 JINHOTPABIOPH U 3a IP'BB II'BT U3JIM3a 0] GopMaTa Ha KHUTa Ipe3
1959. Te3u KapTHHHU NMOKA3BaT yCJOBUSATA HA KUBOT M 3aIlJIAXUTE B HOBATa
TexHU4YecKa epa. ToBa e eZIMH OIUT Jia Ce TOKaKe MOZEPHUAT CBSAT, U3/IA3BJ
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OT KOHTpOJI, U eJlHa aTMocdepa Ha obpedeHOCT moA dopMaTa Ha rpajcka
apxuTekTypa. B, Opdeii u EBpunuka“ Opdeii e 3aTBOpeH B rHEBA U OTYASTHUETO
cH, 06ceGeH U CTPACTEH, TOM ce IBIXKU K'bM 1eJITa. B Hero HsMa HUIIO APYyro
OCBeH elUHUSA cTpeMex. /Jla JocTurHe 6pera Ha LlapcTBOTO Ha MBPTBUTE U ia

crnievesiv EBpuinka 06paTHO 3a XKUBOTA.

®uryparta Ha Opdeli e YOBEIIKO CHIIECTBO B JBIKEHHE U PEIEHO Ja ce
JIBIDKHY; JINYHOCT, JJIOKOCHATA OT 3araZJKUTe Ha ChlIeCTBYBAaHETO U HECIIOCOGHA
Jla Ce OTKaKe OT BspaTa CH B YOBELUIKUTE BB3MOKHOCTH, HaZCKadallyd

BBb3MOXHOTO.

,Pewenue” I[lase Huicen, ,Opgpeti u Espuduka” - nspea uacm, 1959.

OP®EN

['paBUTaLMsTa MU He € TOBA, KOETO Gellle,

cera, KoraTo CbM KaTO CEe30H MPOMEHJIUB.
CJII1I0 IETHO — KOTaTO 3aroBopsl.

BbpTs ce KaTo MmJoLIa/| BbB Bb3AyXa,

YUUTO POHEIIH Ce NMPH pellleTKaTa bIIx

ca CMUCbJ 6€3 KOHTpPOJI.

JIBI>KeHH e 0KOJIO yrKaca.

Herro 1mie ce cpuHe, mpejd OTHOBO [1a Ce MOSIBH.
[IpocTpaHCTBO, BCe Ollle HECH3/1aZlEHO.
M3kauBaM X'bJIMa K'bM Hal-0JIU3KOTO
CBIIECTBO, Kb/IETO MOCJeJHUST BEK I0Ka3Ba BT

KaTO U3TbPKaHa CTpeJiKa BbPXy aC(l)aJ'[Ta MeXAy KbIIHuTe.
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Poul Lynggaard Damgaard
(Denmark)

Born in 1977, in Randers, Denmark. Lives and works in Aarhus. Graduated Visual
Arts and Social Education. Teacher of Danish language and visual arts. His poems
are published in several Scandinavian anthologies and Danish poetry collections. He
has participated in the International Poetry Festival “Days of Naim” — 2017, Tetovo,
Macedonia. His poetry contains fragmentary images stroking various perceptions
and feelings. Dreamscapes of town and mind.

MYTH, ART AND FIGURE

My warmest regards to all who gathered here in connection with the first
edition of the International Poetry Festival “ORPHEUS” - PLOVDIV 2018. We all
come from near and far to celebrate this great event.

kekok

The ancient myth about Orpheus and Eurydice is a story of love, death, and
lovers in the borderland of parting. On the very day of the unconsummated
wedding, Eurydice died from a serpent’s bite, while walking through the
meadows.

Orpheus was the greatest of Thracean singer, and the power of his art was so
great, that it made the gods change their decision for the death of his beloved.
Eurydice was given back to him, however, on a condition imposed upon him as
a human beeing. During the ascending from the land of the dead, Orpheus was
forbidden even to glance at Eurydice, without immediately losing her. In the
hope for a quick release of his longing, he turned to reach for her, but touched
nothing but the empty air.

Orpheus belongs to the great myths that we all feel connected to, all over the
world. Myths, that are universal and to which we feel related to, myths which
we accept as rooted in the local culture where we belong. Myths as part of the
language of our homeland; love for the language itself.

The Danish illustrator and graphic artist Palle Nielsen (1920-2000) is
considered to be one of the masters of the 20th century. He did several works
with the myth of Orpheus and Eurydice. First part, Orpheus and Eurydice,
includes 53 linocuts and was published in a book form for the first time in 1959.
These pictures show life conditions and threats in a modern technical era. It is
an experience of the modern world out of control and an atmosphere of doom in
the shape of urban architecture. In Orpheus and Eurydice, Orpheus is enclosed
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in his rage and despair, focused and passionate, he moves toward a goal. He has
nothing but one intention. To reach the coast of the land of the dead and thus
win Eurydice back to life.

The Orpheus’s figure is a human being who is moving, who has made the
decision to move, a person who is touched by the riddles of existence and who
cannot deny his belief in human possibilities which go beyond the possible.

Decision. Palle Nielsen, Orpheus and Eurydice — part one, 1959.

ORPHEUS

My gravity is not what it has been,

when [ see myself as a changing season.

The blind spot when I speak.

[ turn around like a square in the air,

whose crumbling corners up a grid

is freed sense.

A movement around horror.

Something will fall before it will emerge again.
A room not yet created.

[ step up the hill towards the nearest

being, where the last century shows the way
like a worn arrow on the asphalt between the houses.
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Jlayc Ctpana6u Huscen
(Janus)

Jlayc CmpaHd6u Huncen (1944) e maructbp no nutepaTypHa uctopua (1972).
MbpeaTa My ctuxocbupka nsnmsa npes 1970 r. MocneagHata - Ndr det er markt,
bliver det lyst (CeemauHama udea 8 memHomo) — npe3 2016. Moesnata my e
npeBeXAaHa Ha UTAaIMAaHCKK, TYPCKU, aHTI/IMIACKM, UCNAHACKK, 6bArapcku, anbaHckm
N MaKedoHCKW. YneH e Ha My3uKanHata rpyna Extension Trio (c Met Ctur HunceH —
nunaHo, u [xelikbb Puiic - nanton). MbpeuaT um anbym ,,Pd bunden af fordret” (Ha
0vHOMO Ha nposemma) nanunsa npes 2013 r. CbabprKa CTUXOBE OT KHUraTa Hvis der
ikke er sandstorme, sd er der nok noget andet (Ako HAMa nAacv4yHa 6yps, we uma
Heuwjo Opy20) U My3uKanHu umnposmsaumu. Mpes 2004 r. HUACEH ce NEHCUMOHMPa
KaTo npenogasaTen B Konex B KoneHxareH v meee BbB ®aabopr — Ha oxKHUA bpar
Ha OuH.

MOTPEIIHOTO PASBUPAHE HA OP®EWN.
INOJIYYABAIII KAKBOTO YYBAIII.

Cnoped Po6spm [petisc ,cmspmma Ha Espuduka om 3mulicko yxansaHe u
nocsaedsaaussm Heycnex Ha Opgbell 0a 51 8spHe npu ceemauHama (...) usaaesxicoa
ca nozpewHo u3gedeHU om KApMmMuHU, KOUMO u306paszseam nocpewaHemo Ha
Opdgeti 8 Ada, kedemo Hezosama My3uka naeHuaa 6o2uHsma-amusi Xekama uau
Aepuona (,sspocmHa epumaca ) da dade cneyuaiHu npuguie2uu Ha 8CUYKU OyUlU,
noceemenu 8 Opguueckume mucmepuu, u om dpy2u KapmuHu, u3obpasssauju
Juonucuti, yutimo sicpey 6usa Opgoetl, da cauza 8 Ada, 3a da mspcu cgosima Maiika
Cemena. Xepmeume Ha Espuduka ymupaau om 3Mulicko yxaneaHe, a He ms
camama.”*

C Apyru AyMH HaW-uU3BeCTHaTa - 3a MHO3WHA €/[MHCTBEHATa U3BECTHA —
yacTt oT MuTa 3a Opdeli e B 0CHOBaTa CH MOTPEIIHO pa3GupaHe Ha HIKOJIKO
kaptuHu! KoeTo o3HauyaBa, ye MOTrpelIHOTO pa3bupaHe He € BUHArud Hau-
JIOIIUAT BUJ, pa3bupane. U He3aBUcHMO faju ['peilBc e npaB WM He, TOBaA €
KpacHBa WJIIOCTpALs, Ye MUTBT KUBee B HAIIUTe pa30UpPaHUs U MOTPEIIHU
pa36upaHusi U HUKbJE ipyrajie. Hue, moeTuTe, Xy/j0:KHUI[UTE, KOMITIO3UTOPUTE,
MY3UKAHTUTE, YIEHUTE, YUTATENNUTE, CAYLIATETUTE, 3PUTEJIUTE, HUE BCUYKU
Cch3ZlaBaMe U TMOAJbpXKAaMe BeJUKHWTEe MUTOBe U B ciaydas c¢ Opdeit cme
CBBPLIMJIM T06pa paboTa.

OpCIJEEBI/IHT MUT - KaAKTO IO II0O3HaBaMe - H306pa3ﬂBa CuhJjiaTa HJIH
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npeznoJiaraeMaTa CuJia MM KeJaHUeTO 3a CWJla Ha Moe3usiTa U MysHKaTa.
ToBa cbC CUTYpHOCT rOBOPHU Ha MOETHUTe, My3HMKAaHTUTe U JIIOOUTeJUTe Ha
noe3usaTa U My3ukara. Uyzecata U Tparejusra Ha noesusaTta U My3ukarta! Ho
TOBa € CbILI0 U TpareAuss OT MHOTO OCHOBEH BH/JI, U300passaBalia JIl060BTa
Y MHOro 6JIM3KaTa, HO BCe NaK HeBb3MOXKHA No6eJia HaJl CMBPTTA, KOETO CH
npe/CcTaBsM, 4e TOBOPM Ha 4YyBCTBaTa Ha Bcekd. Ho uma u moBeye. MUTBT
3a Opdeit He e camo 3a JIIOGOBTA, MOE3USATA, KUBOTA U CMbPTTA. TOH € ChIIo
3a HaUIUMTe HaW-BaXXHU CETUBA, 3peHUETO U cayxa. Toi u3obpassBa 3BYLH U
KapTUHU — He caMO KaTO CPe/CTBO 3a 0OllyBaHe, HO KaTO *KU3HEHOBaXHU
YacTH OT CTPYKTypaTa Ha HapaTHUBa: OYUTE U YUIUTe Ha yYaCTHULUTE UTPasAT
OCHOBHA poJid B MHUTa. BCbIHOCT MOXe Ja ce TBBPJAH, Ye pellaBalloTo
JlelCcTBYE B MUTA e TParu4HUAT U360p MeXy c/yXa U 3peHUEeTo.

Cusata Ha Opdeli e cunaTa Ha 3ByKa. ToBa e 3BYK'bT HAa HeropaTa IMeCeH,
KOSITO OMaiBa BCEKH M BCUUYKO: X0Pa, UBU *KUBOTHH, J'bPBeTa U CKaJly, J0pHU
TBMHUTE CUJIM B 3eMfATa Ha MbpTBUTe. CaMuAT Xajec e TO3M, KOWTO 4yBa
HeropaTa IeceH W My paspeliaBa Jila BbpHe EBpujauka B ropHus cBat. U -
O0THOBO criopef, I'peliBc - My3ukaTa Ha Opdel e Ta3u, KOSTO NPaBU Bb3MOXKHO
EBpuzuKa jja ro cjaejiBa npes ThMHHUHATA.

3aToBa mbpBUAT OT CoHeTuTe 3a Opdeit Ha Puiske Die Sonette an Orpheus -
e/lHa OT HaW-CUJIHUTE U351BU Ha OpdeeBaTa TpaJulys B eBpolelicKaTa noe3ust
- e U3LsJI0 3a cayliaHeTo, onrcBaly Opdel, KolTo cb3naBa “Tempel im Gehor”:
XpaM Ha C/IyIIaHeTo Ha Merl3axa U )KUBOTHHUTE.

U Bce nak, oueBUAHO caMusT Opdelt u3bupa BUKJAHETO MpPeJ, CAYLIAHETO.
To#t 61 Morba ga cayiua keHa cu! Toil 6u Morba Aa ¥ roBopu: ,Tam ju cu?
MHoro 6siu30 cMe. Mora aa BuAs cBetTinHaTta. Jobpe su cu?“ TakuBa Helia.
Ho He. To#i Tpsi6Ba Aa 51 BUXK/JQ, IPOKJIETHUAT IVIyNaK, UM TPsAOBa JIM Ja Kaka:
TParu4yHUAT repoy. 3aio TpsA6Ba Ja HapaBX TaKa TON?

Pas6upa ce opdudeckaTa TpaAulus pasKa3Ba pasJUYHA BEpPCHUH HA
MCTOPUSATA M TaKa JlaBa pas3/IMuYHM OTTOBOpPHU. B omepara oT IUyk ce oTkpuBa
JIOCTa >KEHOMPA3Kus OTroBop, KbjeTo EBpupanka noxgruksa Opdeit pa s
NIOTJIe/IHE, 3a []a Ce YBEPH, Ye TOH 51 0614a U BCe ollle 1 HaMUpa KpacuBa. *

TyK — KAKTO ¥ B MHOT'O ZIPyTH UCTOPUH — C1aGOCTTA HA M'bXKa € MPUUYMHEHa
oT >keHara. B onepata Ha MoHTeBepu paTaJHUAT U3060p € MHOTO IOBeYe KaTo
NpOU3LIECTBHE, a ThJIKYBAaHETO My OT EBpU/IMKa € UICTUHCKY TparuyHo: ,I'y6ui
Me 4Ype3 TOJIKOBAa MHOTO Jito60B?“* OnpejesieHo nmpeanodyntaM MoHTeBepAr
npes [Iyk, HO HE3aBUCUMO OT TOBA He MUCJIsI, Ue Te3H OTTOBOPHU Ce HYXKJASAT
OT MOBeYe YTOYHSIBAHE OT HAC, HACTOSIIUTE HACTOUHHUIM HA MUTA.

UckaM fga mopyepTasi YeTHPU OTrOBOPA, KOUTO HAaMHpaM 32 MHTEPECHH.
OueBUJIeH OTTOBOp € 3a JIOTMKATa Ha pa3kasa. B mpuKasKuTe U MUTOBETE
€/JMHCTBEHOTO MpPaBUJIO, KOETO He TPsiOBa Jla Ce HapyllaBa, HEM3MEHHO lie
6'ble HapylleHo. HapyliaBaHeTo Ha MpaBUJIOTO Cbh3AaBa UCTOpUsATa. U Moxe

55



Jla ce criopy, ye pa6oTtata Ha Opdeii KaTo reHHaIeH apTUCT € HapyLIaBaHeTo Ha
npaBuJaTta. Pazbupa ce, npuaaraky J10cTa MoJepHa TeopHs Ha U3KYCTBOTO,
Ta3u Bepcus 3a Opdeli e aHAXPOHU3BM, HO He €a JIM BCUYKH?

Jlpyr o4eBH/IEH OTTOBOP €, Ye He e TOJIKOBA JIECHO Jla Ce CBUPU MY3HKa, Jja
Ce Iee U Jla ce pa3roBaps eiHOBpeMeHHo. KaTo noet/neBen/Mmy3ukanT Opdeit
MOXe Jla O'bJle CMUMBOJI Ha €/JHOCTPaHHATa KOMYHHUKalus. 1 MUTBT Moxe Aa
NpeJIOKH UIIOCTPAIMs Ha OTIACHOCTUTE OT €JHOCTPAHHOTO 06y BaHe.

TpeTn BB3MOXKEH OTIOBOp MOXe Jia O'bJile pasdcesiHocTTa. Ilog cTpec
CH CKJIOHEH Jia 3abpaBsill Hella. A He e JIM OCHOBHA XapaKTepHUCTHKA Ha
M0e3UsTa Jja Ce KOHLEHTPUPaLl BbPXy MOMEHTA KaTo Ce OMUTAlI JIa 3aCHUJINLI
NPUCHCTBUETO HA CBETA U TOETUYHHS 3BYK Bb3MOXKHO Haii-MHOT0? CeramHoTo
BpEeMe He € JI1 BbPXOBHOTO OETUYECKO BpeMe? Taka ye IOMHEHETO Ha IVIyaBH
npaBuja MoXe Cblo Ja He e jJecHo. (U BeposTHo Opdeit Ha MoHTeBepAH e
WJIIOCTpAllMs Ha TOBa.)

W Hakpad, »Ma o4eBH/JHO J0OpU IPUYMHU Jla CdUTaMe KJaCU4eCKUTe I'bPIyu
3a,X0pa Ha OKOTO" € 00110 PeAI0YMTaHNe K'bM BU3YaTHOTO CeTUBO*. B cBoETO
ece ,CBeviMHaTa KaTo MeTtadopa 3a uctuHarta" Xanc biaymen6epr nuie: ,3a
rpblKaTa MUCBJ LisjlaTa YBEPEHOCT € GW/a OCHOBAaHA Ha BUAMMOCTTA. (...)
JloroceT e c6rpKa OT BUASHOTO. 32 XepaK/IUT OYUTE Ca “IIO-TOUYHU OYEeBUJIU
oT ymure. (...) 3a r'bpLyTE ,UyBaHETO" e 6€3 3HAYEHH e 3a UICTUHATA U [TI0HAYaJI0
HeoOBbp3Bawo.” *

3aToBa MOXe /J]a ce OKaXe, 4e KaTo Tepoi B rpblKU MUT Opdeli e CKJI0OHEH
Jla IpeJIIoYrTa 3peHHeTo npeJ cayxa. M 4e Xazec 3Hae TOYHO KaKBO NpaBH,
KOTraTo MOCTaBsI CBOeTO daTasHO MpaBWJIO: TOW oTHeMa Ha Opdelt HeroBus
npeo6J/1afaBall M3TOYHHUK Ha 3HAHHE KaTO I'0 OCTaBs Ha CJISIO I0BepHe, a KOH
MOXe Jia Ce JOBepH Ha TOBA KaKBO CTaBa B II0J3eMHUS CBSIT.

B mo-mupoKHsi KOHTEKCT Ha eBpollelickaTa TpaAuI{s e MpPUeTo Ja ce
,[Jlef1a“ Ha 3peHUeTOo KaTo Ha OCHOBAH Ha CBU/IETEJICTBA, ,HayuyeH" U3TOUHUK Ha
3HaHHe, a CJIYX'bT KaTO HAUYKMH 3a MoJIyyaBaHe Ha aBTOPUTETA HAa TPAAULUATA.
Bue Bik/1aTe 3a ce6e cu, ChC COOCTBEHUTE CH OUH, HO YyBaTe iyMaTa Ha cTaparta
(111 He TOJIKOBA CTapa) MbJAPOCT B I'bpKBaTa WM 3aj1aTa 3a JieKiuu! B To3u
KOHTEKCT — KaKTO B IP'bLIKUS — CBET/IMHATA cTaBa MeTadopaTa 3a UCTHHA. ETo
3a TOBA CTaBa B'BIIPOC B ZiyMaTa ,IpOCBeTIeHHe",

Taka Opdeil kKaTo MoJiepeH CHMBOJI Ha Moe3usiTa OT, Aa KaxeM, [lecoa® u
Punke o Hacrosmus ¢ectuBasn B [110BAUB npe/cTaB/siBa eJleMeHTapHUTeE
CUJIM Ha MOETHYeCKHUs 3BYK - KaKBOTO U Jja e ToBa. Tol Cblllo pe/icTaB/IsgBa
HemnokoJsiebUMaTa BoJIs Ja BWXKJa 3a cebe cu Jopd B TBMHOTO. /la He
CrloMeHaBaMe Cb3/laBaHeTO Ha MUTa — MOXe O 4pe3 MOorpeurHo pasbupaHe -
HO CbC CUTYPHOCT Upe3 HapylllaBaHe Ha MpaBuJaTa, KOUTO ca NpeJHa3HaYeH!
Jla 6bAaT HapyulaBaHU. M Toll Moxe fopu fAa mpejcTaB/isiBa TOBa, KOETO
Jatckuat ¢usocod K. E. JIborcTpbn e HapeKbJ ,I0eTHYecKa aMHe3usa " *
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ToBa, KoeTO TpaAWIMOHHATA KapTWHa Ha Opdel He mpejcTaBss MHOTO
Jl00pe, e T0e3UATa, KbAETO CJAYIIAHETO € TOJKOBA BaXKHO KOJIKOTO FOBOPEHETO.
Kapukatypa Ha Opdeii 61 Moryia ja 6'b/ie TOeTHT, KOMTO He cylla JpyTy 3BYIH
Y IJIaCOBE OCBEH CBOSI OYMTSIIII, MOIIIHO B/'bXHOBEH IVIac. BCBIIHOCT MOPTPETHT
Ha Opdoeit ot Endpuiine Henunex He e gajned oT ToBa. M KaTo TakbB TO# ChC
CUTYPHOCT He INpeAcTaBJsiBa TBopbu kato ,4.33“ ot [JxoH Keiimxk, kbaeto
W3II'bJIHUTEJINTE He CBUPAT 4 MUHYTU U 33 CEKyH/IU KaTO My3UKaTa Ce CbCTOU
OT 3BYLIUTE OT IPUPOJATa U caylaTeauTe. Uau Jopu TBOPOUTE HA MOE3USAT],
KbJIeTO Pa3/IMYHU TIJlacOBe W 3BYIM Ca TOYHO TOJIKOBA BaXKHU KOJIKOTO
co6CTBEHUS I/1aC Ha MOeTa.

Ho a3 ce HaZisIBaM U MUCJIs1, Ue TOBa MOxKe Jia ce mpoMeHU. ToBa, koeTo Opdeit
CblIO He npejcTaBsi, e GeMUHU3MBT. Kak 61 MOI'bJ TOH, MBX Ha HeropaTa
Bb3pacT? U kak Moxe ToM Aa cayma EBpuauka, ako TpaguuusaTa He U [aBa
iac? B OBuaueBute ,Metamopdo3u“ EBpuivka Ka3Ba e/iHa Jyma, ,[10CTAeJHO
cb6oroM“, BbB BepcusiTa Ha Puiike (U ApyryuTe) TS He TOBOPH U306110. Ho cera,
pas6upa ce, EBpujuka ropopu. OcobeHo 4yyBaeMo B Tekcta Ha Eadpuiige
Henunek Schatten (Eurydike sagt), (Caiuka. EBpuzinka ka3pa.*) Tyk ThbMHHHaTa
e ucTuHaTa. MiMa rHaB U o6GJieKyeHUe B MOBTapsALMs Ce, HACTOSTeseH IJac
Ha EBpuauka kato Opdeil e mpuurHa 3a THEBA, a MopTpeThT Ha Opdeli He e
1306110 JlackaTeseH. Opdell Moxe Jja He MCKa Jia C/aylla TOBa, HO MUCJS, Ye
TOM 6U TpsIGBaAJIO, M CbM CUTYPEH, Ye TOM HaKpas lie ro uscayua. Pa3éupa ce,
He 6e3 MOTPelIHOTO pa3brpaHe Ha Helo. Ho ToBa 1je ro HampaBH MO-A06BP
cayuaTedl.

HUcropusTa e TakaBa, KakBaTo e. Ta He ce mpoMeHs. Ho 3HaueHMeTo,
pa3bupaHusTa M NOTPelIHHWTe pa3GupaHWs HAUCTHHA ce NpOoMeHAT. Mma
paboTa 3a BbplleHe.

BEJIEXKKH:

ctp. 1: I'peiiBc, Po6bpT. [pbiku MuToBe, I-11, 1960, I. c. 115

ctp. 2: Kpucrod Bunubans [nyk u Panuepo ae Kannabupku. Opdeit u EBpuanka, jelictBue
11

cTp. 2: Knnayano MonTeBepau u Anecangpo Ctpumko. Opdel, gelictBue V

ctp.3; Bixre bakman, xycu. KM pojjocioBrue Ha MeTadusnuKaTa Ha 3peHUETO: 3PEHHETO,
CIyXbT U MUCJIeHeTO npu XepakauT U [lapmenus. - B: Kumnuno, Antonno u Konroc, IlaBsioc
(cbet). PeHoMeHosiOTHS U MeTadu3KKa Ha 3peHueTo. JlaigeH, 2015

crp. 3: lluTupaHo oT KHUrata MoOJEPHOCT M XereMOHHMsi Ha 3peHueTo. JleBuH, [leiBuA
Maiikba (cbet.). JlonzgoH, 1993, c.43, KosiTO e COOPHUK C eceTa, KOUTO ,U3CJe/BaT BbIpoca
Jla/I 3ana/iHaTa MUChJI U KYJITypa e JOMMHMpaHa OT Haco4YeHaTa K'bM 3PEHHETO Napajurma Ha
3HaHMe, eTHKa U CUJIa“ — IUTHPAHO OT KOpUIaTa.

ctp. 3: ,JlutepatypHoTo cnucanue ,Opdeir” 6uno cb3gageno npe3 1915 r. ot PepHango
[lecoa, Mapuo Ca e Kapaeiipo u Jlyuc ne MoHTanBop. Bbnpeku ye camo jgBa 6post GUIH

57



W3/laJleHH, CIMCAaHUeTO UMaJlo 3HAYUTE/HO Bb3/IeHCTBYE BbPXY €BOJIIOLUATA HAa CbBPEMEHHATA
nopryrajcka Jsaurteparypa.“ Mapraper Xyn Kocra B: Ilecoa, ®epHanpo. Kuurara Ha
HeCIOKOUCTBUETO, peBesieHa oT MaprapetT Xys Kocra. Jlongos, 2010
ctp. 4: JIborctpbn, K.E. Poetisk hukommelsestab. , Kritik, 13, Konenxaren, 1970, ¢.39-48
cp. 4: Wenunek, Endpuiize. Cauka. EBpuanka kasBa, mpeBejeHa ot 'mta Xonerep, MIT
Press journals 2017, npeneuyarano c paspemenueto Ha Rowohlt Theater Verlag.

IIpesod - Bepa HeaHosa
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Laus Strandby Nielsen
(Denmark)

Laus Strandby Nielsen, born 1944, graduated as a mag. art in Litterary History
1972. His first collection of poetry was published in 1970. His latest collection Ndr
det er mgrkt, bliver det lyst (When it’s dark it gets light) is from 2016. His poetry
has been translated into Italian, Turkish, English, Icelandic, Albanian, Macedonian
and Bulgarian. He is a member of Extension Trio (with Mette Stig Nielsen, piano and
Jakob Riis, laptop). Their first cd PG bunden af fordret (On the bottom of spring) was
released ind 2013. It features poems from Hvis der ikke er sandstorme, sa er der nok
noget andet (If there arent any sandstorms, there will be something else) and impro-
vised music. In 2004 he retired from his teaching job at a teachers training college in
Copenhagen and he is now living in Faaborg on the south coast of Fyn.

MISUNDERSTANDING ORPHEUS.
WHAT YOU HEAR IS WHAT YOU GET.

According to Robert Graves ,Euydice’s death by snake-bite and Orpheus's
subsequent failure to bring her back into the sunlight (...) seem to be mistakenly
deduced from pictures which show Orpheus's welcome in Tartarus, where his music
has charmed the Snake goddess Hecate, or Agriope (,savage face’), into giving
special privileges to all ghosts initiated into the Orphic Mysteries, and from other
pictures showing Dionysus, whose priest Orpheus was, descending to Tartarus in
search of his mother Semele. Eurydice’s victims died of snake-bite, not herself." *

In other words the most famous - to many the only known - part of the
Orpheus-myth is basically a misunderstanding of some pictures! Which means
that misunderstanding is not always the worst kind of understanding. And
whether Graves is right or not, it is a beautiful illustration that myth lives in our
understandings and misunderstandings and nowhere else. We, poets, painters,
composers, musicians, scholars, readers, listeners, viewers, we all create and
maintain the great myths, and in the case of Orpheus we have done a good job.

The Orpheus-myth - as we know it - features the power or supposed power
or wished for power of poetry and music. This certainly speaks to poets and
musicians and lovers of poetry and music. The wonders and tragedy of poetry
and music! But it is also a tragedy of a very basic kind, featuring love and a very
close yetimpossible overcoming of death which speaks to everybody‘s emotions,
[imagine. But there is more. The myth of Orpheus is not only about love, poetry,
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life and death. It also is about our most important senses, vision and hearing. It
features sounds and pictures - not only as means of communication, but as vital
parts of the narrative structure: The eyes and ears of the participants play major
roles in the myth. In fact it can be argued that the decisive action in the myth is
a tragic choice between hearing and vision.

The power of Orpheus is a power of sound. It is the sound of his song that
charms everybody and everything: people, wild animals, trees and cliffs , even
the dark powers in the land of the dead. It is Hades hearing his song that gives
him leave to restore Eurydice to the upper world. And - again according to
Graves - it is the sound of Orpheus’ music that makes it possible for Eurydice to
follow him through the darkness.

Consequently the first of Rilke's Die Sonette an Orpheus, Sonnets to Orpheus
- one of the most powerful manifestations of the Orpheus-tradition in European
poetry - is all about hearing, describing Orpheus creating a ,Tempel im Gehor*:
A temple in the hearing of the landscape and the animals.

And yet, apparently Orpheus himself choses seeing over listening. He could
have listened to his wife! He could have talked to her: ,Are you there? We're
very close. I can see the light. Are you ok?“ That sort of thing. But no. He has to
see her, the bloody fool, or should I say: The tragic hero. Why must he do that?

Of course the Orpheus-tradition tells different versions of the story and so
gives different answers. A rather misogynistic one is found in the opera by
Gluck wherein Eurydice urges Orpheus to look at her to confirm that he loves
her and still finds her beautiful.*

Here - as in many other stories - the shortcoming of the man is caused by the
woman. In the opera by Monteverdi the fatal choice is more like an accident, and
Eurydice's interpretation of it truly tragic: ,Losest thou me through too much
love?“* Here, I certainly prefer Monteverdi to Gluck, but nevertheless I don‘t
think these answers need further elaboration by us, the current caretakers of
the myth.

[ want to highlight four answers which I find interesting. An obvious one is
about the logic of the narrative. In fairy tales and myths, the one rule that must
not be broken will invariably be broken. Breaking the rule is creating the story.
And it could be argued that Orpheus‘s business as an artist of genius is breaking
the rules. Of course, applying a rather modern theory of art, this version of
Orpheus is anachronistic - but aren‘t they all?

Amother obvious answer is that it is not that easy to play music, sing and
make conversation at the same time. As a poet/singer/musican Orpheus
could be a symbol of one-way-communication. And the myth could provide an
illustration of the dangers of one-way-communication.

Athird possible answer could be forgetfulness. Under stress you tend to forget
60



things. And is it not a main characteristic of poetry to focus on the moment,
trying to intensify the presence of the world and the poetic sound as much as
possible? Isn't the present tense the ultimate poetic tense. So remembering
stupid rules may not be so easy either. (And perhaps Monteverdi‘s Orpheus is
an illustration of this.)

And finally there are apparently good reasons to regard the classical Greeks
as a ,people of the eye“ with a general predilection for the visual sense.* In
his essay Light as a metaphor for truth Hans Blumenberg writes: ,For Greek
thought, all certainty was based on visibility. (...) Logos is a collection of what
has been seen. For Heraclitus, eyes are ,more exact witnesses than ears. (...) For
the Greeks, ,hearing” is of no significance for truth and is initially nonbinding.“*

So it could be that as a hero in a Greek myth, Orpheus is bound to prefer
vision to hearing. And that Hades knows exactly what he is doing when he
lays down his fatal rule: he is depriving Orpheus of his dominant source of
knowledge, leaving him to blind trust, - and who can trust what is going on in
the underworld.

In the wider context of European tradition it is common to ,see vision as
the evidence-based, ,scientific“ source of knowledge, and hearing as a way of
receiving the authority of tradition. You see for yourself, with your own eyes,
butyou hear the word of old (or not so old) wisdom in the church or the lecture-
hall! In this context - as in the Greek - light becomes the metaphor for truth. This
is what the word ,enlightenment” is about.

So Orpheus as a modern symbol of poetry from say Pessoa* and Rilke to this
festival in Plovdiv, represents the elementary powers of poetic sound - whatever
that is. He also represents the indomitable will to see for yourself - even in the
dark. Not to mention the creation of myth - maybe by misunderstanding - but
certainly by breaking the rules that are meant to be broken. And he might
even represent what the Danish philosopher K.E. Lggstup has called ,poetic
amnesia“*

What the traditional picture of Orpheus does not represent very well is poetry
where listening is as important as speaking. An Orpheus-caricature could be the
poet who does not listen to other sounds and voices than his own booming,
mightily inspired voice. In fact the Orpheus-portrait by Elfriede Jelinek is not far
from this. And as it is, he certainly does not represent works like 4.33 by John
Cage, where the performers do not play during 4 minutes and 33 seconds, the
music consisting of the sounds from the environment and the listeners. Or even
works of poetry where different voices and sounds are just as important as the
poet's own personal voice.

But [ hope - and think - that this might change. What Orpheus definitely
does not represent either is feminism. How could he, a man of his age? And
how can he listen to Eurydice, if Tradition does not give her a voice? In the
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Metamorphoses by Ovid, Eurydice says one word, ,a last farewell, in Rilke's
version (and others) she does not speak at all. But now - of course - Eurydice
speaks. Particularly audible in Elfriede Jelinek’s text Schatten (Eurydike sagt),
(Shadow. Eurydice says.*) Here darkness is truth. There is rage and relief in
Euridice’s repetitive, insisting voice, Orpheus being very much the cause of the
rage, and the portrait of Orpheus is not flattering at all. Orpheus might not want
to listen to this, but I think he should, and I am sure he will eventually. Of course
not without misunderstanding something. But it will make him a better listener.

The story is whatitis. It does not change. But the meaning, the understandings
and misunderstandings do change. There is work to do.

NOTES:

P. 1: Robert Graves: The Greek Myths, I-11, 1960, I. p. 115.

P. 2: Christoph Willibald Gluck and Raniero da Calzabigi: Orfeo ed Euridice, act 111

P. 2: Claudio Monteverdi and Alessandro Striggio: L'Orfeo, act V

P.3; See Jussi Backman: Towards aGenealogy of the Metaphysics of Sight:Seeing, Hearing,
and Thinking in Heraclitus and Parmenides, in Phenomenology and the Metaphysics of Sight, ed,
Antonio Cimino and Pavlos Kontos, Leiden 2015.

P. 3: Quoted from the book Modernity and the hegemony of vision, ed. David Michael Levin,
London 1993, p. 43, which is a collection of essays that ,explores the question whether Western
thought and culture have been dominated by a vision-centered paradigm of kowledge, ethics and
power" - quoted frem the blurb.

P. 3: ,The literary magazine Orpheu was formed in 1915 by Fernando Pesso, Mario Sa de
Carneiro and Luis de Montalvor. Although only two issues were produced the magazine had a
considerable impact on the evolution of modern Portuguese litterature.” Margaret Jull Costa in:
Fernando Pessoa: The book of disquiet, translated by Margaret Jull Costa, London 2010.

P. 3: K.E Lggstrup: Poetisk hukommelsestab, in Kritik, 13, Copenhagen 1970 p 39-48

P. 4: Elfriede Jelinek: Shadow. Euridice says, translated by Gitta Honegger, MIT Press journals
2017, reprinted by permission of Rowohlt Theater Verlag.

62



Bappaa I'enocap
(U3paen)

Bappa leHocap e noeT, peakTop, OpraHM3aTop Ha IMTepaTypHU CbOUTUA, KypaTop
Ha cBoboaHa npaKkTuKa. MybnnkyBana e 7 NOeTUYHU KHWUIK, eceTa Mo oAencKu
TEMM, U3cneBaHuA no nutepaTypa, punocoduma n Teatbp. Hocuten Ha Harpagata
Ha MUHUCTbP-Npeaceaatens Ha [bpxaBata M3paen 3a noesua (2002) n HarpagaTta
Ha Koren B rpaa XonoH (1986). MpoBexaa MHOTO MeXAyHapoAHU CUMMMO3NYMU C
N3PaeICKMN N Yy AEeCTPaHHWN XYAOXKHULUW. [eHepaneH cekpeTap Ha acounaumaTa Ha
nucatenute Ha MBpuUT (1985 — 1994). OcHoBaTeN M KypaTop Ha KYATYPHUSA LEHTbP B
Xepunus (1994 — 2013). KypaTop 1 AnpeKTop Ha Pe3ngeHumATa Ha Xy4osKHULMTE
(1994 — 2013). Pexkncbop Ha NbpBuMA decTnsan Ha noesmaTta Ha Xepuamsa (2006).

OP®EH, WJIK OTBB/I MUTOJIOTHATA

(ece)

... u3ycmama,
cAywaHa om Kaiapume, pa3éupaxHa om 3geposeme,
JIUMHA HagsHKA dywama, u30sxHa 8668 aempogeme.

Osuduii, Memamopgosu X1, 32-63. [Ipesod - [eopzu bamakaues

Kusuar gyx Ha Opdell HM Kapa Ja cayllaMe IJlaca, KOWTO HUKOra He
€ u34es3BaJl, [Vlaca Ha [0e3UATa, Ha XyJ0XKeCTBOTO U Ha My3WKaTa, AUIIAll B
cbplaTa Ha TOJIKOBA MHOT0 Ayid. To3u AyX, KOWTO e B IIJIeH Ha My3UTe, OHE3U
KpHWJIaTU NIPO3paYHH ChLIECTBA, KOUTO Ca YaCTUIM OT KOCMUYecKaTa aMeT U
HaW-Z'bJIGOKaTaA YacT OT OGUTHETO Ha Xy[0XXKHHKa U KUBUTe U3KyCTBa. Bceku
KJIOH OT Pa3/JIMYHUTE U3KYCTBa HU IIpeHacs B TO3U JyXOBEH CBAT, KAKTO Ka3Ba
aMepuKaHCKUAT dunocod Yuusam [xelMc, HO ChILO TaKa U3UCKBa Jja BpBaMe
B TOBa, KOETO BJ/bXHOBEHMETO HM LIelHe, U Ja ce Bb3JbpiKaMe OT IOIJe]
06paTHO K'bM CHUJIMTE Ha OHS CKPUT B caMUTe Hac /IMOHHC KaTO NPOAB/HKUM
M3Ka4yBaHeTO CH KbM CBET/IMHATA, KbM CBeTa Ha AIIOJIOH - CBeTa Ha Cb3HAaHUETO
Y yMa, KOWTO rHe3/1 B IJITaBUTe HU U MOXe Jia HU IapH C IpocBeTieHue. JJyxbT
Ha Ta3u JpeBHa MUTOJIOTUA 3BY4YHU U B aKaJCKUd MUT 3a ['miramenn, gaTtupari
OT ChlllaTa ernoxa, KoraTo ucTopuueckuat Opdeil BeposITHO e XKUBSIJI.
Borunsata HUmap (MHaH) Bcska rofyMHa PUTYaJHO CJU3a B IMOA3EMHUS
CBAT B ThbpceHe Ha TaMMy3, C KOTOTO Jia ce CBBbp)Ke 4ype3 CBelleH Opak,
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M3BecTeH KaTo hieros gamos. Cmopes Ta3u TeoroHusi, KOHGpPOHTAIUsATA
MeX/ly CUJIMTE Ha Xaoca U CM'bPTTA, U CUJIMTE Ha )KUBOTA U IJIOJOPOJHETO, Ce
BpPBIIAT €XerofHo upe3 MeTaMopdo3uTe Ha npuposaTa. [1of06HO eAUHCTBO
C mpupojiaTa € OT CBLIeCTBEHO 3HAaYeHHe 32 BCUYKU MHUTOJIOTHUU, KOUTO
npeJiCTaBsAT Bb3HUKBAHETO HAa 60TOBeTe U GOrHHUTE. cTUHCKATa TpUpoZa Ha
YyoBelLIKaTa Aylla 3By4d KaTo My3HKa, KaTo [IeeHeTO Ha NTULUTE U KaTOo LIyMa
Ha TeyallaTa BOJa, JOKATO J'bpBeTaTa TaHIyBaT 10/ My3UKaTa Ha 6or. Taka
rJiaBaTa U ycrata Ha Opdeil Bce ollje nesIT Ipe3 BEKOBETE.

Cera HHe cMe Te3H, KOUTO C/IylllaMe My3uKaTa, WM, KaKTo Ka3Ba Pusike B
Conetu kbM Opdeii — ,cera cMe caymaTes I ¥ ycta Ha npupogaTa“ (sind wir die
Horenden jezt, und ein Mund der Natur); “u ako 3eMsiTa BU 3a0paBH, KaXXeTe
Ha M'bJIYQJINBATA 3eMs, Ue Ce U3/IUTraM K'bM OylIyBallaTa Bo/ia, IPUChCTBaM .

Heka momuc/uM 3a TO3W HeyJIOBUM MOMEHT, B KOMUTO caMoO eJUH MOIJef,
MOXe Jja IPOMeHHU peajHOCTTa, KoraTo Hue kaTo Opdeli ce cbbckBaMe C
MHUCTepUATA Ha CM'bPTTA U )KUBOTA, B 0HAa3U TpaHcpopMalus, KoSTO ce CIy4Ba
B €/JHO MUT'aHe Ha OKOTO.

ToBa mNOHSATHE NPUCBCTBA B ChBpeMEHHAaTa HayKa, HU3BeCTHA KaTo
KBaHTOBa Teopusl. [IpUCchCTBUETO HA HEPEK'bCHATA PEAIHOCT, KOETO € TPYAHO
3a Bb3NpHUEMaHe U MbJHO pa3bupane. [Ipod. /laHa 30ap XBBpJisd CBET/IMHA
BBPXY Ta3H Ujiesd B KHUTaTa cu ,KBaHToBaTa cbuHoCcT" (Pramunro, 1990). Ja
CpaBHSIBaMe IOCTOSIHHATA NIPOMsHA Ha YaCTULUTE U BBJIHUTE B CYOATOMHHUSA
CBSIT, 03HAYaBa, Ue YOBEK HUKOTA He MOXKe []a CXBaHe UCTUHCKOTO ChLIECTBYBaHe
Ha SIBJIEHUSATA, T'b KATO MOKe /] € CaMO WJIH B'bJIHA WK YacTUuna? EAUHCTBEHO
MO3UIMATA Ha HAOJIOJATesJ [0 MpaBd €HA OT JBeTe BB3MOXXHOCTH. B
KBAaHTOBOTO HHBO Ha peaJIHOCTTA LsjlaTa KapTHHA Ha HENpeKbCHATO
JIBU)KEHHe Tpe3 NMPOCTPAHCTBO U BpeMe ce pas3najia, peaiHOCTTA Ce CIY4Ba,
camo koraro 51 noriegHeM. [logo6Ho Ha Opdeli, KBaHTOBaTa dU3MKa e GU3UKa
Ha CBET/JIMHATA U CKOKa.. YacTuua oT rjiaBaTa My B HOBO ChIEeCTBYBaHe, WU
KaKTO e Ka3aHo, PeaIHOCTTA Ce CJIy4Ba, KOraTo s BUJUM.

Opdeilt, TrackaH oT JMOHMCOBUSA HMMIYJC Ja MOIJeJHe Hasaj, TI'you
1IaHca cH Jia 6bJie LAJOCTEH, a OCTaHe BepeH Ha cebe cH, T. e. Jja U3Iee
Jlyxa cH Ha cBeTa. TA/J0TO My, pa3KbCaHO OT MeHaJuTe, € 3eMHUAT eJIEMEeHT,
IpeHeceH B KpacoTaTa Ha M0e3UATa, CBeTJMHATa Ha AMOJIOH, MeTapOpUYHO
CMMBOJIM3MPaHa OT IJaBaTa, peella ce MexJy Heb6eTo, CI'bHLETO U BojaTa.
ToBa e eAuWH BHUJ MHUTONOETUYHO LIAPCTBO, KOETO HHUE MNOIIbIaMe 4pe3
B/IbXHOBEHHETO Ha GpeHOMEHA ,,9aCTUIIM U BBJIHU" Ipe3 HaLIus )KUBOT, KOraTo
cMe B eIMHCTBO C “aHMMa’-Ta Ha AyliaTa cH, ToraBa EBpusnka e B Opdeii...

TaliHaTa uHUnuauust npu Opduama mpe3 VI B. IIp. Xp. e u3BecTHa U B
Binskua usTok. lle g oTKpueM IpU ceKTaTa Ha eceaHUTe, NMPAKTUKYBaIu
BereTapuaHCTBO, leeHe M MeTO/[M 3a IpeycTBaHe, U3MoN3BalKy peka Hopaan
KaTo MsICTO 3a KpbllleHHe, a NelllepuTe B MBPTBO Mope - KaTO CBETUJIMLIA.
BubsnaTa HU Ka3Ba, 4e cblpyraTa Ha JloT, usbsrana oT paspyiueHus ot bor
CozomM, asna o6bpHasa [ViIaBa Hasa, BbIpekd ye bor it 3amoBsjan fja He ro
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MpaBH, U ce NpeBbpHAJIA B CThJO OT coJi. llap JlaBuz cBupu Ha apda, 3a Ja
OTpaBHU JIOMIOTO HacTpoeHue Ha Cays, a cuHBT My COJIOMOH € U3BECTEH ChC
CIIOCOGHOCTTA CH Jla TOBOPH C »KUBOTHH. (MHTepecHO e a ce oTGesexH, ye
nMeTo Ha Opdeili ce cbecTou oT ABe AyMHu Ha UBpUT: “‘OR” koeTo o03HauaBa
“cBeTsinHA” W “rophe”, KoeTo 03HavyaBa - “yseunTen”).

Bcuuku ¢parMeHTH, HM3TpakJallyd CBeTa W Bpb3KaTa HU C Herosara
00bpHATa HaBBTPE PEASHOCT, HAMOA0OSBAT HAYMHA, 0 KOWTO pa3BHBaMe
euH GWJIM B TbMHATa CTas, JOKATO *KaJlyBaMe Ja HaMepPUM CBET/IMHA B
COGCTBEHOTO CH ChIIeCTBYBaHE.

Kan-Ilon Captp AeduHupa “noriesa”, KaTo ABUKEHUETO, KOETO ChyeTaBa
dparMeHTHpaHUs 3a00UKaJIAL HU CBAT, “orieAbT Ha /lpyrus Me JocTura
npe3 CBeTa, U TOBa He e NpocTo MeTamopdo3a B MeH caMus, a I'bJHA
TpaHcpopmanus Ha cBeTa.” (Le Regard)

K. I 1OHT pascwk/aaBa BbpXy complexion opstorum u cbhljeCTBYBaHETO Ha
“cssHkaTa”. CaMOMO3HAHUETO Ce MOCTUra 4Ype3 Ch3HATEJTHOTO yCBOsiIBaHE Ha
Hecb3HaTetHOTO 4Upe3 , ThMHATA CSHKA", a IeJITa € IOCTUTaHe Ha LSJIOCT.

Menagute B nputyata 3a OpdeH, cuad Ha 3JI0TO, HU HANOMHSAT
THOCTUYHATA H/Jies, Yye TO3M, KOWTO HJBa Ja Ce poau, TpsibBa I'bpBO Aa
VHUILOKHA 6J1aro4ecTUBUSL CBAT, Abpakcuca, U Ja obeJuHU BoxkecTBEHOTO
¢ /laBosickoTO Hadaso. BbpXoBHUAT bor e Japus Ha 40Be4eCTBOTO ChChJ 3a
JlyXOBHa TpaHcPopMal s, )KeHCKOTO HavaJs10. B To3u cmucsa Opdelt TpsabBa Aa
ce 6OPH C J1Be )KEHCKU CUJIM: HEroBaTa CbIpyra, EBpuinka, 1 Malika My, My3aTa
Kanvona (yveTo uMe 03HavyaBa “KpacHB Iv1ac”), OT KOATO e MOoJy4MJI TaJaHTa
CH, BI/bXHOBEHUETO U YMEHHUETO J1a CTUTHE /10 CIIaCeHHe Ype3 MPeo/0/IsiBaHe
Ha 3eMHHTE cUJIM. [10 TO3U HAYUH - Ype3 arOHHUATA - TOW MOXKe /1a JOCTHUTHE 10
YyyCcTaTa JeyeGHa CHJla Ha IEEHETO U /la B/bXHOBHU BCEKH, KOUTO Ce HYXK/jae OT
TOBA U3leJIeHHe, KAKTO Ka3BaT CTAPUTE MUCTUYHH ITUCAHUS: PAHEHUSAT - TOU
e JIeYUTeJI.

IIpesod - Aumon baes
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Varda Genossar
(Israel)

Varda Genossar is a poet, editor, literature events conductor, freelance curator.
Published 7 books of poetry, Essays on Judaic topics, and curatorial texts. Awarded
the prime minster prize for poetry (2002), The Kogel prize of Holon city (1986).
Studies: Literature, Philosopy, Theater. Conducted many international symposium
with Israeli and foreign artists. General secretary of the Hebrew writer association
(1985- 1994). Founder and curator of the cultural center in Herzliya (1994 — 2013).
Curator and director of the Artists’ Residence (1994 — 2013). Directed the first
Herzliya Poetry Festival (2006).

ORPHEUS, OR BEYOND MYTHOLOGY
(essay)

Through those lips that held the rocks entranced, that wild
beasts understood, he breathed
His last, and forth into the winds his spirit passed.

Ovid, Metamorphoses XL 32-63 Translations: A. D. Melville

This spirit of Orpheus’ that is still alive, drives us to listen to the voice that
has never vanished, the voice of poetry, of art and of music, which is breathing
in the hearts of so many souls. This spirit tied to the muses, those winged,
transparent creatures who are part of the cosmic memory, and the deepest part
of the artist existence, and of the living arts. Each branch in the various arts
transports us to this spiritual world, as stated by the American philosopher
William James, but this requires us to have faith in what our inner inspiration
whispers to us, and to refrain from turning our heads back toward inner
Dionysus’ powers, but to keep climbing up toward the light, toward Apollo’s
world - the world of the conciseness and mind that nestles in our heads, and
can bring us enlightenment. Spirits of this ancient mythology echo as well out of
the Acadian myth of Gilgamesh tablets, dated to the same era when the historic
Orpheus have probably lived.

The Goddess Ishtar (Inane) who descends to the underworld in the annual
ritual to find Dumez, and to unite with him in a sacred wedding, known as
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“hieros gamos”. According to this theogenia, the confrontation between the
powers of chaos and death, the powers of life and fertility returns annually
through the metamorphoses of nature. Such unity with nature is essential in
all mythologies that represent the elements of gods and goddesses. The true
Nature of the human soul sounds like music, like the singing of the birds, and
like the rush of the flowing water, where trees dance to the music of the god.
This is how Orpheus’s head and mouth are still singing throughout the eons.

Now it’s we who are the ones that listen to the music, or, as Rilke says, “we
are now the listeners and the mouth of nature: “sind wir die Horenden jezt, und
ein Mund der Natur”; (Sonnets to Orpheus); “and if the earth forgets you, tell the
silent land, I am springing to the rushing water, | am present”.

Coming to think about this elusive moment, when just a look can change
reality, where we as Orpheus, face the Mystery of death and life, in that transform
which happens in a blink of an eye.

This notion is present in modern’s science known as the Quantum theory:.
Presence of continuous reality, difficult to grasp or comprehend entirely. Prof
Dana Zohar enlightens this idea, in her book ‘the Quantum self. (Flamingo, 1990)

Comparing the constant change between particle and wave in the subatomic
world, which means that one can never grasp the true existence of the
phenomena, as it can be either wave or particle? Only the look of the observer
makes it to be one of the two options. In the quantum level of reality, “the whole
picture of continuous movement through space and time breaks down; reality
happens when we look at it. Like Orpheus, Quantum physics is physics of lamp
and jump... Particle like his head that from a new existence, as said, reality
happens when we look at it.

Orpheus, urged by the Dionistice impulse to look back, losses the chance to
be whole, to stay loyal to his ‘self’, i.e., to sing his spirit to the world. His body, torn
by the Maenads, is the earthy element transported into the beauty of poetry, the
light of Apollo metaphorically symbolized by the head, shifting between heaven,
sun, and water. This is a kind of mythopoetic realm that we absorb through the
inspiration of the particle and wave phenomena of our life, when we are united
with the “anima” within our soul, the Eurydice within Orpheus...

The secret initiation of the Orpheties in the 6th century BC was well known
also in the Middle East. Just like the sects of the Terapoities and the Esseans,
all of whom practiced vegetarianism, singing and purification methods, using
the Jordan river as a place of baptism, and the Dead Sea caves as sanctuaries.
The Bible tells us that Lot’s wife while escaping God’s destruction of the city
of Sodom, turned her head back even though God ordered not to do so, and
consequently, she was turned into a pillar of salt. King David played the harp
to soothe the bad mood of King Saul, and his son Solomon was known as one
who is capable of speaking with animals. (It’s interesting to note, that the name
of Orpheus consists of two words in Hebrew: “OR” which means “light,” and
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“rophe’ “ which means - “a healer”).

All the fragments that construct the world, and our relation to it’s inter-
operate reality, is like the way a developed film appears in the darkroom, while
we are yearning to find light in our existence.

Jean-Paul Sartre defines the look, the gaze - “Le regard,” as the movement
that combines the fragmented world that surrounds us, “the look of the Other
reaches me through the world, and it is not only the metamorphosis of myself
but a total transformation of the world.” (Le regard)

K.G Jung discussed the “complexion opstorum”, and the existence of the
“shadow”. Self-knowledge is achieved through the conscious assimilation of the
Unconscious with the dark shadow, toward the goal of achieving wholeness.

The Maenads in this Orpheus tale, represent evil violence, reminds us the
Gnostic idea, that only the one to be born must first destroy the godly world,
whose name is Abraxis, and unite the godly and devilish elements. It’s the High
God who gave mankind the vessel of spiritual transformation, meaning, the
feminine principle. And so, by this aspect, Orpheus must struggle between two
feminine powers: his wife, Eurydice, and his mother, the muse Calliope (whose
name means “beautiful voice”), from whom he got his talent and inspiration,
and the skill to learn how to reach salvation, and to overcome his earthly drives.
Thus, through agony he can reach the pure healing power of singing, and inspire
anyone who needs these healing, as old mystic scriptures say: the wounded he
is the healer.
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3/71aTOMUP 3J1aTaHOB
(bbarapus)

3namomup 3namaHoe e popeH npe3 1953 r. 3aBbplWKMA e KypHANUCTUKA B
Coodwuinckus yHusepcuTteT ,Ce. KnumeHT Oxpuackn”. ABTOp e Ha noseye oT 15 KHUru
C noesus, npo3a U NybAnLMCTUKA, U3MEeXKAYy KOouUTo ,Bxo0bm Ha nycmuHama’,
,HowHuU nnaxcoee”, ,Ha ocmposa Ha Konpoguaume”, ,AnoHeybsm u [TomoKkbm”,
,Mona”, ,/lakaHuaHcku mpexcu”, ,0mevd mpasma u pesoaroyusa”, ,AneH baduy
uau yrnopcmeomo Ha Hesoz2u4HUmMe ceemose”, ,,EkmeHus”.

,3NaTomup 31aTaHOB He € CaMO eAHO OT Hal-3HaYMMUTE MMeHa B BbarapckaTa
NnTepaTypa npes nocneaHuTe ase gecetnnetna Ha XX u HayanoTo Ha XXI Bek, aBTop
Ha eMbB1eMATUYHN 33 HelHUTe Pa3BOMHW TEHAEHLMU KHUTU, TOM - U KaTo MOET, U
KaTo NpO3auK, U KaTo eceucT - 3passaBa Hali-npeacTaBUTE/IHO MoAepHUA obpaT Ha
HeWnHoTo passutue.” (Mpod. CeeTnosap Uros).

OIIUT BBPXY OP®EN U XPUCTOC

MuTtsT 3a Opdeit 1 EBpuanka - Kbje e xBaTKaTa Tyk? Cbc 3a6paHaTa Jja ce
06pbia Ha3ag Opdeil ce moAcUrypsiBa c UMariHepHa BJacT HaJ, CMbPTTa, MaKap
Y B HETaTUBEH aClleKT.

Ako He ce 6ellle 06bpHaJL... HO TOW ce 06pbIla M TpecThlIBa 3abpaHaTa.

XBaTKaTa e B HaJlo)keHaTa 3abpaHa, npensaTcTBue. JlakaH He 065CHABA JIK 110
ChLIYSA HAYMH 3a6paHaTa 3a UHIECT?

MUTBT e KapTHHA Ha penpecupaHy O3HavyaBally.

KakBo e penpecupaHoTo Tyk? AGCOIOTHATa HENPeoJ0JIUMOCT Ha CMbPTTAa,
KaKbBTO U detournament Jila cM BbOOpa3sUM upe3 3abpaHa WJIM Hello Jpyro,
KaKTO U Jja XUTPyBaMe...

Cuuata Ha GasIIMBOTO MOCTAHOBSBA JIMIICATA HA HEOBXOAMMO OUTHE.

CMBpTTa € 6e30TBeTHOTO E/jHO, 6€3 KoeTo HAMa UCTUHCKA UMaHEHTHOCT.

TepopsT Ha EAHOTO, B KOMUTO CBETHT ONYCTSBA.

Kak e npu Xpucroc? TaM HsIMa 10pu IpensATCTBUe, 3abpaHa, YCI0BHe.

XpucToc Bb3KpbCBa 6€3yC/0BHO, 63 Ha/lI0KeHO yCI0BUeE.

Manka cekTa, MapruvHajJeH Bojay csgkaul avantlalettre mnpeTbpnasat
pou3BOJIHATA poLeaypa Ha [IpefecTuHanuATAa.

Axo Opoeil e MoJilepHOCTTa, XPUCTOC € TOCTMO/IEPEH.

KakBa e passinkaTa Mex/ly MOJIepHOCT U TOCTMOAEPHOCT?

Jla B3emeM CMBbpT BBB Benenus u Jlonura.

W B aBeTe cTaBa BbIPOC 3a weird cekc-Bpb3Ka.

Ho npu nmbpBUA caydall TA caMo e IJIAaTOHWYHA W yCJIOBHA, a BbB BTOpPUSA
- U3KOHCyMUpPaHa.
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[Ipu Opdelt nobenaTa HaZ, CMBPTTA € MpeKpaTeHa Mopajy HKaKBa HeJena
NPUYMHA, TPU XPUCTOC — Mo6e/jaTa € U3KOHCYMUpPaHa 6e3NPUIHHHO.

dunocodute ca mieHHULM Ha KopesaTa, KakTo ce uspassBa MeHscy.

C Xpucroc cBeTHsT 6€3 Aa MoJ03Upa Hperpblia CBOSITA KOHTHHI'E€HTHOCT
BMECTO eTepHAIMCTKATa Ujiesl.

Be3yc/0BHO BB3KPBCHAMUAT XPUCTOC € abCoJIIOTHATA HEBB3MOXKHOCT 3a
HE06X0 MO OUTHE.

Ako He 6ellle U3I'bJIHEHO MMPOPOYECTBO HA BexTus 3aBeT, XpUCTOC CUT'YPHO
Ilelle J1a € IbPBUAT aHTUKOPETALlMOHHUCT.

CaMo 4ye ako XpUCTOC e 3aJI0’KeH B 3aBeTa, TOTaBa HelllaTa ce MpeoopbUIAT U
MOCTMOZLEPHOTO MPEeJX0Xk/a MOIEPHOCTTA, KAKTO JUTHTAJHOTO — aHAJIOOBOTO.

Ho nsxkoit quodlibet 6oaxrcaTBa He € JIM MO-CIOJYYWINBO BBILUIbILEHHE Ha
NPUHIMIIA Ha He-pa3yM, KakTo e GopMysivpaH oT Meiisicy?

W3mbJIHUI BCUYKU YCJIOBHS 3a TPOCBET/IEHUE U KOHCYMUPaH II'bT KbM Byza,
6oaxucaTBa ce 3a/bpKa 0TcaM B cBeTa Ha CaMcapa, 3a ja moMara Ha OCTaHaJIUTe.
06BBbp3aH 6e3 1a € 06BbP3aH B KOPEJAIMOHUCTKHUS KP'bT.

Camcapa e KopesiaTa, npuyIoT 3a iynany o JiorukaTta Ha Melsacy, Ho KakBO ako
MMEHHO TYK € 3aJI0'bT Ha 6€3KpalfHOTO, KAKTO TBbPJY HEroBUAT MeHTOp baany?
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Zlatomir Zlatanov
(Bulgaria)

Zlatomir Zlatanov was born in 1953. He graduated from the Sofia University ,St.
KlimentOhridski,. He is the author of more than 15 books of poetry, prose, and es-
says, including ,, The Desert Entrance”, ,,Night Beaches”, ,The Islands of Coprophiles®,
,The Japanese and the Stream*, ,Pola“ ,Lacanian Networks* ,Beyond Trauma and
Revolution®, ,,Alain Badiu or the Stubbornness of Illogical Worlds*, , Ectenia”.

,ZlatomirZlatanov is not only one of the most prominent names in Bulgarian lit-
erature during the last two decades of the twentieth century and the beginning of
the 21st century, author of books emblematic for its developmental tendencies, he
- both poet, prosaic and essayist - expresses the most representative of the modern
turn of its development.” (Prof. Svetlozar Igov).

ESSAY ON ORPHEUS AND CHRIST

The myth about Orpheus and Eurydice - where is the grip here? With the ban
on turning back, Orpheus is assured with an imaginary authority over death,
albeit in a negative aspect.

If he had not turned around... but he turned and broke the ban.

The grip is in the imposed ban, obstruction. Does Lacan not explain in the same
way the prohibition of incest?

Myth is a picture of repressed signifiers.

What is repressed here? The absolute overpowering of death, whatever
detournament to imagine through a ban or something else, as well as to cheat...

The force of the false determines the lack of necessary existence.

Death is the irrepressible One, without which there is no real immanence.

The Terror of One, in which the world is deserted.

How is it with Christ? There is not even an obstacle, a ban, a condition.

Christ is resurrected unconditionally without a condition.

A small sect, a marginal leader as if avant la lettre underwent the arbitrary
procedure of the Predestination.

If Orpheus is modernity, Christ is postmodern.

What is the difference between modernity and postmodernity?

Take Death in Venice and Lolita.

In both, it is a weird sex connection.

But in the first case it is only platonic and conditional, and in the second case
- consumed.

At Orpheus, the victory over death is suspended for some ridiculous reason,
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with Christ - victory is consumed without cause.

The philosophers are the prisoners of the Correlate, as Meillassoux expresses.

With Christ, the world, without any suspicion, embraces its contingency
instead of the eternalist idea.

The unconditionally resurrected Christ is the absolute impossibility of a
necessary being.

If the prophecy of the Old Testament had not been fulfilled, Christ would
probably have been the first anticorrelationist.

But if Christis setin the Covenant, then things are overturned, and postmodern
precedes modernity, as digital - analogous.

But is some quodlibet bodhisattva not a more successful incarnation of the
principle of non-reason as formulated by Meillassoux?

Having fulfilled all the conditions for enlightenment and the consumption of
the Buddha, the Bodhisattva is holding on to the world of Samsara to help others.
Tied up without being bound in the correlationist circle.

Samsara is the Correlate, a shelter for the fools of Meillassoux’ s logic, but what
if here is the bet of infinity, as his mentor Badiou claims?

Translated by Anton Baev
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Puuyapg XapTaric (CAIL)

Puyapo Xapmaiic e aBTop Ha 14 U3gageHn KHUMM —noesus, nposa, nybMumncTmKa.
MNocnegHata my TBop6a REUNION e ayxoBHO nmbTyBaHe oT 3anagHa MNeHcunBaHus
npes Lseliuapua go Punckua maHactmp B Bbarapua. Tol e HocuTen Ha peauua
Harpagu, BkatoumTtenHo ctuneHammnte NEA u Fulbright, kakTo 1 Ha yHMBepcuTeTa
,KpelTbH” 1 Ha Katosnyeckus yHusepcuTeT BbB BawmHrroH, OKkpbr Konymbus.
PaboTen e KaTo pagmo NPoAYLEHT, PEXUCbOP M apPTUCTUYEH MeHUAKBP. Mpe3 1996
r. nonyyasa Bbarapcko rpaxkpaHcTBo 3a paboTtaTa cv B cdepaTa Ha KynTypaTta. B
MOMEHTa € ANPEKTOP Ha doHaaLmA ,,Yunam Mepeant” u Ha nsgatencrso ,M36opbT
Ha noetute“. }mnsee B bHKacBUA 1 [POTHbH, WaTa KbHEKTUKDT.

JIIOBOBTA HA OP®EM

Bbopeku d4e MOBeYeTO JAPEBHM H3TOYHUIM IpHUeMAT HCTOPUYECKOTO
cbiecTByBaHe Ha Opdel, MUTOIOTUATA HA Ta3u GUrypa 06xXBallla BEKOBETE U
e 61JIa U3T0JI3BaHA KAaTO Mo/leJT 32 6e36poi YOBEIIKH OTHOIIeHUsl. BeposiTHO
HUKOSl JIpyra MHUTOJIOTMYecKa GUrypa He e BJbXHOBsSBaja TaKOBa TOJISIMO
BB3XUILEHUE B HCTOPUsATA Ha CBETOBHaTa Ky/aTypa. KaTo ,apxetun” Ha
B/I'bXHOBEHUS IeBeL] TOU ChIIO e ONKUCBAH KaTO MPOPOK, My3UKAHT U MOET; U
Hall-u3BecTHaTa JiereHia pa3kas3Ba 3a CKpb0Ta My 3a 3ary6aTa Ha HeropaTa
go6ruma EBpuaurka, koraTo ToH c1M3a B aJia ja MoJid 60ra Ha oAI3eMHUS CBAT
3a 3aBpbilaHeTo U. Opdelt omMaliBa caMUTe CKaJ/IM /ia OIJIAKBAT U3JIUSHUETO
Ha Herosara Jito60B, HO yclisiBa caMo HamnoJsioBHMHa. Hakpasi TS e usrybena 3a
MOJIOBMHATA FO/IMHA, 3a11[0TO TOM HapylllaBa 3abpaHaTa /ja He IoIVIexX/1a Ha3a/
JIOKaTo HAamycKaT azia. 3aToBa UMaMe 3UMa, Korato MaikaTa 3eMs CKbp6H 3a
TOJJMLIHOTO 3aBpbliaHe HAa EBpuinKa B Mo/13eMHUSI CBAT.

HUcropusita Ha Opdeli u EBpuauka o6pe ChOTBETCTBA HAa HAIllaTa YOBeEIIKa
JI1JIeMa, KOraTo yMpe Jilo6UM YoBeK. Kol He e oIJ1akBasl TakaBa 3ary6a, MoJIe KU
3a eZJUH MOCJIe/IeH IaHC 1a 6'bJie C JTIOOUMUS, [1a TOBOPHU C HEro, /1a MOMOJIX 33
MPOIIKA 33 HIKOU NMPOIYCHAT I'PsiX, /1a OTJIeIHE B OYUTE MY U [JIa I'o IperbpHe. B
eHU pa3ka3 Opdelt U3BBPIIBA CAMOYOUICTBO IOPA/IH CBOSITA 3aryoa.

B /pyru paska3u TOH ce CbeJUHsBA OTHOBO C EBpu/MKa B NMOA3eMHUS
CBSAIT CJIeJ] KaTO € pa3K’bCaH Ha MapyeTa OT TPAKUMCKUTE MEeHaZH, YK Ue He e
MOYHMTAJI CBOSI ITpeJUIIeH MOKpoBUTes JJuoHKCHE. B TO3W pa3kas Tol e yOUT OT
»KEHUTe B MOJIYZIaTa Ha TEXHUTE BaKXaHa/HU OPTUH, ThH KaTo Cjes CMbpPTTa
Ha EBpuauka Opdell r oTOG/'bCHAN M B3MMas CaMO MBXKKH JIIOOOBHUIIM.
OBuaui paskasBa, ye Opdel ,ce Bb3AbpKaa OT JIOOOBTA HA KEHUTE WU
3al[0TO HellaTa 3aBbPUIBAJIM JIOUIO 32 HEro, UK ThH KaTo ce OMJ 3apeKb
Jla IpaBU TakKa. BbIpeky ToBa MHO3MHA YYBCTBAJIM XKeJIAHUE /la Ce CBbpPXKAT
C MOeTa U MHOTO CKbp6GEeJM MpU OTXBbpJsiHe. HaucTuHA TOW GUJI I'bPBUAT
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OT TPAKUHMIUTE, KOUTO NPEXBBPJIUJI CBOSTA JII060B KbM MJIAIUTE MOMYETa U
ce Hac/IaK/AaBaJl Ha TsAXHATa KpaTKa MJAJOCT U paHHO pa3ibdBaHe Ha Ta3u
cTpaHa oT MbXecTBeHOCTTa.” (OBUAMH. ,MeTamMmopdo3u’, Kuura X)

WMa passinynu JereHu 3a cMbpTTa Ha Opdeit. EnHa paskasBa, 4ye Herosarta
Jupa 6WJia OTHeCeHa Ha HeOEeTO OT My3UTe U IMOCTaBeHa CpeJ, 3Be3JUTe
(cp3Be3nueTo Jlupa, KbeTO MOXe JAa ObJe BUAsAHA AHec.) Cmopex Apyra
HeroBara IJIaBa U JiMpa IJIaBaJu 10 ocTpoB Jlec6oc, KbJeTo GUIU morpedbaHu
Y B TSIXHA YeCT OWJI0 U3JUTHATO CBETUJIHIIIE.

JlokoJIKOTO 3HaM o6ade, HUKBJAE B TBOp6a Ha U3KYCTBOTO He e
06e3cMbpTeHO yBJIedeHHeTo Ha Opdelt KbM MBXKKHU JIFOOOBHUIIM OCBEH MOXKe
61 B, JIt060BU" OT eiMHUCTUYeCKUS ToeT PaHoK b (0K. 225 np.H.e.): .U Opdel,
CUH'BT Ha Tpakuela Earbp, o6uyan Kasne, cuna Ha Bopeac, ¢ 1/10To cu cbplie U
YeCTO OTUBAJ B CEHUECTUTE TOPUYKU U BBIIPEKU Ye IeeJl 3a CBOETO KeJlaHHe,
CbpLEeTO My He 6110 crioKoiHO. Ho BeYHO 6e3ChbHHU IPHXKU U3TOIaBaIU Ayxa
My KaTo riefana cBexxus Kase. BUCTOHMAMTE, HAOCTPUIU JbJITUTE CU MEYOBeE,
00TPaZIUJIU TO U TO YOUJIU, ThU KAaTO OUJ MbPBUAT B Tpakus, KOUTO KeJsaes
MBKe U He 000psiBaJI JII060BTA HA YKeHUTe.”

BuHaru c¢bM BApBas, 4e YOBEIIKATa CEKCYaTTHOCT MOXKe Jja 6bJie OTKpUTA
HAKBJEe N0 NpPOTeXeHUeTO Ha KOHTHUHYyM, 4ye HUKOU He e HUTO 100%
XOMOCEKCyaJsIeH, HUTO XeTepoceKcyaseH. AsrbH [MHrcOBPr 06UKaISI ¢ MaJiKa
YeTUPUCTPYHHA XaBalCKa KUTapa U Nees necHU4ka: ,0, BCEKH € caMO0 MaJIKO
XOMOCEKCyasieH, KO He ce e Bb3XMIaBaJl Ha 4YEepPBEHOOY3eCTO MoOMYe C
6e360s1Ha manka. HesaBucumo Jjanu TailHu xoMoceKcyaauctu (Ockap Yaitnn)
win sBHU (YosAT YWUTMaH), NMOBEYEeTO MOETH HU3IJIENKJA CHOJeNST HsIKaKBa
YYBCTBUTEJHOCT 3a ,JPYTHUs’, KOSTO UM I03BOJIsIBA A MHUIIAT 3a M'BXKe WU
»KeHU OT TaKaBa OHMCeKCyaJsiHa NepclieKTHBa. M ToBa e cTpaHa oT JiereHjara 3a
Opdeii, kosITO HAMUpPaM U3HEHA/[Ballla U IPUBJIeKaTeHA.

JlBa uTaTa, KOUTO 0CO6EHO Xapecax, KoraTo Tbpcex Opdeil B UHTepHeT.
[I'bpBUAT onucBa opduyeckuTe MuUcTepuu: “OpduuuTe O6UIM acKeTHYHA
CeKTa; BUHOTO 32 TSAX OMJIO CAMO CUMBOJI KAKTO MO-K'bCHO NMPU XPUCTUSIHCKOTO
npuyactue. ONUsAHEHUETO, KOETO Te ThpceJiy, 6UJI0 TOBA HA ,eHTychasMa“ oT
cheJJMHsABaHeToO c 6ora. Te BApBaJy, 4e caMM MO TO3M HAYMH lie NPUA0OGUAT
MHCTUYHO 3HaHME, KOETO He MOXe Jja ce II0JIy4YH C 0OMKHOBEHHU cpeJcTBa.

BTOpUAT e HAANKC BBPXY [JIOYKUTE ChC 3JIaTHU JIMCTA, OTKPUTHU B 'POGOBETE,
C GJIaHKeTHU M3pa3sy, U3MOJI3BAaHU OT M'BbPTBUTE, KOUTO Jila TH NOCTaBAT B
JI06po TOoJIoXKEHUe TpeJ| Ma3uTeJUTe Ha OTBBAHUSA CBAT U Ja TU Masu Ja He
nusT oT pekara Jleta (,3abpaBa“): ,A3 cbM CUH Ha 3eMsTa U 3Be3/IHOTO Hebe.
M3cbxHAI CBM OT KaXK/ja U yMUpPaM, HO 6bp30 MU JlaliTe Jia TUs CTy/leHa BoJja OT
Ezepoto Ha [TameTTa.” ToBa € YyBCTBO, 32 KOETO BCEKHU OT HAC MOXe /ia Ce MOJIU C
Halpe/iBaHEeTO K'bM MbIJIIBUHATA HA CTapyecKaTa Bb3pacT.

Ilpesod - Bepa HeaHosa
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Richard Harteis
(USA)

Richard Harteis is the author of 14 books including poetry, fiction, and journal-
ism. His latest work, REUNION is a spiritual travelogue from the hills of Western
Pennsylvania, to Switzerland to the Rila Monastery in Bulgaria. He has received nu-
merous awards including an NEA and Fulbright fellowship and several such fellow-
ships from Creighton University and The Catholic University in Washington, D.C. He
has worked as a Radio producer, film maker and arts administrator. In 1996 he was
accorded Bulgarian citizenship for his work in the culture. He currently directs the
William Meredith Foundation and Poets’ Choice Publishing. He lives in Uncasville
and Groton Connecticut.

THE LOVE OF ORPHEUS

Though most ancient sources accept the historical existence of Orpheus, the
mythology of this figure spans the centuries and has been used as a template
for myriad human concerns. Perhaps no other mythological figure has inspired
such a great fascination in the history of world culture. As an “archetype” of
the inspired singer, he is also described as a prophet, musician and poet; and
the most famous legend tells of his grief over the loss of his beloved Eurydice
as he descends into hell to petition the god of the underworld for her return.
Orpheus charms the very rocks to weep over the demonstration of his love, but
he only halfway succeeds. Finally, she is lost for half the year, because he breaks
the injunction not to look back as they depart hell. Hence, we have winter when
Mother Earth grieves the annual return of Eurydice to the underworld.

The story of Orpheus and Eurydice corresponds well to our human dilemma
when a loved one dies. Who hasn’t wept at such loss, begging for one last
chance to be with the beloved, to speak with them, ask forgiveness for some
sin of omission, look into their eyes and embrace them. In one account, Orpheus
commits suicide because of his loss.

In other accounts, he is re-united with Eurydice in the underworld after he
is torn to shreds by Thracian Maenads, ostensibly for not honoring his previous
patron, Dionysus. This account has him slain by women in the frenzy of their
Bacchic orgies, because after the death of Eurydice, Orpheus spurned them and
would take only male lovers. Ovid recounts that Orpheus, “had abstained from
the love of women, either because things ended badly for him, or because he
had sworn to do so. Yet, many felt a desire to be joined with the poet, and many
grieved at rejection. Indeed, he was the first of the Thracian people to transfer
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his affection to young boys and enjoy their brief springtime, and early flowering
this side of manhood.”(Ovid. The metaporphoses, Book X.)

There are variouslegends about the demise of Orpheus. One has hislyre being
taken to heaven by the muses and placed among the stars (the constellation
Lyra where it may be seen today.) Another has his head and Lyre floating to the
island of Lesbos where they were buried and a shrine erected in his honor.

To my knowledge, however, nowhere is Orpheus’ penchant for male lovers
immortalized in a work of art except perhaps in LOVES, by the Hellenistic
poet, Phanocles (c 225 B.C.): “And Orpheus, the son of Thracian Oeagrus, loved
Calais, the son of Boreas, with all is heart, and went often in shaded groves still
singing of his desire, nor was his heart at rest. But always sleepless cares wasted
his spirits as he looked at fresh Calais. The Bistonides, sharpening their long
swords, ringed and killed him because he was the first in Thrace to desire men
and disapprove the love of women.”

I've always believed that human sexuality could be found somewhere along
a continuum, that no one is either 100% homosexual or heterosexual. Alan
Ginsberg used to go around with a ukulele singing a little ditty, “Oh, everybody’s
just a little homosexual, who hasn’t admired an apple-cheeked boy in a baseball
cap.” Closeted (Oscar Wilde) or no (Walt Whitman), most poets seem to share
some sensibility for the “other,” enabling them to write about men, or women
from such a bi-sexual perspective. And this is an aspect of the Orpheus legend, |
find surprising and appealing.

Two quotes I particularly liked when researching Orpheus on the internet.
The first describes the Orphic mysteries: “The Orphics were an ascetic sect;
wine, to them, was only a symbol, as, later, in the Christian sacrament. The
intoxication that they sought was that of “enthusiasm,” of union with the
god. They believed themselves, in this way, to acquire mystic knowledge not
obtainable by ordinary means.”

The second is an inscription on the Gold-leaf tablets found in graves with
formulaic expressions used by the dead to put them in good standing with the
guardians of the afterlife and keep them from drinking from the river Lethe
(“Forgetfulness”): “I am a son of Earth and starry sky. I am parched with thirst
and am dying; but quickly grant me cold water from the Lake of Memory to
drink.” It is a sentiment any of us might pray as we drift into the haze of old age.
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