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INTRODUCTION

In this study I %i}l be expounding on the iﬁpabt of
Hellenic themes and motife)on-ﬁhree dramatic works of Lesia
. Ukrainka, pseudonym of Larysga Kosach. Crose-references to -
ancient Greek,.Elaséical and European 1iterature will be
_ made in order %o compare, qontfestmaﬁd eﬁeiuate fhe-werks
of ‘the euthor in the light -of- her predeceasors. A short l\vx—\
gynopsis of the classical legacy igkukrainian literature is
useful in order to better understand Lesia Ukrainks's .personal
adaptatioﬁs and innovations ‘of ¢lassical themes and motifs.
anoqghout the hi?tbr& of Ukrainian,litefatﬁre one
can consistently observe the marked influencé ef Greek
mythology, style and literature. The golden era of’Greek
literature gave us such greats‘es Homef{‘Hesiod, Aeschylus,
Pindar, Sophocles, Euripides, Sappho and others. They'best'
expressed themselves by creatlng great masterpleces, utlllz1ng
such literary forms as poetry, prose, drama:.polemlcs,
rhetoric, etc. It was this era of Greek literature that
gave us the heroic ‘epos, eniform five ac?'dremas, stylized
poetry -- poetry with inner beaﬁty and sﬁructurailperfection.'
It was a vibrant and.spirited mythology thef was the main
source of the literary output of Greek.writers. The actions f.|
and lives of the Olympians: Zeus, Athena, Apollo. Hermes,
the Titans and the many demlgods brought 1ntr1gue, suspense,
love-hate relatlone, sympathy and joy to both the wrlter and .

_reader. This Hellenic llterary herltage became the model for

-
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. -future trends in other European literatures. The mythology,
style, and writings of Greece were cbntinuously'emulatéd
throughout' the ages and their themes and mo%ifs are stiil
drawn upon today. The mastery of the Classical Age always
did and will intrigue writers.

. In.Ukraine. the introﬁuction of the classical tradi-
" tion during the Ukrainian Barcque came from and threugh the
West -- a fusion of basic literary ;rinciples of %he‘Middle
Ages, the Classical World and the Renaissance. The motifs of
Greco-Roman liferature and ﬁythology slowly began to pene-
traterUkﬁginian'Baroque,'influencing such writers as Galia-
tovst\yilkPrﬁkopovych, Radyvylovs'kyl,. Skovoroda and others.
Many of these writers did not emulate fhe themes, motifs or
genre models of the Greeks; they opted to parallel many of
their ewn spiritual notions through mythological and'bistoé-
rical fiéures and through.deeds of antiquity. |
-; The year 1798 laid two c&fnerstoneé in Ukrainian °
' l%feraturé: tﬁe appearance of'Kotlférevs'kyi's Eneida and
' W?PQ\it the official birfh of Ukrainian Classicism. Kotlia-
reva'kyﬁ did not focus on translating the Classics; hfs Ene'ida
was ; travesty of Virgil's original version: an Aeneid
thematically Roman, but Ukrainian in spirit, dgpth and
feeling. Ukrainian classical writers limited themselves to
the lower style of Classical artistry,-namely the.travesty

. and ‘the parody. {\
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With the arrival of Romant1c1sm the flelds of trans-
lation and adaptation of the Classical tradltlons became
;f: more pronounced and - were handled .with great skill, Such
‘ writers as A. Metlyns'kyY, L. Borovykévs'kyi, M. Kostomarov
and T. Shevchenko excelled in their adaptations of these
: Cla531cal themes, and then 0. Navrots' kyi, P. lehchyns kyi,-
S. Rudans'kyil, and 0. Dukhnovych became well known' for their
translating abilities. .
There'was 3till only- one perSOn in the late nineteenth
and early twentieth centuries who excelled in tﬁe art of
translating and adaptihg Greco-Roman works. Tﬂis was Ivan -
Franko. )
Ivan Franko left us the greatest amount of trans-
lations from Greek literature; he chose to trans-

late those works which had not yet been translated
into the Ukrainian language.

Some of Franko's translations were published during his life-

time, namely Sophocles' QOedipus Rex (1894), Menander's The

Right of 2 Child 11908), Plato's Symposium (1912), Alcacus
“and Sappho (1913), and some scattered fragments from Pndar
end Herodutus. The bulk of Franko's translatlons wrltten
in hisg latter years can be found in the second volume of

2
Literaturna spadshchyna entitled Ivan Franko, translaticns

n-

Sonevyts kyl, M., Istoriia Hrets'koi theratury, translated
by the author of the thesis, Rome, Universitatis Cathollcae
Uecrainorum S. Clementis Papae, 1970, p 31 -

e 2 Franko, Ivan, Literaturna s adshchyna, Kyiv, Akademiiz
‘ Nauk U.S.S.R., 1962, vol. 2

. “—.
. ' s/
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and paraphrasings of antient Greek poets. This was first

published in 1962. Besides translatiné many of Homer's
hymns: epigrams and his Batramiomachia, plus works by Hesiod,
Franko translated over 295 various works by over 65 different
writers., _. ,

Of the two avenues available to her, translation or
adapfation of Classical themes, %gsfé Ukrdinka chose the L

lattepi Therefore, one could say.that-she followed in the >/i

' footéteps of A.’Metlyns'kyi, M. Kostomarov and T. Shevchenko.
She also modelled her, works on EuroPeén_ones which she had
read in the original. In her epistulafy'works she often
pointed out her inability and lack of patiencelin simply'
litarally translating pieces. Adaptation of Classical themes
and motifs gave Qesf& Ukrainka the opportunity to utilige =
antiquity and at the same time to be innovatiﬁé. She added

or subtracted from the originals and stressed different areas-

to best express herself gnd to give ﬁay to her‘qseativity.

We have chosen three of the poetéss' works, namely

Ifigeniih v _Tavrydi, Kassandra, and Orgifé iﬂ order to portray
'fhe depth of Lesfé ﬁkrdinka's knowledge of both Classical énd
European literature. The;e were her models and in this way

we would like %o pa;aliel her to many of the great masters

of drama. h{ibfhree pieces have been translated into English.
The quotes wer drawn from the respective translations, but
‘the original Ukrainian texte were also utilized in our research

/'\ . -~
. . .
. .
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to hetrer extract finer nuances of the author's work.
Literary criticism and research into the toplc of

Hellenlc themes and motlfs ih Lesia Ukralnka 8 works hasg
been compiled by numerous llterary scholars both 1n Soviet
Ukraine and the Western World. One also cannot dlsregard
the opinions ,and critiques of her contemporarled who often

- scorhed Le31a Ukrainka for dealing with, non-Ukrainian toplcs.
Whlle ~Iesearching the above- -mentioned topic we found much of
the work Jdone .by Soviet and Western critics useful. Of “the

three works, Ifigeniia v Tavrvdl has been researched the least,

t happens to'be the shortest of the three works, and the
‘stlng analyses - of character, style, ‘and form done by .
ov, Fylypovych Yakubs'kyy, Zhurava ka, Manning and Bida-

help us reach concluslons concernlng the author's own
inteérpretation of the Cla531cal myth., Lesia Ukra Ka's .
Kassandra has been studied and’ analyzed in greater depth
Bllets ky% not only analyzed her Kassandra in depth but he
Jalso studled ‘the llterary herltage of the Cassandra myth
and the author 8 adaptatlon of the orlglnal plus her unlque
rnnévations. Babyshkln, Stavyts kyl, Zhuravs ka and others
closely fo¥lowed the interpretation expounded by Bilets'kyY,

Unfqrtuﬂately, the wrlter of thisg thesls was not able to ..

aboﬁt the poetess' Kds#ndra ahd 1ts Place in ‘the ideologico-

aesthetic turmoil of Ukrainian llferature at the beglnnlng

MR EL BER 2.0 PV LT SR .
L]



‘does not detract from the value of theﬁr critiques; it only

INTRODUCTTON ' i

of the twentiEth century. therary critiques by C. Bida

and C. Mannlng gave us a deeper 1n51ght 1nto the Cla831cal
environment .and- the motlvatlon behind the author' 5 ‘unigue J
adaptation. We found the 1nterpretatlons of Orglla the most
interesting. Most ,of the literary critics dealt more with
the ideologieal and‘pg;losophical connotations of the work
rather than with its Classical elements. This, howerer,
leaves more areas for study.

By 1ntroduc1ng the original - works and a few European
adaptatlons we intend’ to parallel, compare and contrast Lésia
Ukrdinka's adaptations:With well-known pleces of world litera-
ture. This will allow us to utilige the literary criticism
gulte generously compiled by many European and North Ameriean
crltlcs. We believe that this type of compardtive study Wlll
further deepen the analysis of Lesia Ukrainka's works.

Throughout the thesis we have used the Library of
Congress system of transliteration. Unless specified other-
wise oy an author himself, the Library of Congress system
of transllteratlon will be adhered to throughout. Because
many of the works were not available in the Engllsh language,
spe01flcally works by Zerov, Sonevyts' kyl, Bilets'kyY,
Zhurave ka and others, we had .to do g number of our own
translations. We found the translations by V. Rich and P. .

Cundy extremely useful. An extensive collection of books

e
.
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’

‘on Lesia Ukrainka, the Classical and European writers that

we wiil'bé referfing to is available at the Mprisset Library
at the University of Ottawa and the Robart's Library at the

University of Toronto. Appendices have also been incladed

" to shed light on the original Greek ﬁythological figures;

Lesia kaainka's own interpretation and those of other

-

European authors.

(&)
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e UKRAINIAN TRANS']L.ITERATION viii
A a * X . sﬂgﬂ" .mf.
BEd b H=n n
.B B v Oo o)
r } h In P
Ir ‘g Py r
' Ix d Ce . s °
Ee e ' T t
. 6  ie Yy u
Ex zh . ' LN £
3 a z - XIx kh >
. e y : Ox 8
I i 9q . ch
Ty 1 - Tm  sh
R 1 - Im . shch
- KE k Po  iu
I a 1 - Ha=a ia .
. . '

Library of Congress Transliteration

This transliteration takes account ofignly the accepted
Ukrainian alphabgir d orthography, disregarding the older
ones, like the " yzhka", the "Drahomanivka", and the

- go-calléd etymological orthography of Maksymovych.

V.
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' IFIGENIIA V TAVRYDI

of these-interpretations, namely Le a Ukrainka's Ifigeni{é

v Tavrydi, Euripides' Iphigenia.amonf\the Taurians, and

Goethe's Iphigenie auf Tauris, will be investigated. Interest

.in the story-myth'of Iphigenia is eﬁoked becduse of:
1) the psychological and moral overtones of the

story;

2)

3)
4)

the problem of mankind's tragedy;

the relation of mankind to his/her fate; and .

the great availability of material on issues

of contradiction, the pros and cons of man's
actions. " ‘
® _s+es there is the thrill of danger, the romance of
far places and strange w s the sentimentality of
‘0ld memories and mixed lo ties and nostalgic
Yyearning. 3

Lesia Ukrainka's interest in the Classical tradi-
tion stemmed as far back in her life.as her childhood.
— I% was basically her mother,_Oléna Pchilka, who instilled
this desibe to‘read and study somefhing more than simple

tchildren's books®. .Shtol{é The Mythsg\of Classical Anti-

guitx'was a revered book ﬁﬁgLest and her brother Mykha¥lo.

-

3 Euripides, The Plays of Buri ides, tranélated by M. Hadas
and J.H. McLean, New York, Dial Press, 1936, p. 341

v -

- .
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_As children, the "$wo would improvize and stage many of these
Clessical. myths, thereby consmstently enriching their know—

ledggfeﬁ the literature, themes and motifs of the Clas31cal

era. In 1884 Lesia Ukrainka wrote the poem Sappho. It -

Y

2 *dealt with the Greek songstress and lyricist, who was said

te have committed suicide when Phaon'did not respond to her
romantic advances. Later'on, the poetess wrote ; short A
dramatlc etude entitled Sagpho that dealt with this same
problem of unrequited .love. In aﬁdltlon to this, 1n 1897
and 1898, while restlng in Crlmea,,gnSplred and fllled with

-
emotlon from the mysterloué surroundlng she agaln remembered

themes, feellngs and - -moments of Classical llterature. It was

as if she was inspired:by that.great Muse  that-she-so fondly

'spoke'of Definite use of Classical themes appear throughout

'her‘Iflgenlla v Tavrvdl The merits of this work and i%s
_close alliance to the Classical.tradition is in the use of a
chorﬁs; dialogue; dramatisation; and_the unities of time,
place, . and eetion.' In this way she paigd 1i£erary'homage to
the»anc1ent Greeks and their forms of tragedy and .drama.

\\Le51a Ukrainka created an 1nterest1ng play both in,
terms of its length and her adaptatlon of the myth The
work is a singlé dramatic scene. She utlllzed the Classical
format of choral ilyric, and she maintained a chorus and a
single actor. This creates tﬁe effect of both monologue and

dialogue. What the poetess stressed was nostalgia and the -

* "".
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problem of one's fate: In this way her dramatlc gtude harkens

back to the 0pen1ng monologue of Goethe's Iphlgenle auf Tguris

and the flrst part of Euripides' Ishigenia among the Taurlans.

What is more important is Lesia Ukrdinka's portrayal of the
woman Iphigeoia as a Prome?hean figure, as a true descendant
of the 'great Titan. She herself was convinced of the need to
nurture the qualities that best exemplified Prometheus. If
it was the fate of many people to live out a 1ifé such.as
Iphlgenla S, far away from her homeland, then let it be so;

’ the pr1n01ple and cause of the '‘greater part' was more impor-
tant thao that of an individual. This, however, would only
be possible if men modelled themselves after the Titan Pro-

metheus. ' “ T -

Buripides' Iphigenia among the Taurians, a romantic

melodrama, as H.D.F. Kltto calls it, was considered in
Euripides' time as an avantgarde adaptatlon of the orlglnai\
story-myth, In his works, Euripides began to treat Greek
mythology differently from his predecessors Aeschylus and
Sophooles. Mythology was not de'sublime a creation for
Euripides as it was for the lattér two, Euripides lived in
the era of Greek Enlightenment, the era of the Sophists; the
old traditions, religion and morality could no longer with-
gstand the direct attacks and inquisifive nature of contem-

porary criticism. b “At the ecentre of Euripides' play stood

h Euripides, The Plays of’ﬁuripides, op.cit., p. 341

—————a I
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Iphigenia; however, it was the philbsophy 6f‘maq in his many
trials and %ribulétioné which-was.ac?uall& on the judiciél
s@énd. For ‘this reason much time and effort was. spent on
dg%eloﬁing the famous recognition scene between Iphigenia
and Orestes. \Euripides believed tﬁat pepplg'behaved and -
suffered as they did because_of_fheir own inherent natures.
hEuripides felt that the human and divine spheres did not
. overlap or intersect but that the two were evér-present_gs
separate eésenceé.]'fphigenia's sad‘fa{e and situatioq and
. Orestes' predicament, that of being chased by the Furies,
.weré both dhg‘tovhumah actions. Euripides' greatest attri;
bute would be thét he, as a writer, secdularized the.theatre,

made it more .realistic. o

Goe%hefs Iphigenie auf Tauris, on the other hand,
was written in.the era of German idealism, and Qas therefore
a product of similar circumstances. Gfeat stress was placed
on the overwhelming power of iogio; the essence of pure
rationality; purity; and mankind's ability to resolve com-

pleéx problems, not by treachery, but through honesty, truth,

and open-heartedness. Goethe's Iphigenie auf Tauris contained

all of the abbéve qualities. For these same reasons the play
has lest thé.adventurous nature of Euripides' adaptation.

quthe wanéed to show people that there was an inherent good-
ness in mankina that could conquer all of the great prcoblems

of mankind. Goethe sought a pure soul and he found her in

.

it it
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Iphigenia.' Her honesty d1d not go unrewarded Klng Thaos
recognlzed the Justlficatlon of Iphlgenla s loglc and actlon'-
and allowed her to depart. Iphigenia, and aﬁh t sherﬁ.
stbod for, became the central flgure and the tata ygt in
the play. , ' ' -
Throughout'the aées authoré reworked the original
.story-myth of Iphigenia to best express thelr phllosophlcal,
ideological, and literary needs. They revamped the storyllne,
streésed specific areas moré than others, developed and
‘-dEPlCtEd the characterlstlcs of the heroes as they felt was
'necessary.' ThlS was true of Eurlpldes, Goethe, and LESla
ﬁkréinkan Comparatlvely speaking, we hgye three, new IPhlr
) gehigs, each set up against comblex situations in life.
It will be recessary in the forthcoming csmparative”'
analysis to llmlt the disussion to the 1ntroauctory monp-

logue in Goethe's Iphigenia auf Tpuris and- to approx1mately

the first 850 lines of Euripides' Iphigenia among _the Taurians.

References to the other parts of théfplayé would be madé

when necessaxy.
***********_*'ar***

- By way .of storyline, the basic similariﬁies among

all three versions is that.the agtion was taking place in

Taurip lands and that Iphigenié\was a priestess of the Tauric

Artemis. However, the storyline is different in each.
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Lesia Ukrainkq’s'version of the Iphigenia story-

myth di¥fers from her.predecessors' renditions. In Ifigenifa :

3

bl . v
'v_Tavrydi Iphigénia sacrificed herself for a cause, but she

qués%ionéd’the ways -of Fate (Moira) and even questioned her
own desffny..
And maybe ... maybe, in their songs recall

The fame of Iphigenia who gave
Herself to save her native land ...

. L] . . L] . . . . ] L ] . . + . . . s s .

I went
Courageously to die a sacrifice 5
In honour of my own Hellenie land.
But in the end Lesia Ukrainka's Iphigenia submitted to the
ways of Fate and'Destiny, because it was "beneath Promethean

descent” to commit suicide. Iphigenia's last words before

leaving the stage sum up the dramatic &tude: "A bitter legacy, .

Prometheus".
In Euripides‘ version, Iphigenia was tricked into
going to Aulis:

My father slaughtered me,-for Helen's sake,
A sacrifice of blood to Artemis.

. . L] . . . . . . . . [ L] . L] + . . [} . . .

They stole me from my mother, giving out
That I was destined as Achilles' bride. 6

o

5 Ukrdinka, Lesfé. Spirit of Flame, translated by P. Cundy,

introduction by C. Manning, Westport, Conn., Greenwood
Press, 1971, p. 62-3 ' t

6 Eﬁripides, Alcestis, Hippolytus, Iﬁhigenia in Tauris,
translated by P. Vellacott, Penguin Books, Whitefriars
Press, 1953, p. 73-4, 11. 10-11, 11. 26-7
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For this she bore grave resentment in her heart agaigst hexr>.

father Agamemnon.

-

Goethe's‘Iphigenia was also meant for sacrifice, but

-

the trickery has disappeared. Fate was a more important '
factor; it overrode all things.’ -

Yes, Daughter of Zeus, if that illustrious man
Whose heart you froze by asking him his daughter
If god-like Agamemnon ...

Was led by you from Troy's beleaguered wéll;
Back to his fatherland, victorious; 5
Then give me back again to those I love! a

Goethe's Iphigenia was devoid of any regentment; all she

_w?éhed for was to return home.

All three authors referred +o Féte, a central issue,
each one in his/her own individual way. Lesia Ukrdinka
Iphigenia continue suffering, working to survive in
difficult situations, for this will make Iphigenia stronger,
whereas Euripides took fate out of the hands of the gods and
\J/i;laced the reponsibility on mankind, and Goethe showed Iphi-

‘genia as an ideal image, riot withstanding all human trials.

,fn Lesia ngdinka's vers;on-no plan of escape was. needed; ip

Euripides, driven near to the end of endurance, Iphigeﬁia

herself conjured up the plan‘of escape; whereas in Goethe,

that same responsibility fell on Pylades. Lesia Ukrainka

7 Goethe, Iphigenie auf Tauris,-translated by J. Prudhoe,
Manchester, Manéhester University Press, 1966, p. 4, 11. 43-5,"°
11. 47-8, 51 . ©
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was more coﬁéerned wifh the psychological battle Iphigeriia
was fighting rather than in an escape.
‘ * ¥ O ¥ ¥ ¥ ¥ OB O ¥ K OH ¥ ¥ ¥ ¥
In the late nineties of the nineteenth cenfury,
Lesia Ukrainka'wés in search of new models, genres and

dramatic forms. Her dramatic &tude Ifigeniia v Tavrydi,

initially intended to be a two act poetic poem, bears some,
resemblance to a Shakespeareanlgoliloquy interwoven with the
Classical choral lyric. Unlike %uripides and Goethe, who
wrote at length about the mytﬁ onIphggeniéfin‘their dramas,
Lesfa Ukréinka has discngig/almost‘all of the storyline
except for what shi felt was necessary -- the psychological
war within a woman doomed %o a slow death, a second death.
She therefore produced a dramatic €tude and not a full drama.
It introduces the heroine and recreates a portion of her
past life. ‘Phis was a technique utilizéd by Greek dramatists,
and in this way the poetess paid her literary dues. It is

the monelogue, however, that is most important. Written in

blank verse, like Goethe's Iphigenie auf Tauris, Lesia

Ukrainka was able to make her- monologue compact, and there-
fore forceful. The tragedy of a woman is both revealed and

. felt in the power of words and thoughts spoken by.Iphigenia.

Euripides' Iphasenla among the Taurians is formally

composed of a prologue, th¢ parados, three episodes, and three

r
k]
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?

stasimons, plus the exodos. His prologue is formal and non-
dramatic and the exodos utilizes Euripides' favourite drama-

tic technique: the deus ex machina. All of the rest is con-

#tained in the parodos and episodes and a great deal of time
iis spent on the famous recognition scene.

It is one of the most beautiful of the extant plays,
not really a tragedy in our sense nor yet merely a

- romance. It begins in gloom and rises to a sense of
peril, to swift and dangerous adventure, to joyful
escape., But it is tgagic in the sincerity of the
character-drawing. '

-

‘The play is simple;in structure but its plot carries it
steadily forward. According to Kitto,9 the viewer is no
longer puzzled or irritated by unnecessary rhetoric or
sophistry. The.worlds of men and gods are divorced, there:
fore Euripides was free to devote himself entifely to his‘
'form'. Euripides' choral qdes are alsozof: gréaf impokwr 7'~
tance. He made them poetically and musically pleasant to

10

the ear., Reinhold postulates that Euripides decreased

-
the importance of the chorus in the actual action.and gave

them the quality of musieal interludes. This could oniy

enhance Euripides' play.

L

8 Murray, G., Euripides and his Age, London,‘Williams and
Norgate, London and Norwich Press, 1913, p. 145

? Kitto, H.D.F., Greek Tragedy, London, Methuen & Co..Lbd.,
1954, p. 312 ‘

3 10¢Reinhgld,'M., Classical Drama, New York, Woodbury, 1959,'
p. 13
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When Goethe first wrote his Iphizenie auf. Bauris.

he wrote it in.pgose, but he later changed it into poetic.
form. According to Swanwick.11 it was conceived in tﬁe
spirit of ideality and characterized throughout by moral
beauty and dignifiea\repose. In his search for inner peace

and self;mastery Goethe modelled his Iphigenia after the

-~

Classicists.

In the limitation of the“action to a few characters

of noble birth, in the simplifieation of the fable,

the close observance of the unities, the high-flown :
diction, and above all in the conflict of the soul,
Iphigenia marks a complete break with the character- /
tragedy of Shakespeare and a definjte return to the
tragic ideals of the French grand siccle, 12

Stahl 13 points out the symmetrical arrangements oflthe
scenes, the regular alternation of monologue and dialogue,
and the predominant use of blank verse. These were qualities
quite typical for a classicist.
%*************%*
Just as all three renditions of the myth of Iphigenia
were different in terms of storyline and form, in é similaf’

+

manner the character of each heroine was altered in some way."

1} Goethe, Iphigenie auf Tauris, translated by A. Swanwick,
Philadelphia, David McKay, 1933, p. iii

. v

12'Willoughby, L.A., The Classical e of German Literature
1748-1805, - London, Oxford University Press, 1926, p. 99

'J Stahl, E.L. and W.E. Yuill, German Literature of ‘the 18th

and 19th Centuries, London, The Cresset Press, 1970, p. 87

[
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Swanwick 1k poin%s out that Euripides; Iphigenia, although
she exhibited soﬁe noble traits, tendetho éffend the viewer
by her uqscrupulous iolation of the truth, and by the cunning
?rtifice:which Goethe) with great ﬁastery, has attributed to
Pylades. Goethe's Ip'_ enia.was the ideal ;pure soul',
whereas Euripides portrayed a vindicfive,/g;heming Greek
woman. - Lesia Ukriiﬁka‘sllphigenia retained characteristics
of the Classical heroine, but she was not a spurned and tor-
tured woman who had fallen at tﬁe hands of her father.
Neither was Lesia Ukrainka's Iphigenia the idealistic prima
donna of German idealism. Lesia Ukrainka's Iphigenia was a
ﬁildumannered and devoted woman who loved«her homeland. She
was, however, also a frail human saturated with fears and .
.uncertginty, continuously tormented by theée game fears and
uncertainty. By sacrificing herself knowingly for her
country she bore elements of martyrdom, heroism and loftinegs
of purpose. This becomes evident through a compmrigon of

the character of Iphigenia in.Euripidés, Goethe, and Lesia
Ukrainka. '

In Eﬁfipidesx

I3

God from the fifst for me fulfilled what he should not.

The hand of Fate lay hard.
- My unhappy mother ...

14 Goathe, Iphigenie, trans. Swanwick, op.cit., p. v-vi
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Gave birth to me as first fruit of her marriage,
A doomed victim of my father's villainy,
An offering not of -joy but of terror.

Not for me to weave in patterned thread
Athene's triumph ...

But to perform dark rites unfit for song,

L] . L] . . L] [l . . L] . L] L] . (] a . . . . . -

And now, how will it end? Will luck be timely?
. What device of mine can help you -
Quit the land and cheat .the altar,

. . L] . s 0 . . . . [] [} [ . L] L] . . . n . . . .

Think, my'despairing brain! 15

In Gogthe:

They have laid works of cunning on my lips,

Wrought me the answer I must give the king
’ If he should send to me importuning '

The sacrifice. I see I must be led

Even as a child is led in reins

Deception is an art I've not acquired,

Nor how to cheat another of his due

. ] L] - LI | [} L] L] LY § . . . L] +* s . . L] (] .

The unbleﬁished heart alone finds peace of heaven.

Give me your hand! A sign of peace between us

L} . . . L] LY L] . . . . . . . . . . L} * L] L]

Good actions do not need deliberation.

Good is transformed to evil by our doubts. 0

15 Euripides, Iphigenia, trans. Vellacott, op.cit., p..79-80,
pi'IOD;u11;120E5212;.11.,221724, 11. 872-77 ‘
16

Goethe, Iphigenie, trans. Prudhoe, op.cit., p. 45-6, 54,
62, 62, 82, 11. 1400-06, 1. 1655, 1. 1950+ 1. 192,17 1994

-7
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In Lesia Ukrainka: ‘ ' S

-

. ) ' 0 Fatel
v Doth 1t bgseem thee, grave and austere e er,
e To .make a mockery of simple folk? ...

. Yet stay thy course; 0 proud and wounded heart!

Why didst thou, goddess great, deliver me,
And bring me hither to-a distant lang?
Hellenic blood was needed then by thee
. To quench thy wrath against my countrymen --
: Why didst thou not allow my blood to flow? 1Z

The heroine was distinctly 5;éwn and characterized by all
y "‘ th?ée authors. In all three versions Iphigenia grew in self-
. coﬁfidenge'and self-esteem and built up her own Dasein. She
was nbw able to fcfge on in life: in Euripides' version,
Iphigenia melodfamatically returned home; in Goethe's version,
she overcame indecisiveness and abided by her principles.of
rationality, truth, and purity; ahd in Lesia Ukrdinka's ver-
sion, Iphigenia wasg able tb find the inner strength to stay
alive -- the Promethean spirit.

% M O# O # N H O O R GE H O N

-

‘Thematically speaking, all three works to,a greater
. or lesser degree dealt with tge-problems of loyalties; home-
sickness; men versus the gods; fate; 'being lonely' versus

'being alone'; and the barbaroué nature of reality.

17 Ukrginka. Lesia, Splrlt of Flame, trans. Cundy, op.cit.,
p. 62-3 !

L1
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The obvious theme in Lesia Ukraﬁnka's work is Iphi-

genia's yearning for home and the under%ying leitmotif is- the
expression of the Promethear spirit. The nostalgia,
Argos,.my own dear land! ‘ : . - ' i
1'd rather die a hundred times in thee '
Than still llve here! ' '
as points out Bida, 12 whlch induced the thought of suicide,
only inqreaséd the tragedy of a doomed.woman. Iphlgenla
knowing;y sacrificed herself for her homeland.E However;~
the dichotomous nature of her Désein, her feminine frailty,‘
- for a moment was positive that her death at the"altar would

have been more meaningful than aitreacherous life abread.

She pven willed herdelf death; death wag better than suffering.

Somehow, however, Iphigenia realized that her passion for her
’f

hmmeland could not overrlde her purpose in llfe -- te follow
in the footsteps of Prometheus She did not let the sacri-
ficial knife pierce her hearti instead, what penetréted her
sbui’was a deeper sense of purpoge and cause.-- Iphigenia

ac c?bed’h’er fate and "i)redi cament. ©

’ Critics of Eu;}pidean drama aéreg th&f Euripides'’
Iphigenia amdng fhe gdﬁEians denounced primitive vendetta

A :
and matricide. What\man does is done'by his own will and

17 Ukrg!i.nka, Lesid, Spirit of Flame, trans. Cundy, op.cit., ' &
p. 63

Ukrainka, Lesik, Lesya:Ukrainka, Iife and Works by C. Bida,
tranglated by V. Rlch, Toronto, Unlver31ty of Toronto Press,
1968, p. 65

18
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r.10'l_: th#t of a god;therefore we seal our own fate. Euripides
took the old myths, altered'on adapted them to his own liking,
and painted a picture of mankind thaf many éf.his\pontempora-
ries disbelieved. Euripides, with his masterful Euripidean'
irony, intertwined a study of insanity, abnormal psxphology,

) and man's inhumanity to man with a dramatic intervention of

the deus ex machina, but-neither plane ~- human or divine -- -

intersected in the drama. Euripides created a psycﬁological‘”
' drama, a drama portraying the conflict of human emotions

‘within the.hero and within various characters in the play.

Eufipides' Iphigenia among the T&urians was a tragedy of
human situations.*- Kohlséhmidt, however, differs somewhat in

his opinion of Eufipides. .
'In Euripides, relations between the gods and mortals
remain completely unpsychologifal by nature, and cor-
respond to the unequivocal aspect of fate.

. [ L] . [] [} . - . * . - . . . . » . . . - . L] L] . .

What ... has Goethe changed ... ? In Euripides, Iphi-
genia does not set herself the task of bringing a
~ healing influence to bear either on Orestes in his

- madness or on Thoas in his barbarity. Goethe intro-

duces both aspects ... Tige theme of barbarity is thus

as good as removed. ... Iphigenia ... finds herself
in a totally un-Greek moral conflict, a humane post-
dlagsical conflict of conscience over Thoas, who now
himself becomes the benefactor. ... With the confes-
sion of the Blan for escape ... integrity is in fact
preserved. 1 _ ' o

‘ _
19 Konlsehmidt, W., A History of German Literature 1780-1805,
trans%ated by I. Hilton, Lendon, MacMillan Press, 1975,

p. 276-7

.,
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The main theme in the first scene of Act I of Gggjhe's

Iphigenie auf Tauris was Iphigenia's donging for life. Her

gacrifice, states Miller 20

was a symbolic death, wherein
SE# beééme'a shadow of herself as the T#uric priestess. She
served her goddess with 'unvoiced reluctancéf; but 'still
plgéded with Artemis to rescue her froﬁ a second death, Iphi-«
genia.was %o have been sacrificed at Aulis and ﬁowlin Tauria,
her soul was slowly being puf to death. |

The issue of homesickness, 'being lonely' and/or
'being aléne' was an important theme in all three versions
of the ;gpigenia story-myth. In each case Iphigenia yearned
fox, tha%;&hich was.so dear to her -- her homeiand'and family.
Iphigenia's coﬁce;n in Euripides' ﬁork was to return‘homé to
Argos and to be once again united with her brother Orestes.
Because of .the treachery forced upon her in her youth by
Agamemnon, Iphigenia _felt greater love for her mother. Iphi-
génia'é.hatred sibwly méllowed, She only desired gg.leave a
barbarous land with barbarous religions and return to her
beautiful Argos. In Euripides' work Iphige;ia was able to
' return.hpme after coming into possession of the image of’

Artemis. Goethae solved this same problem via a sequence of

~ ‘
noble actionsn _JLesia Ukrainka's Iphigenia, however, was

20 Miller, R.D.s The Drama of Goethe, Harrogite, The. Duchy
Press, 1966, p. 154

N ’
e &
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destined to live a life as térmented as ﬁas the life of
Prometheus. Bates points out that:

Goethe's play has been much admired for its
beautiful poetry, dbut there could hardly be a
greater contrast between his play and the
Iphigenia among the Taurians of Euripides. The
latter is full of action; the former has almost
no action and its spirit is German rather than
Greek gl

"Goethe, whilk elevating the play t6 the highest level of -

humanity‘élso reduced its tragic impact.” 22 1egin Ukrainka's
adaptgﬁionhof,the myth is still different' in that "this is a

_short study in the poﬁer of the Prémethean-SPirit:" 2?

* ¥ ¥ ¥ ¥ O ¥ OF O ¥ OH K O I F
» Hd -
Up to this point there have been frequent referrals

to the Promethean spirit and the Promethean imagery apparent

in Lesia Ukrdinka's Ifigeniia v Tavrydi. In.order to study

and analyze this specificity of Lesia Ukrainka's work it is
. »
necessary to provide a short résumé on thegPromethean myth

itself and some of the interpretations and renditions of this

same myth.

,21 Bates, W.N., Euripides: A Student of Human Nature,
Philadelphia, University of Philadelphia Press, 1930,
p. 146 ‘ :
. ] . .
22 Melchinger, S., Euripides, translated by S.R. Rosenbaum,
~ New York, Frederick Ungar Publ., 1973, p. 176

23 Ukrdinka, Lesia, Lesya Ukrainka, Life and Werks by C. Bida,
op.cit., p. 65 .

3 o+




IFIGENITA V TAVRYDT ‘ 18

. The Prometﬁean myth is beth"idteresting and ca?ti-
vating, and intrigues both the young reader and the adult.
The adventurous nature of the myth fills a child's ﬁind with
mahy fentasies, whereas the adult sees in.%his same nfyth
somethlng deeper afd more thought -provoking -- the struggle
and confllct of egos, the battle of pr1nc1ples ‘

' , According to 0. Bilets' kyi,zu the Prometheae myth
has been“dealt with by many: Hesiod in his Theogonx_ehowed‘

Prometheus' cunning; Aesehylus' Promethean Bound uﬁderlined\

fPrometheue love of ‘mankind; the myth was tackled by Plato
in his Protagoras, by Apollonlus of Rhodes; by Ovid in hlS

Metamorphoses:_and by Horace and Catullus; but none with
such finesse ae Aeschylus. The more important European
writers! who adapted and 1nterpreted the myth with success
‘were Voltaire, Herold, Glde- Herder and Goethe; Byron aZd
Shelley; %ontl and Lecpardl;‘K0n0pnlckl; Lomonosov and Bene-
dictov; and in Ukrainiaﬁ literature‘Shevchenko and foremost
Lesia Ukrdinka. Each of the adaptations of" the Promethean
my+th dlffETEd in their own rlght, some making the story and .
myth more sublime, more human, more ideal. Aristophanes,

} .
in his comedy The Birds, went as far as portraying Prometheus

4 Bilets' kyl, 69 Zibrannia Brats' v {at tomakh, Kyiv,

Vyd-vo Naukova Dumka, 1966, vol. ""Prometel" Eskhila
. 1630ho potomky v svitowy llteraturl", p. 151,.162-3,
165 7? ) ’ - :
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as a comical hero, a living farce. But the core of the many
adaptations and interﬁretations of the Promethean myth'highly
respected fhe-?itan for his deeds, audacity, and loving nature.
What comes out of fhese wbrks is the image of a Titan who ij
daripg, cunning, humane and steadfast in +his principles.

‘ Lesia Ukrainka did not devote .any one specific work
to the Promethean myth, but Promethean-imagery is visible in;,f
all her worksr‘specifically her dramatic ohes. Feelings of25%
strength, power, self-esteem, and self-denial, which are only’
" some of the charactéristic qualities of the Tiﬁaﬁ Prbmetheué,
constantly catch thevéeader's attention. 1In his article on

-

the Promethean problem, 0. Bilets'kyi underlines emphatically
that "the'main thiﬁg_Prometheus endowed mankinq;with was *
knowledge, the desire for a better 1life." 29 Lesfakarainka
picked ﬁp this theﬁe but she alsa expounded on it and ma@e

her Promgtﬁéan figures (Iphigenia, Cassandra; Antheus, etc.)
strong and courageous pecple "capable'hot only of dying, but
elso of living for their country”. ?6 Often it is more Aiffi-
cult to-"live for your couhtry" during hard and trying times.

The Promethean ideal, according to Lesia Ukrainka, would
: i

25 Bigets'kyi. Zibrannia prats', vol.v, ""Prometel" Eskhila
i loho potomky Vv evropels'kyl literaturi', o .cit., p. 157

2§ fhuravs'ka, I.I., Lesia Ukrainka ta zarubizhni literatury,
Kyiv, Akademiia Nauk U.S.S.R., 1963, transiated by the,
author of thé\igesis. p. 133 ’

»

~
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endow peoplé with éddit;onal strength and loftiness of
principle and a reason to survive those times.

In Lesia Ukrainka's overall literary career, this is
the one theme that found expréssion not 6nly in her works on

Classical themes, but even in religiocus, early Babylonian,

_Spanish, and contemporary works. Some of her heroes who

followed in-the fop?st;bs of the great Titan were: Iphigenia,
Miriam, Richard, Anteus, Cassandra, the neophyte, and many
more,

'in his estimation and opinion of the Promethéan

imagery apparent in Lesia Ukrainka's works, P, Fylypovych

\.

Y

+«. perceiving the image of Prometheus as a constant
symbol or even perpetual attribute of freedom-loving,
revolutionary desires. Lesia Ukrainka limits her-
self to a fragmentary depiction of the image or a .
%imple mention of it. It does not acquire an inde-
endant meaning; it is designed to serve -- to .
reinforce social sensitivity. 7 \ ‘

4 = * & ¥ 8 4 e . s llt,lll.llljl.lli LI T |

«+. the image of Prometheus ... is abstract, ... it
.is only = symbol of .the competitive spirit of man-
kind. %S' - -
" I o
But this Prometheus was engulfed by that same fire (that
/

2TFylypovych, P.P., Literatura, translated by the author-of
the ‘thesis, New York, Ukrainian Academy of Arts and Sciences
in the U.S.A., "1971, p. 313 .

28 ibid., translated by the author of the. bhesis, p. 315

- ! °
® | :
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passion) that he so cunningly stole from the heavens and

"gave to mankind.

Such are her favourite heroes and heroines. They

are all destined to the same unfortunate fate as

their forefather --.to procure from heaven " the

resplendent spark", and then to endure "exile tor-

ture and indissoluble shackles" (Fiat Nox). 29 °

With time Lesia Ukrainka's‘gpetry became. 'poetry of

thought', as Kysel'ov 30 called i%, and in similar fashion’
her portraiture of Promethean figures became ﬁore and more
thought—provoking, her figures more complex and intriguing,
more daring -- more defiant of brute force and extremely ' \
dependant{ on bne's own principles, the principles of justice.
Le§{a kaginka's majof achievement here as an innovator of,
the Classical tradition was her creation of-ﬁew facets, new
horizons, and new characteristics in the Classical sheroes,’

" hwo of Lesia Ukrainka's predecessors, T.H. -Shevchenko
and I. Franko,&éLgo believed in the pqwer and the #alue of
the ?romethean spirit. In Shevchenko'é "Kavkaz" the Prome-
thean myth and its imagery refleéfed a tortured.and persis-
tent 'people' (nation). Franko, on the other hand, paralelled

his Promethean fire with true poetry, poetry at the servige

29 Bilets'kyY, Zibrannih prats’, vol v, translated By the
author of the thesis, ""Prometeil" Eskhila i loho potomky
v evropels'kyl literaturi”, p. 179 '

30 Tarnavs'ka, 0., Tuha za mitom, New York, Kliuchi, 1966,
- pu 103 N ’ '
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of its people, poetry and thoughts that are apparent through-
Out poems such as "VichnyY revoliltsioner" and "Kameniari",

According to iﬁuravs'ka:

The image of Prometheus is a prevalent feature
in Lesia Ukrainka's works. All of her heroes

- ar'e inspired by the Promethean fire, be they
uncompromising seekers of tru h, creative people,
artists, slaves who have rev lted or people who
sacrificed themselves and thfir work for their nation.

Her images of devoted and tragic revolutionaries,
fighters and uncompromising people possess the
characteristics of the legendary hero. Prome-
theanism denotes her social and aesthetic credo.
and isjthe main theme of all of Tesih Ukrainka's
work.

] - \

In the greater majority of her idramatic works Lesia
Ukrdinka portrayed a woman as the descendant of the Titan
Prometheus. Male fi €s, when depicted by Lesia Ukrdinka,
also followed in the \same fobtsteps as their female counter-
parts. One need just mention Iphigenia, Cassandra, Miriam,

4
Donna Anna and automatically their male counterparits, Antheus,

‘Richard, the slave-neophyte, and the poet in Davnia kazka come, .
TR

t0 mind. But once again, according ‘to éﬁuravs‘ka,jg Lésia
- X - :

Ukrainka, most often incorporated her philosophy of Prome-

theanism in fhe-image o. %Hé writer, the creative person.

This type of person, constantly in search of new channels of

eE ihuraxsfka. op.cit., translated by the author of the fhesis,
P. 13 "5 . ~

32 ivid., p. 137
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expression, always in the eye of the public, was cgntinuqusly
forced to stand by hi's or her beliefs and defend these
prindip%es, often misunderstood and mistrusted by state,
peers, and family.

Lesia Ukrainka's usage and adaptation of Promethean
imagery throughout her literary career enhanced many of the
topics which the poétess treated. Her incorporation of this

imagery in such works as Ifigeniié v Tavrydi and Kassandra

made it possible for the author to build on Hellenic topics,
charactery anf themes. 01d Classical traditions were retained,

but new qualities were incorporated.

e
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KASSANDRA

—

In 1907 Lesia Ukrainka published,her Kassandra, a
work in which "ghe fully develeed a Classical theme ... an
independant,;;d criginal work"®. 33 However, it becomes
quife obvious that she has combined two themes, namely the
story-myth of Cassandra and the Promethean problem. When

carefully‘réading Aeschylus' Prometheugs Bound, the dilemma

between law (Zeus) and justice (Prometheus) is apparent.,
Prometheus did not simply want to be a slave of ?ate (Moira),
as was Zeus. The former sought +the truth and justice. Lesia
Ukrainka's Cassandra is also this Promethean figure in search
of truth and justice. The author's adaptation of the myth

of Cassandra is fascinating in that her heioine was pitted
against the whole house of Priam: mo%her, sisters, and
-specifically her brother Heleggs, just_as Prometheus was
opposed by Zeus. .Cassandra, however,.is no longer thé tradi-
tionaliy frenzied prophetess in Lesia Ukrdinka's interpretation.
Cassandra possessed the powef to Toresee the future, but she
was still a frail woman who could not change évents. Given
the opportunity to prove herself és a real prophetess, an
active participant in her prophecies, Cassandra fell short of

her mark, She had to kill a Greek spy, but she could not do

33 Ukralnka, Le31a, Legya Ukrainka, Life and WOrks by C. Bida,
.cit., p. 65
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it. The duality and dichotomy of mankind's situation was

truly'embodied in the po image of Cassandra. Her adapta-

tion of the Classical myth wa credit to the Classical tradi-
tion; it was a fresh approach both phiiosoPhically and idealo-
gically. ‘Lesié Ukrainka did more than simply recreate the
traditional Classical Heroine; she painted the plcture of a
woman who elther encouraged or condemned aections, but most of
all, an adamant pursuer and spokesman of - truth.

In comparison to the maJorlty of her predecessors.
_ Lesia Ukrainka deflnltely produced a more in-depth study of
a tortured woman. A new Cassandra was born. She was both
strong and weak, still a doomed woman, but in Lesia Ukrdinka's
work she became the central figure in the'plot of a dramatic
poem.. The author's meticulous work can be easily noticed
Judging by the refinement of her delineation of EHaracters,
so important a feature in Kassandra;'

;****'-ﬂ:*******.***

In European, and particularly ancient Greek, litera-
ture the story-myth of Céssandra and her fate has met with' 7
oniy 3poradie mention. Cassandra the character was dealt with
~in greater detail by Aeschylus in his Agamemnon, the first
part 6f hig extant- dramatic trilogy “the Orestefé. Aeschylus
himself was quite a religious man and unlike Euripides, he

believed in Wivine intervention. He dealt with deep moral

and rellglous problems and showed the:

-
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stark grandeur of characters, who undergo little
or no development. Their tragiq suffering is due
to forces beyond thetr contrdi/;s well as to
character defects,

In the Agamemnon Cassandra was(;ndowed with prophetic

powers, Whlch were often revealed in riddies, but her warnings
were not heeded. Aeschylus' Cassandra was a quiet and passive
character, but when she was 'taken oner'_or inspired to pro-
phecize. she turned into a ffantic and frenzied woman. At ~
one moment she looked transfixed, the next noment she was_

doomed. Aeschylus' chlef method of portraying and expoundlng

on the character of Cassandra was done in a thesis- antlthe31s'

fashion., By talklng to and with the chorus, the pros and
cons of her satuatLOn are unravelled, but her 'fate' was .. -
nonetheless sealed and out of her control,

Euripides dealt with the nyth of Cassandra in his play
The Trejan WOmen. Although this play bortrayed a tormented

and prophetic girl, it placed less stress on the 1mportance
of the pe{sonage. A dlstlnctlve ‘picture of Cassandra was
4painfed, dealing with the actions that took place after the
‘Trojan War -~ the distribution ofdspoilssboth“human and
material. Throughout the play Euripides showed the great‘
torment that was brought about by war; he-eondemned-itS"

barbarity, futility, and even its occasional folly: "the

-

3k Reinhold, op.cit., p. 41

te
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face that launched a thousand ships";- On the background of
this play full of weeping, which was!similar to a funeral
dirge, appeared a frenzied Cassandra. One moment she wasw
singing a nuptial song, the next she was enthral}ed in diviné
ecstacies *marching to her bed of death". Euripides' Casgan—
dra was more a pathological case according to Reinhold, a
product of the many evils of her family and the Royal House
of Proy. . ‘ .
Homeé's adaptation of the myth of Cassandra in The

Iliad and The. Odyssey was of less importance. These episedic

mentionings only spoke of Cassandra as being "the fairest
daughter of King Priam". He only mentioned Cassandra in Ihg
Iliad (bk. 13, 361-382) and The Odyssey (bk. 11, 421-423),

and he did not endow her with prbphetic poweré. By E. Tripp's
calculafions Cassandra "appears" or was only mentioned in
Apollodofus 3.12.5, in Pausénias 2.16.6-7, 3.19.6, 3.26.5,
10.27.1;3-and in such works as Epitome 5.17, .5.22-3, Cypria
and The Sack of Ilium. 35

Shakespeare's adaptation of the myth of Cassandra- in

his Troilius and Cressida was dealt with in a traditional

manner wherein Cassandra possessed the qualities of her
Classical counterparts. She appeared but twice in Act II,

"scene ii and Act V, scene iii, both times possessing ﬁfophe-

tic powers. T

»
i

35“Tripp;hE., Crowell's Handbook of Classical Mythology, New
York, Thomas Y. Crowell Co., 1970, p. 152

)
¢
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The myth of Cassandra was dealt with again in some

detail in 1802 by,Eriedrich Schiller. Schiller's Kassandrg‘
was a melancholic poem, as Witte calls it. His sources fof
the poem were Aeschylus, Euripides, and Homer. Like Gaethe,
Schiller waé in many ways a product of the era of German
idealism. Schiller believed in such ideals as truth, wisdom,
& and knowledge, but the artist who is supposed to possess these
qtlali‘ties of genius always stands alone. And so did his 9
Cassandra., The déeper insight that Cassandra possessed only
placed her in a-position to be constantly aware of death, to
be alone and ignored. Schiller's Cassandra can be quoted as
a é;od example of the "Romantic Genius", who is and will be
alone, and his inner battles, both psychological and emotional,
will necesséfily be fought alone on—a-higher -ihtellécetual plane..
#OH K ¥ O OF O % W ¥ ¥ X ¥ X ¥ H
In Hellenic Classical literature the myth of Cassan-
dra has been dealt with in less detail than the myth of Iphi-
genia., In addition %o tﬁe story of the heroine, Cassandra,
Classical tradition depicted her in different place settings
““throughout thg history of thg Trojan War. For examF;e,
Homer's dealings with Cassandfaiyame out in his ;;%i? and 4
. The deésex. In both cases only a narrator -spboke of} Cassandra.

,

+/ She was simply mentioned by name. In one ‘instance it*wps as

N
Y

Priam's daughter: ‘ , »

L
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Idomenius belied his grizzled head
and, calling on Dana&ns, with a bound
gcattered the Tro%ans, for he'killed Othryoneus
of Kavesos,,a quest of Troy. This man

had come, on hearing lately of the war,

and bid for Kassandra, ghe most beautiful

of Priam's daughteps.a .

-

and in the other she was mentioned as Agamemnon's concubine-

.and partner in deatﬂ:

In my extreﬁity I heard Kassandra °
Priam's daughter, piteously crying
as the traitrous Kiytaimnestra made $0.kill her

-along’hlth me.

-

When Aeschy&us dealt with the myth of Cassandra-in his Aga-

memnon, the actigii took place after Agamemnon'g(return to

his mative lan . Euripides, on the other hand, in his Troades,
put Cassandra in a historical sétting just after the sack of
Iliﬁm. when/the women were about to be distributed as slaves
and bogtf. - ¢

.

Later on in European literature Shakespeare dealt

with the myth of Cassandra in an episodic manner. Cassandra

appeared on the scene when

the war is at a stalemate, and thls is viewed
from different angles in the 0pp081ng camps. 38
”

-

36 Homer, The Iliad, translated by R. Fltzgprald, New York,
Anchor Press, Doubleday, 1974, . 310, 11. 368-74 .

37

Homer, The Odysse translated by R. Fitzgerald, New York,
Doubleday, 19%1, . 210 11. 421-24 ?

38 Shakespeare, W., TheﬂComplete Plays and Poems of W, Shake-

speare, ed. W.A. Neilson, Cambridge, Riverside Press, 19%2,
. 312
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The myth was entangled with a -love story. In 1802 Schiller

h CaSSan e action taking place shortly before

of the‘Téogan War. Finally, in Lesma Ukrainka's

Kasgsandra %he action took place just before the fall of Troy,

on the eve its final destruction. Such a variety of

situations aklowed the many authors to portray Cassandra

from numerets angles. -
S &
] o\ ‘
the praphetess Cassandra appeared on the scene on the 767%th

In Aeschylgfl Agamemnon, according to V. Stanford,

line. She was 31lent and almost . hldden, an omlnous figure

lurkigé’ln the background.
v—-", -
. N\ .in-a Greek tragedy ®he audience would expect.to
he the death-cry ringing out, but Aeschylus will
delay it for more than three hundred lines, building

its suspensejand its significance through Cassandra, 597
!

It was not until\line 1073 that Cassandra talked. However,
he did not talk - she screamed, explodlng at Apollo and
invoking her painiand sufferlng to this same god. This was
the momemt of truth, the fourth ey{gfze 1n the Agamemnon.
Cassandra spoke in riddles. Pogsessed she foretold a dlm
future and a hard fate:
* God of the.long road,

Apollo, Apollo mygy destroyer: - -,
you destroy me once, destroy -me twice -

E
. . . . a . . . . . . . L] L] [ . . . . . .

p

39-Aeséhylus, Thé& Oresteia, translated by R. Fagles, intro-
duction by V. Stanford, New York, Viking Press, 1975, p. 25

-
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whene, where have you led me now? what house -
Noe ... the house .that hates gﬁd
an echoing womb of guilt ...

.

In the following 300 lines Cassandra talked vora-
ciouély in an entranced state. Stanford was of the opini;n
that by talking to and with the.chorus Cassandra made herself
Jmown —- hef plight in life and her end. The chorus of men,

/ﬁgg;verg did not believe hep until she had spoken of the
‘ cr%ges.of Afreus' house., From her mouth poured a laviné of
truth and pain, suffering' and struggle. Ewen though the
house was filled with the scent_of Syrkan myrrh Cassandra
smelled death. The internal torture and pain brought about
a spiritual dlindness in the trampled girl ~-- a madness, a
touch of insanity, -a quality of vision. Cassandra, however,
- calmed down, for she knew that her death would be avenged;
l Orestes indirectly would avenge her death. She ripped off.
hep regalia, stamping it into the ground, and faltered for
a moment. ~She had been stripped of her prophette powers, but
it seemed as if the Furies had taken over her séul and let
" her éﬁeak some moret ' :
. Friendg -- I cried out,.
not from fear like a bird fresh caught,
but that you will testify to how I died.
When the queen, woman for woman, dies for me
and a man falls for a man who married grief

That's all I ask my friends. A stranger's gift
for dne about to die. .

. . . LI ) - P L] . + . . L] . L} L] L .« . L . . . .

i

Lo

Aeschylus, The Oresteia, trans. Fagles, op.cit., p. 137-8,
11. 1079-1090 : .
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I'qd llke a few words more, a klnd of dlrge
it is my own. I pray to the sun,

-the last light I'1ll see,

that when the avengers cut the assasins -down
they will avenge me too, a slave who died,
an easy conguest. -

She brévely went into the next room facing.death,coldly,
but knowing what the future held for those QhO'put her to
death -- "an easy conquesf". .
'The, conclusion of Aeschylus' play, the exodos,
brought forth Clytemnestra, the scorned woman and the rea-
+ son for the double-murder, but in the air the words of a
possessed,lrrantic and finally calm prophetess l%£gered
“high over the heads of the characters below. Moira,
-destiny and justice were all-together in one room.
’ Everyone will agree that to Aeschylus, in The

Agamemnon, the killing of Cassandra was of

importance; at least, for one-fif'th.of the play

he makes her dominate the stage, and there-

after nof leave it off-stage, as Sophocles

does Antigone's. He also makes it clear to us,

the audience, that although Clytemnestra does

the physical killing, Cassandra is being des—

troyed by Apollo too.
Kitto 43 also stated that Aesch&lus, althdugh he took on a

difficult task, that of recounting the story of the House,

e e i T . .-

Aeschylus The Orestela, trans Fagles, _9101t., p. 152 3,
11. 1337-49

2 Kitto, H.D.F., Poiesis: Structure and Thought, Berkeley,
University of California Press, 1966, p. 5

M

4% Kitto, Greek Tragedy, op.cit., p. 65
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of Atfe&s, Iphigenia, the Trojan War, the story ef Cassanq?a N
v 1

and the double murder, he achieved his’goalg with extreme

L

mastery. Verral on thé other hand, stated that Cassandra's

. 3 .
fate being of great importance "is to the mere machinery of

the story inéignificant". i
B
The Euripidean version of the story of Cassaridra is ;

>

included in his play The Troades (The Trojan Women). : Cassan-
' L]

dra, the virgin priesteké, was destined to be Agamemnon's
concubine. Her-mother Hecuba, and the other Trojan women ,
were taken aback by guch é destihy, but strangely enough,
Cassandra was happy‘abSh%‘it. Cassandra's entry in the first
épispde,of the play was a vivaczius and almost flamboyant one.

It would only be heightened latér on in the play with news

of "the death of the child Astyanax. Running from her tent,
she carried a flaming torchs

Lift up, heave up; carry the flame;
I bring the fire of worship,
torches‘to the temple.
To, Hymen, my lord. Hymenaeus.
Blessed am I indeed toJ}ie.at a king's gide,
blessed the bride of Argos. : -
Yours were the tears, my mother, .
yours was the lamentation for my father fallen,
for your city so dear beloved,
but mine this marriage, my marriage, -
and .I shake autthe“torch flare,

" brightness, dazzle, . o

_44 Aeschylus, The Agamemnon,,tfanslated by A. Verrall, New

York, Macmillan &.Co., 1889, p. xiv

.
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light for you, Hymenaeus,
Hecate, light for you, : 45
for the bed of virginity as man's custom ordains.

The atmosphere was gloomy and sad and Cassandra's
bridal dance shocked those present. “She is mad," they said.
Not only had she, a priestess, been violated, but she was
destined to go with Agamemnon.

But her mind is clear. Her mother must join her
in her dance. ... Defiant in the marriage chant
she intones for herself, for the man whose bed she
is delegated to sharséwill not live long enough

to enjoy his prize. : .

Talthybius, the herald, who had come for Cassandra
could not believe his eyes or ears and wonders why it was
that Agamemnon had chosen such a whirlwind. Cassandra ter-
minated her dance. She mellowed, but in frenzieﬁ tone con-
demned, the Greeks and spoke of their fate: few would have
anything to be pleased with, even Agamemnon; their future

han' -
lay difficult and short. Cassandra was defiant even ‘to Apollo
andustrew her priestly adornments onto the ground. Théy
had meant nothing but sorrow to her and incredulity to friend
and foe. She parted with her land with head held high,
calling herself one of the three Furies in human form, one
who would avenge the violated women. Her fate and that of

the Royal House of Troy was not as painful as the fate that

- /

k5 Eufipfges. Euripides IIT: Four Tragedies, ed. D. Grene-&

R. Lattimore, translated by R. Lattimore, Chicago, Univer-
“gity of Chicago Press, 1958, p. 624, 11. 309-24 ‘

L6

Melchinger, op.cit., p. 119
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that plagued the houde of Atreus and the treachery that

awaited it.

~ »

William Shakespeare picked up the image of the frantic
and frenzied Euripidean priestess/prophetess and portrayed

Cassandra as such' in his Troilius and Cressida. The story-

line of Cassandra‘in Shakespeare is shorter and more sporadic
than in Euripides om Aeschylus. Shakespeére's Cassandra was
limited to appr&ximately thirty lines in only two sections

of the play. However, the portrayal of Cassandra was once
again an ominous feature, creating a tone of forthcoming
death and despair.

Cry, Trojans, cry! Lend me ten thousand eyﬁs,
And I will fill them with prophetié tears. 47

Not withstanding all of her feoreboding, Cassandra's pleas
were not heeded. Whatever she said was derided and in Act V,
scene iii she was powerless to coax Hector not to fight;
even though Priam was at her side:

0, farewell, dear Hector! =,

Look how thou diest! look how thy eye turns pale!
Look, how thy wounds doth bleed at many vents!

Ty
Farewell, (yet) soft! Hector I take my leavE
Thou dest thyself and all our Troy deceive! 8

b3

97 Shakespeare, op.cit., p. 325, Act II, scene ii, 11. 101-2
48 ibid-’ pm-349‘50’ ACt V, scene iii’ llo 80_2. ll- 89—90
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Schiller continued the tradition which had evolved
around the story of Cassandra when he wrote the poem entitled
Kassandra in 1802. As was mentioned previously, the action
took place just before the end of the Trojan War when Achilles
came to claim Polyxena. As in the previous. renditions of
the story Cassandra alone foresaw the ghosts fthat linggred in
the shadows of gz falling Ilium and the grave pain that this-
would bring. Once again, noone heeded her warnings. She
was all alone in her. temple while' the others rejoiced and
madg merry. ‘

Mirth the halls of Troy was filling
Ere its lofty ramparts fell;

From the golden lute so thrilling
Hymns of joy were -heard to swell.

From the sad and tearfil slaughter

All had laid their arms aside,

For Pelides Priam's daughter 19

Claimed them as his own fair bride.

Cassandra was alone -- she was lonely; but there is
more to the storyline than .this. ‘Schiller's rendition of the
Cassandra myth was unique in terms of his portrayal of the
priestess. She was @ot a frantic and possessed prophetess’
Her life was plagued by her knowledge of thetruth, her insight
into the more sublime. She could hot, therefore, communicate

with the others or live the life of the 'plebian' mentality. .

The story and the heroine were unique in their restraint and

49 Sehiller, F., The Works of Frederick Schiller Vol. IV -
Poems and Essays, New York, John D. Williams, 1961, p. 159
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mellowness., It was as if both were impervious to the madness.

The madness was substituted by a piercing array of conscious

intéllectual thoughts and emotional feelings, Cassandra

wanted to wish away her glft of prophecy because she was

not able to live 4in the present- she could not savour the

joys of a moments s pleasure. This was not all. Cassandra

would never be a bride -~ & wound that never healed because
her heart was torn thh pain. Cassandra then left the stage,

. but not before foretelllng the sad and unfortunate future of

Troy.

It was very probable that Les{a Ukraifika utilized © | °
some or all of the aforemenfioned works, be if directly or
indirectly, to portray her own héF¥oine in the dramatic poem
Kassandra. The poetess major contrlbutlon to the Cla351cal
tradition and the myth of Cassandra is that she made Cassandrgﬁ
the central figure in the work. She cfeatéd a new and a
fresh adaptation of the story.

Thg basic sfsryline of Lesia Ukrdinka's play is as
follpws.: The action took place on the eveq of the destruction
of Troy. In the eight acts (not includiﬁg the epilogue,which
was discarded by request of %he author'herself), Cassandra
was involved in intellectual, ideological and philosophical o~ :)
debate concerning the fate of Troy, truth, Imowledge, love,
the power of persuasion by way of wqrds, etc, In Act I

Cassandra confronted Helen pointing out her folly, her



_ S . . KASSANDRA 38

opportunistic gnd destructive nature. She was and would be
fhe cause of all the sorrow in Troy. The ac%lgski:;j?t IT
was more seréne. Here Cassandra spoke with Poly ) her
younger and favourite sister, about her sister's love for
“Achilles. Cassandra also spoke about her unfulfilled love
for Dolon.. At the end of the act, however, Andromaphe rén
into the.room telling of Hector's victory over Patroclus,

’ .{%H;hilles' best friend. With this the poem introduced more
action,.sihce it prepared the heroine for Acts III through
VIII, where Cassandra would be pitted against family and

f,‘ friends. Her 'seeing eye' became a burden and an omen 'of

bad tidings to the whole house of Troy.

It is not words, my sisters, I can see 50°
All that I tell you. I sees Troy is falling.

The poem picks up momentum, and Cassandra's prophecies came
true one by one, éhe could not be quiet; no force could
stop her because she did not wish to be a slave of slaves.
For her the gods and maﬁkind were slaves of Moira and this
éhe could nof folerate. Cassén&ra's emotiénal struggle -

to reject a preordained mafriagegmlth Onomaus; to avert
Dolon's death and the death of mar

-

er to save Troy -- was a
battle againsgt 'Moira' - Fate. Cassandra 'saw' the future

but was unable to'mold it or the thoughts and desires of her

50 Ukrainka, Lesia, Lesya Ukrsinka, trans. V. Rich, op.cit:,
p. 191 |
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faﬁily into a better future. Céssandra did ﬂﬁt want to be
“..a simple slave of fate, but given the éppdrtunity to kill a
Greek spy, she faltered when he softened her heart with the
mention of Dolon, her loved on%. The Promethean spirit to
forge on, to search for truth, found beautiful expression in

Cassandra's words, but her human wealmess caused. her to lose

control.

s

The most important act in the play is Act VI. Here
Cassandra'was pitted against her brother Helenus, who was
also a 'seer'. The battle was not so much between brother
and sister, as between 'truth/principle’ and ‘pragmatism’.

Helenus:

. My sister, \

Tell me who ever looked on naked truth?
Cagsandras L

Myself I've looked on her, and ofien, too!
Helenus: ’ . .

Ang are you quite sure that truth has not put

The evil eye upon you?
Casgsandra: _

You, Helenus,
Have touched upon a burning score, ...

. . . . a . . . . [3 L] L] L] » . . . L] . * . » - »

Helenus:
I fight against the truth, in hope that I
can conguer it, and guide it on its way,,
Just as the helmsman guides a mighty ship.

Cassandrat !

And Moira, brother&\iTplacable Moira®?

‘Helenus: )
... Moira hasg decreed
That there should be the world-and 'sea and steersman,
And ship and storm and time of gquiet weather,
Struggles and hope and victory and trith
" And also ... untruth. -

[} . . . . . [ } [ . . L L] . . L] . . L} - L] .
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- Cassandra:

The contrast between Cassandra and Helenus is seen plainly

in the above-mentioned quotes. Truth and principle are

But if one says what he does not believe,
Then that is a clear lie.
Helenus: {
: But if one says {
It in good fdith, but makes a small mistake
As to the facts, then is it now the truth?

Cassandra:
How do you prophecy?
What do you tell the people?
Helenus:
.o What is needful : 51
Sister, and useful, what is honourable.

fighting pragmatism and untruth.

was dealt with in the context of a'larger work, +thereby
étudied as a topic not strigtly related to the problem of
Cassandra herself. 0. Bilets'kyY 2 pointed out that the:

role of Cassandra in the Classical tradition was a passive

one,

Lo

In Classical Hellenic literature the Cassandra myth

LY

She was not a central tragic figure. Modern literature

cast Cassandra as a central dramatic figure and this it only

started to do in the nineteenth century.

T

1 Ukrainka, Lesid,
P 21}4’—15’ P 216

17, p. 217

—

na drama Lesi

literatury, ;

52 Bilets'kyil, 0., Vid dawn do suchasnosty, vol iI, "Antyeh-.-
6kra‘ink:,r fKassandrai", Ky'%’ » Vyd-vo Khudozhnoi

0, p. 365

AN

Ukrainka, trans. V. Rich, op.cit.,

There was Schiller's

!
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Kassandra 1802, Hessler's Kassandra 1877, Kastroppe's Agamem-

non 1890, Eienﬁerg's Kassandra 1903, Pischinhen's Kassandra
1913 and theré ﬁere also others. iherefore, in her attempt
to create a new Cassandra, br 'build on an established figure®,
Lesia Ukrainka was ﬁot alone. The basic diffe?ence between
the Classical Cassandra and.a nineteenth or tWéntieth century
Cassandra as portrayed by Schiller, Lesia Ukrzinka énd others

is exactly fhat which was pointed out by 0. Bilets'kyl 3.

-
¥

Therefo;fhlﬂﬁat is the mainstay of the respective interpreta-
tions?
According to H.D.F. Kitto, Aeschylus introduced

Cassandra in the fourth episode of the Agamemndn for certain

reasons.

It is abundantly clear that throughout this whole
passage the weight is thrown not on the justice or
otherwise of Apollo's revenge, 'or punishment, not on
culpability or otherwise of Cassandra, but on this;

on the manner in.which Apolle is punishing. her, on
the place, on the agent -- namely both Clytemnestra
-and the presiding Erinyes -- on the conception that
the 'killing of Cassandra is one more link in the -~ .i-
whole chain? 5 . ‘

Euripides' interpretation of the Cassandra myth, as was

pointed out earlier, differed from Aeschylus' and this is o..

53 Bilets'kyl Vid davn » "Antychna drama Lesi Ukrainky
(KassandraS", .cit., p. 365 _

" 5% Kitto, Poiesis, op.cit., p. 23-4
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_only 1og§;;1; theyrbelonged to different schools of thought.

Gone were the primitive religion and customs,

Y

 the brutal destruction of the Island of Melos by the
Athenians, this episodic’ play seeks to arouse pathos
for suffering brought about by war, and condemns the ~
barbarity, folly, and futilitg of war, which ruins
victor and vanquished alike. 5

N
Written in the midst of the Peloponesian War, after g

SChiller extrapolate@ even more out of the Cassandra
myth. The poet's inferpretation of the virgin priéstess f
stimulated him in por+traying her as a new symbol. Cassandré‘s
being represented the antithesis between knowledge and‘ o
56

ignorance.

Nur der Irrtum ist das Leban‘57
Und das Leben ist der Tod -- -

Life we have. alone in error, 58
Knowledge with it death must bring.

Cassandra étands alone, stated Kaufman 59”be0ause the ‘other
Trojans have haplessly committed themselves to the 'blind

pleasure of the moment'. W L i

-

55
56

Reinhold, op.cit., p. 108-9
Bilets'kyY, Vid dawmyny, op.cit., "Antychna drama Lesi
Ukrdinky (Kassandrad", p. 366 :

57 Schiller: Selected Poems, ed. F. Fowler, Londog*_Mchillan
. & Co. Ltd., 1969, p. 46, 11. 59-60 :

58 Schiller, WOrks; op.cit., p. 161, 11. 59-60

59 Yaufman, F.W., Schiller, Poet of Philosophical Idealism
: Oberlin, Ohio, The Academy Press, 1942, p. oL
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Lesia’ Ukrainka's most important contribufion to the
-Cassandra-myth was in making the priestess the central tragicl
'figure. The poetess' other contribution was her portrayal of
Cagsandra as an honourable descendant and follower of the '

at

Titan Prometheus and his phikosophy. Lesia Ukrainka's Cassan=
dra rose abé%e the rest of her friends and family, and for .

)
- good reasons:
s+« -among the people Lesia Ukrainka differentiates
between the descendents of Prometheus whose lives
are devoted to others, and tha2ir antipodes -- the

self-satisfied ones, 8eople always satiated, who
live for themselvesg. 60

,Lesfé Ukrainka had created a slightly different tragic heroine,
a new breed.Pf person with altruism and justice at the come
of her being.
-*‘****-‘***********

When comparing the technical aspect of these-dramatic
" works, namely their form, differences will be more apparent
than similarities. The basic reason for this is that the
aythors utilized diffe?ent genres,

61

A.W. Verrall pointed out that old Greek drama was .

in its essence and general notion still rigidly set when

-

Aeschylus began to innovate. Aeschylus stressed a.very

. 60 ihufavs'ka. op.cit., translated by the author ofzthe-thesis,

-pf1130 3 ”

61 Aeschylus, The'Agamemnon, op.cit., translation-and intro-
duction by A.W. Verrall, p. xivii

/
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.Vviable techni®ue for the %Eposftion of thought, namely dialogue.

It is a familiar fact, that dialogue, the.substance
of a play as we conceive it, was first introdiced -
into drama by Aeschylus hlmSElf We know also that
the other literary element in the drama, the songs
of the chorus, received frog Aeschylus a great
extension and development.

In his work The Agamemnon, -half of which is in lyrics, Aeschy-

lus' Cassandra is the third actoer, fhe:tritagonist When
flnally does sPeak Cassandra talks. w1th and to ‘the chgﬁg
Le51a Ukralngﬁ/élsposed of thms“éhoral element and stressed
the elements of dialogue between key characters. ‘

H.D.F. Kitto 63 pointed out how Aeschylus was able to
connect many lggends in one sfory in a very "imaginative and
purposefET~Way"f‘ This was a difficult task considering fhe
ndmber'qf legends and their:expaﬁsive nature. This ig onet;
notable reason Why‘Aeschylus"dzégg,hss such a “sp;cieus
“texture": "it.is not closely-kﬁit and caréfully articulated,
~like the¥irapa of Sophocles”. 6% But how'is it ‘that Cassandra
" fits into this dramavl-How cah her‘sntrance and spirited

speeches with the chorus in the fourth episade, where Cassan-

dra's tragedy unfolds (11" 1019-1410), dbe explalned?

62

Aeschylus; The Agamemnon, op.cit., translation anQ;;ﬂtro—
duction by A.W. Verrall, p. xdvii

63 Kitto, Greek Tragedy, op.cit., p. 69

6% ivia., p. 1208
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Once the nature of Aeschylean drama has been esta-’
blished, with the dramatic conventions that it
implies; once it has been seen that he is neither
dramatizing a story nor making a drama about indi-
viduals of a certain kind in a certain situation,
but about man and the gods, and certain verities
of the human universe, then the major fact stares
one in' the face: Aeschylus wag above all things,

a superb man of the theatre.. 5

Aeschylus' treatment of the Cassandra myth leads into Euri-

pides' adaptation of the same. Like his Iphigenia among the

Taurians, Buripides' Trojan Women consists of three episodes,

three'stasimpns._a prologue, and an exodos, the only difference

being that the Trojan Women is a more episodic drama. The

Troijan Women therefore lacks the flow and unfolding of plot

of Euripides' melodramas.

It has often been maintained that The Trojan Women
is one long lamentation and is static drama. ...
It is episodic rather than static., But its episodes
are held togethgg by the theme and mount in pathos

» and intensity. :

Euripides created picture-like images{,episodes, or "a day in
the lifie ofv;..“ his characters. Norwood 67 pointed out that
there was little unfolding of plot: Ythe poet takes the whole
picture of misery and stupid tyranny, and puts it into sinis—
ter perspective ...". Eﬁripides' Cassandra was such an episo-

dic figure. Her frenzied, quasi-pathologicai dance -frightened

~

65 Kitto, Greek Tragedy, op.cit., ». 110

66 Gassner, John, A Treasury of tﬁe Theatre: World Drama from
Aeschylus to Ostrovsky, New York, Simon & Shugter, 1967,

67 Norwood, Greek Tragedy, London, Methuen & Co., 1953, p. 2u4
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thg audience with its foreboding nature, * Euripides intended
to imprint on his audience the results of "tyrannical' deeds
and actions of so-called ‘'herces’' and ‘great men'. This
Euripides succeeded in-doing. The predicaﬁenf of -each charac-

ter in The Trojan.Women is but an episode in the play. Each

episode, each character, each just as important as ‘the other,
tells. us.something else about the same story -- the fate of
the;Royal House of Troy.

Considered superficially the play lacks both unity
and a tragic idea. As for the unity, little is
gained by pointing to a continuous presence of

> Hecuba; what happens to one person is not necessarily
a unity, and in faet the..centtre-of ‘interest is
successively Hecuba, Cassandra and Helen, Certainly
the presence of Hecuba helps; without her the play
would seem more episodic., We may fairly call her a
symbol; but if she is that, and if the unity of the
piece is seen in her, it must really lie in that 68
which she gymbolizes, the sufferings of the defeated.

-7 Lesia Ukrdinka's use of acts somehow ‘resembles the
Euripidean episod;é, but in her version there is no chorus,
only one main figure -- Cassandra.

Schiller's interpretation of the Cassandra myth was
transmitted in‘baliad form.. There is no chorus, no dialogue,
no second or third actor. The poem is a gimple poetic monb—

logue.s Fowler 69 described it as a Rollengedicht. He further

"‘—J L] - - -
pointed out the use of four narrative stanzas serving as intro-

A}
duction and conclusion., The beauty of Schiller's piece is

68 Kitto, Greek Tragedy, op.cit., p. ng

6? Schiller, Selected Poems, ed. Fowler, op.cit., p. 121
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his ability to unfold a tragedy, to create action not on‘stagé

but in the spirit‘énd soul of a lonely woman. Each stanza of . I

Ca;sandra‘s poetic monologue fiows into the other to continue
a thought, to build it up and to arrive at a climax. The
mastery of Schiller's techne is apparent throughéut the. piece:
no unnecessary words, no befuddled thought, only crisp and .
.clear poetry where a "melancholic mood is exofcisedfi 70

Lesia Ukrainka was probably well aware of the attempts
of her predecessors to poriray the Cassandra myth. Further-
more, it has already been pointed out how\she altered the
storyline in her own.work. When compofing herwork Lesié
Ukrdinka also altered much of the research material available
to her. vSpe aléo built arouna the character and theme of the
Cassandra myth, creating a 'new' Cassandra. -

In terms of form, there are more dissimilarities

between Lesia Ukrainka and hér predecessors than there are
similarities: First and foremoét, the poetess made Cassandra
her’central figure. 1In orﬁer to achieve this she had to-create
situations for Cassandra to act.upon,lbecause ancient mytho-
logy and the Classical tradition gave her little'$o work with-
Therefore, much of the action in her dramétic poeﬁ is unique.
The work Kasgandra consists~of eight acts. There was.an epi-

logue, wherein Cagsandra tore off her:regalia denouncing

-

70 Witte, William, Schiller, Oxford, Basil Blackwell, 1949, p. 73"

AY
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Apollo, etec. but Les{; Ukrdinka realized that the epilogue
decreased the impact of herending -- the burning Troy. She
therefore omitted the epilogue in her final.version.of’the
dramatic poem. O. Bilets'kyﬁi71 further pointed out that the
piece lacks tﬁat'ehain of cause and effect relations, so
important a device ih dramatic works. This, however, does
not hamper the development of the subject and -the characﬁfrs;.
Lesia Ukrainka's piece 1s almost as episodic as was
Euripide's work. The most prolific element in Euripides' work
according to R. Lattimore 72 are the rhetorical debrates between
Cassandra, Hecuba, Helen and Andromache. The unifying elements
of the‘piece are Cassandra, her fate, and the ideclogical and
philosophical content of the poem. Just as in.Euripides,
where the Trojan women appeared one by one, so0 Lesia Ukrainka
devoted almost one act apiece’ to Cassandra's debates with her
rivals. Lesia Ukrainka discarded fhe use of the chorus, .un#

like her piece Ifigeniia v Tavrydi, because she stressed

Cassandra's rhetorical disputes. The chorus was a necessary
vehicle; she did not need to create lyrical stanzas of hundreds
of lines as did Aeschylus or Euripides. What the piece is,

-

is one long dialogue. v 4

71 Bilets'kyi, Vld davnyny, op.cit., "Antychna drama Lesi
Ukrainky (Kassandra)", p. 369

72 Buripides, Euripides IIT, op.cit., p. 124

™
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+««.Before us we have a poem in dialégue' form with ~
one major and central figure -- Cassandra, for whom
the action -- the Trojan War, and all dramatis per-
sonae -- sister’s, brothers, Trojans and Greeks are
but a live stage (background).

ertﬁen in 1amblo pentameter and blank verse,
~ plece reads w;?i and is mélodious to the ear when heard on
stage. Lesfa.Ukrainka did not overburden her biece with
regional or historical memofabilia. and futhermore, a lot of
the action takes place behind the scenes, e.&s the deaths of
Hector and Dolon: the defeat of the Lydian army, the crying
voice of Hecuba, etc. Pompous decorations, name-dropping of
mythological and historical figures, and extensive movement
on gstage were not important :o Lesia Ukrainkaj; her interest
iay in cerebral dialogues created to portray different types
of ;eople. It is a psychological and philosophical play, ahd
. the composition;is antithetical. By way of comparison, the
poetess retained more Aeschylean and Euripidean formsfthan
the balladic elements of Schiller.
R I I 3 IR R ) ; *.o% # -

For Aeschylus, Euripides, Homer, Virgil‘and others,

Cassandra was a gecondary or tertiary dramatic figure. She

was usually the deuteraganist or tritagenist in the group of

dramatis personae. Her character was therefore treated

73 Bilets'kyY, Vid davr¥w, 9p.cit., "Antychna drama Lesi
Ukrainky (Kassandra)"”, translated by the author of the
thesis, p. 370
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accordingly, but not tly or poorly. Stanford ™ saw
Cassandra és being "impervious to outside events, in the grips
of a higher power and entranced, like a mediﬁm on the verge
of'vision ... she is the agony of vision ... the tragic muse."
She was almost blinded to everything around her "and wouldlnot
be able to see through it until she had ripped off. her regalia
and was ready to meet her death at Agamemnon's side. As

Mr. Sidgwick bbserves:

Cassandra is not truly a study of character at all,
the interest lies in her situation. She is the
victim of" events which she clearly foresees, but
which, by the condition of her estate, she is power-:
less to influence. gbch a figure, having some-

thing improbable in 4t, requires more than ordinary -
power for its successful handling; but if successful,
none can bé more deeply impressive. ... From the .
first moment she opens her mouth, curiosity is super-
ceded by sympathy and awe. 75

Cassandra was an interesting, well-rounded 'Greek' figure.
" To the Greek audience and %o Aeschylus Cassandra possessed an
honourable cHaracteristic -- tlemosyne.

Aeschylus intended Cassandra to be thought sick
but; malike Agamemnon or Prometheus, admirable
nanetheless., Cassandra was admirable in the eyes

of the Greeks because, as we have said, she endured
her fate, as the Greeks would have it, accepted it

and approached her bloody death 'serene' (1. 1297). 6
And for that tlemosyne the Chorus saluted Cassandra.

4 Aeschylus, The Oresteia, introduction Stanford, op.cit.,
p. 25 & 29

75 Aeschylus, The Agamemnon, translated by'W.. Headlam,: Cembridge,
Cambridge University Press, 1925, p. 36 ’

76 Beck, R.H., Aeschylus: Playwright and Educator, The Hague,
Martinus Nijhoif, 1975, p. 97
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When comparing and contrasting the two more prominent
interpretations and delineation of character by Aeschylus and
Euripides, the latter adaptation was less striking than the
former. Norwo%g 77 specified that even though "her pathos
is less deep and wide than that of her namesake in The Agamem-
non”, Euripides' Cassandra is, however, still valuable, Her
‘character enhanced the episodic nature of the play and brought
out ever# more the suffering nature of Hecuba -- a pagan mater.
dolorosa. - Kitto ?8 regarded the treatment Sf character in
Euripides as schematic rather than naturalistic, but Gassner
went further and stated about Cassandra ind the others that:

... the victims are already trapped; their fate has
been decided; they are acted upon. Their role is .
only to react, which they do magnificently. There

ig little stasis in their situation, which moves from
one outrage tw another, and none whatsoever in their
hearts, which beat fiercely, while the heart of the

poet rages with them at the spectacle of bedevilled
humanity. 79 :

Schiller's Cassandra, on the other hand, stands alone

in terms of character development. The virgin priestess was
a woman constantly involved in cerebral meditation, always
pondering the reality surrounding her, weighing‘the 'pros and

cong' of her predicament. In some respeéts Schiller's

I

77 Norwood, op.cit., p. 245

v

78 Kitto, Greek Tragedy, op.cit., p. 213

79 Gaséner. op.cit., p. 53b

id
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Cassandra resembles the 'altruistic’ Prometheaé‘nature of

Lesia Ukrainka's heroine.

Cassandra symbolizes the inner loneliness of those
who ,cannot participate in the shallow pleasures of . _
everyday life, because in their constant awareness 3 f
of death, they feel the irrisistable obligation to K
live a life entirely devoted to the service of others. }
The average man, naively unconcerned about the future,

can ignore the ftransitoriness of human existence. But

the thinking man needs a belief in something that out- ‘ :
1ives individual existence, he must create values that j
will enrich the life of future generations. If man
realigg is challenge of death, thgg death may lose

its h or and utter senselessness.

Schi }er's agsandra, however, was a passive actress;
she had been\acted/upon -- given the power of fdfeseeing --
a power which she could ﬂqt rid herself of. Lesi® Ukrainka's
Cassandra wanted to be arn actress, a creator of events, but
she faltered at the crucial moment. She was unable to see l
clearly at times. Schiller's Cassaﬂdra.was helplessy she l
was a victim of the gods and her "prophetic gift reveals to

81

her no grounds for faith and hoge". Still she sang to
Apollo to take this 'false gift' away, but all was for naught.
Legfa Ukrainka made this 'tragedy of truth' more

\\\g?labo;até. Her life was dedicated to the poe%ic word. There-

fafé, her poetic word, likle Cassandra's prophetic power, were

80 youfman, op.cit., p. 95

81 Witte, op.cit., pe 72

< N
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both tools. .
\\\\< Lesia Ukrdinka's Cassandra is not-a slave of Moira,
~ whom the’ gods punished and who in prophetic ecstasy

foretells the future, herself not desiring this; she -

- is not Schiller's Cassandra, who grieves for the
unattainable pleasures of life and humbly carries her
cross. This 1s .a- strong and stern woman who under-
stands her calling and duty well. Lesia Ukrainka's
Cassandra is a tragic.image. Because knowledge is not
yet action, she canmmot change anything in the develop-
ment of events. She just rulées over the spoken gord,,
and it becomes the tool in her fight for truth. 82

The poetess' Cassandra did not mask her.feelings or thoughts,
but very often she lost control“&ver what, where, and when to
voice her thoughts. Her tragedy lay in her just éeeing and
not really imowing.

! Lesia Ukrgdinka's choice of heroines, Cassandra, and

her motivation in depicting Cassandra in such a manner is best -

described by the author herself in a letter she wrote to 0,
Kobylians'ka dated the 14th of March, 1903, in which she dis-
cussed her interest in 'rest%@ss and passionaté elements'.

.. this tragic priestess, whose revelations no one
believed, endowed with a fruitiess prophetic power,

is exactly that restless and passionate character:

she recognizes evil and prophesizes about it, but no
one believes her, because although she speaks the
truth, her revelations—are not of the kind people

wish to hear; she knows jthat speaking thus no one will
believe her, but she does not know how to speak
otherwise; she knows tHat no one will heed her words,
but she cannot remain silent, because her soul and
words cannot be placed under a yoke; she hersgelf fears
her own prophecies.and, what is the most tragic, she

82 Ehuravs'ka. op.cit., . translated.by the author of %he thesis,

p. 128

*
-
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often doubts them, because she does not Ynow if it .

is always that her words depend on the actlons, or
-Vice-versa, that the actions depend »n her words,

and for this reason she is often sident when she
should talk; ... she foresees everything, she knows
everything, not with the cold reasoning of a philo-
sopher, but through human intuition, which perceives
everything-unconscéiously and directly, not via reason,
but feelings, ~- that is why she never says: "I know",
just: "I see", because she truly sees that which will
come to be, but she cannot explain throu%h arguments
why it must be.one way and not another.

(n

Lesia Ukradinka's Cassandra was like ﬁer-Iphigenia -
a descendant of Prometheus. Neither one wanted to be a slave

of Meira, 'a slave of slaves'. Cassandra was a%ive and vibrant!

~

she congtantly protested: T s

But to change thg development of events it is not
enough to g-the truth: one needs the desire to

act, the possibility to act. Cassandra has neither.
No wonder Helenus' deep 1n31ght sees this and tells
her:

The geods are guilty he who granted you
To know the truth, but did rnot add the power
For you to guide the truth. Indeed you see it
Clasping your hands, or wringing them in grlef
Powerless you stand befoEe the doomful v1smon
0f the dread truth. ...-

: "~ Throughout the poem Cassandra‘’s character stands out

. “
with its dichotomous nature. Here is a person with insight

into and a need to foretell thg truth, but at the same time

o ~ ) ~ - -
83 Kosggh—Kryvyniuk. Lesia Ukrainkas: Khronolohiia zhyttia i
tvorchosty, New York, Ukrainian Academy of Arts & Sciences
in the U.S.A., 1970, translated by the author of the thesis,
p. 674
8k Bilets'kyYl, Vid davnyny, op.cit., "Antychna drama Lesi
Ukrainky (Kassandra)'", translated by the author of the
thesis and V. Rich (Lesva Ukralnka, OP. C1t )y D 377
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she is plagued with human frailties and the imability %o

"~ *stand behind her prophetic words with concrete actions. ﬁach
act, each line, helps the reader discern this problem step

by step and shows hqw deeply distant Cassandfa is from family,
peers and fellow 6buntrymen. This'tragedy is heightened only.
with the very last line spoken by Cassandra.

Cassandra:
.+« Ha ha ha! ,

Cassandra never told the truth . at all! 85
There is no ruin! It is life! All life!

The reader becomes duﬁbfounded by these words. Céssandra
coul not have fallen into the hands of unprecedented prag-
matism as had her brother Helehus. The only answer_fgﬁbguch
action by Cassandra is the fact‘that she in fine fell prey
to her own uncertainty and her inability_to see through to

her inner self. . i |

t' ‘
t* * 3 *

* O ¥ O ¥ F F O ¥ K #
) EE ¥

The backbone or skeleton of.any p%eze of literature
is its theme. At times it is obvious to the reader or a
listening audience; often it takes time to decipher the “
theme. The tﬁeme is something that binds together storyline,
Leitmotiv,.characters and their roles. It is like an unseen

managing director who makes a play more than a apnglomerate

85 Ukrdinka, Lesia, Lesya Ukrdinka, translated‘by V. Rich, op.
cit., p. 239
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of words. and sentences. ¢

For Aéschylus, who was a religious man, The Agamemnon

. spoke of the moral and geligious overtones of his day.

In The Agamemnon there is a like aﬁfémpt. on the

one’'hand to uphold the just pringiple that guilt

must be paid for, and on the other, to mitigate .

" D" ahown o nave a suve vacie of fan gETLe coule

Beck 87‘uﬂderlined this same fact by pointing .cut that the’
. play dé;lt with ﬁransgressibn and retriﬁﬁtive justice.
C;ssandra's role in this-whole thematic tran;;ction was a
secondarx\one. Shé was an innocent victim, but it must. be
pointédvout that she was yet arother person who was submitted
to the treachery of the House of Atreus.‘ Therefore heri role
in the play, although not primordial, was important. Aeschy-
lus would notﬂhave brought Cassaﬁdra into his play.qu sheer
artistry or tragic effect. He was awafé of the myth and the
problem of divine rule over mankind. Man had to pay for his
- sins and Agamemnon did just that; unfortunately he +took Casn,
sandra to his grave' along with him. The play is ominous and -
dark, and it "represents a staticg claustrophobic world”, "a

huddling together of fierce extremés", such as in Hazlitt's _
; it

Aeschylus, The Agamemnon, introduction by Haedlam, op.cit.,

desciption of MacBeth.

86
p. 239

87 Beck, op.citéy p. 66

88

Aeschylus, The Oregteia, introduction by.Stanford, op.cﬁt.,
p. 38 ' -

-
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Eurlpldes interpretation of this game Cassandra myth
‘reads quite dlfferently. A man with a keen eyé‘for peaple
" and their actions, Eurlpldes was 1nfluenced by his own time
period and the specdfic_events that affected- him, 'Appalled
and abhored by man's crudeness and bestiality, Furipides
wanted to show man as the 'naked ape'. Richgrd Lattimore,?g'
however, did nﬁt believe that Euripides’ sork made such a

<blanket statement. If anything, Euripides Wanted to show

that suffering and pain cnﬂg%ed by man is a sine qua non of ° -

any war. According.to Kitto, there is, however, one slmllarlty
!
between Aeschylus and Eurlpldes pleces:

The spectacle of the strong trampling on the impotent,
though it may be salutary propaganda, is not tragedy;
but we remember the general course of the trilo , and
= there ig the illuminatipg prologue. The Greeks

under sentence of death for ubris, but before retrl-
bution dgscends on them, they make jit clear, by their
‘futher oBtrages, how%much- ﬁnvngsserve it. There is

a moral’ structure not unlike that of The Agamemnon. 90

» In both cases. in Aeschylus and Eurlpldes, Cassandra became
\-~a victim oXf war: in the former;Ease being killed by:Clytemnes—
traf 1n the latter falllng prlsoner to the great Agamemnon.

Shakespeare's adaptation of the Cassandra m&th followed
along the -lines of the Cla551qal tradlﬁlon, but Schiller:gave

the Cassandra myth and Cassandra herself a deeper mysthue.(i:jZ{_

- ‘ T »
9 Eurlpldes. Eur1 1des II1 introduction by Lattimore, op..
, eit., p. 12§ R ,

79 Kitto, Greek Tragedy, op.cit., p. 212
' il o
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Schil;er's_CaéSandra was both prﬁphet ss and philosopher and
this was the thematic background for hidpoem. Jonnson O1
called it the hopeless misery in.which the heroine struggled,
all pf:wﬁ}ch resulted from her knowledge of the future. The
ballad elaborated on the problem of truth and the obvious
unsettling life led. by those who trek towards truth. "Truth
is by no means an unfajiling guarantee of happiness." 92

The knowlgﬁge of truth only béads one to a siow psychologlcal.

death and to regectlon by family and peers. Schill

able to connect these feelings with his own, thos
artist at a moment of rebellious despair.

... the lonely artist, rebelling against his lot,
feels that he would unwh}llngly barter his tortured
genius for a share of the easy-going, self-satisfied 93
cheerfulneéss which so mé?? of his fellow-men display.

0%

A mature Schiller, like Diogenes, who roamed Grefce in search

of 'a man', searched for truth but was startled when he found
it. So,was his Cassandra startled.
For truth embraces the highest and the lowest, the
sublime and the horrible, creation and decay. No-
body can endure the whole truth who is not prepared
to face the despair of destruction alons with the
intensified experience of the sublime

I3

91 Schiller; Schiller's Ballads, edited and introduction by
- H. Johnson, Boston, D.C.Heath & Co., 1908, p. 150

92 Schiller, Selected Poems, ed. Fowler, op.cit., p. 122

23 Witte, op.cit., p. 71

ok Kaufman, op.cit., @ o4 A l

b
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By combining the research of interrelated works on
Cassandra, it slowly becgmes cbvious whére Lesia Ukrainka
most probably found the theme for her 'tragedy of truth':
Hers, however, is not strictly a Schillerian definition of
truth. Schiller's and Lesia Ukrainka's Cassandras are quite
different. The main differencd between the two Cassandras is
that Schiller's Cassandra cried because she could not live
with illusion, whereas Lesih Ukrainka's Cassandra would always
allow the struggle for life to take preéedenqe over personal ,
pleasures and peace of mind. 25 The main theme of Lesia
Ukréiﬁka's Kassandra can be so rendered:

Two closely allied themes are ihterwpven in the play:

the development of the philosophical »problem of truth,
the problem of the power of the word.

»

Such philosophical problems as the guestion of Mabsolute
truth, of principle versus pragmatism, and contingency
and ‘the relativity of ideas, the concepts of good and
evil and ghe meaning of the power of the word, are also
raised. 2 .

Being the central figure in this 'tragedy of truth', Cassandra
was pitted against fapily, peers, but most importantly, against
herself. Cassandrz could 'see' through the facts of history
presént and future and she foresaw everything, but her vision

was often blurred when she encountered her own being, her Dasein.

-

o . A R
95 Bilets'kyf, Vid dawm y Op.cit., "Antychna drama Lesi
Ukrainky (Kassandral,.p. 327 -

96 Ukrainka, Lesia, Lesya Ukrainka, life and workks by C. Bida,
op.cit., p. 69 _ -
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her own words. Often she doubted them, even”though she may
have known that they were the truth. However, when.in the
podsession of facts she could not flnd truth, she could not
wield it to her~advantage. ThlS was Cassandra's personal
tragedy, a tragedy that.enveloped her and weighed heavger on

her shoulders at each step in the poem. Lesia Ukrainka

beautifully portrayed Cassandra's tragedy and heightened it

via striking dramatism. Cassandra’'s personal tragedy was
closely knit to the tragedy of her family and her inability

%o live in peace with them, because she, they said, instilled
doubt artd fear in thelr hearts. Cassamdra could not agree
with Andrqmache, not W1th Deiphobus, not with Helen, and -
specifically not with Helenus, her brother.” Cassandra clearly
saw through the low and crude wnature of Helenus, the oppor-
tunistic Deiphobus. The heroiée also could not bear to look

at the coquettish whims of Helen, whereas Andromache was a

- simple antipode pitted against the virgin priestess. Cassan-

dra stood for all things sublime, namely truth, but her
family tused, manipulated and abused frlends, allles, and
family traditions. These were not people Le51a Ukrdinka was
portraying but personified ideologies -~ opportunism, untruth,
hypocris&, courage, despair, and others.

Helenus: ‘ .

e+« Truly out in the field,
It is not Lydians .and the Acheans -~
“ -
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gutzfggpg;d I that fight, Helenus guides Y
5 ourage; Cassandra, tyough,‘GOmmands despair.
This dramatic poem i® a fountain of antithetical phito-
sophical debates and the scenes from the Trojan war are but
a forum for their exposition. Lesia Ukrdinka pald her literary
dues and historical homage to the Greeks and their tréditions
by utilizing Classical motifs, but she also endowed her heroes
and antihefoes with more by way of ideology and bhilosphy,
" thereby ®Mreating new barriers for them to cross, more hills
to climb, more ‘unsolved problems to tackle, more dilemmas to

-

question. 7
s .

o

97 Ukrdinka, Lesid, Lesya Ukrsinka, trans. V. Rich, op.cit.,
p. 218 .
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. Lesia Ukradinka's play Orgiia and her ‘hero Anteus
(Antei) have no mythological foundation. The only Hellenic
play wherein a hero by the name 'Ahteus’ appeared was a play
by Agathon, one of Euripides' successors, entitled Antheus. '
The coincidental -use of the same names by two different
authors ﬁay be the only correlation and similarity between
.the plays.

e play ‘ ~
Agathon of Athens (born circa 446 B.C.) often invented

purely fictional plots, which were,not based on-myths. So
was the case with his Antheus. Ageording to Rose:

We learn from Aristotle that he (Agathon) used the

chorus very loosely, merely to provide a sort of

incidental music between the episodes; also, that

in one play at least, the Antheus, he invented the

whole plot. We know from another source what the >

plot was; a romantic tale, of the same type as that

of Joseph and Potiphar's wife, ending in the death 98

of the young man, Antheus, by the woman's con®tivance. 29
According to Quintino Cataudella 99 even the title of Agathon's
play was tentative through information forwarded by Aristotle,
in which he mentioned that the-work was entitled Anthos,
meaning “the flower", or Anteus, stemming from Greek_mythology/

about the giant Anthaeus.

98 Rose, H.J., A Handbook of Greek Literature, London, Methuen

& Co., 1964, p. 208

99-Cataudella. Q.} Storiia della Letteratura Greca, dorino,
Societa Editrice Internationale Officine Grafiche SEI,

1968, "p. 179 . L
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From the above-mentioned much uncertainty ;nd con-
fugion arises about any possible mythological exemplar for
Lesia Ukrainka. One could be safe in saying that Lesﬂ%
Ukrainka created her own plot; however, it will bgcome g
apparent how the poetess utilized many Classical‘%echniques
in the composition of ﬁer play and how she created a master-
Piece by giving the dramatic poem a solid philosoPhicai and
~ideological meaning.

There are also ﬁpinions that Lesia Ukrainka cémposed
Orgifa‘under the influenc?/pf,#he draEE\Iridion, which was
written by the Polish poet Zygmunt Krasinski. This opinion
must Ee rejected as B. Yakubs'kyY 100 pointed out, for the
simple reason that the heroes are two completely different
people. Krasingki was a romantic with typical mystical and
religi;:é qualities, whereas Lesia Ukrainka was more of a
realist, a person with very dominant and strong feelings.
For this reason her Anteus was a domineering and almost
headstrong figure. - g

It is true thét each of Lesia Ukrainka's works was
unique, but many works may be tied togethef as 'series' or
'cycles' of works; one work continuing the themes and motifs

af another.: Advokat Martiian and Orgiia bear some regemblance

100 Ukrainka, Lesia, Tvory, vol 6, edited by B. Yakubs'kyl,

New York, G. Tyszczenko & A. Bilous Publ. Co., 1954, p. 115
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to each other; both dealt with and discussed men of duty,
ofligation, and principle. The namés. places, and eras had
been changed but the people had to tacklé many similar situa-
tions and rgsolve similar conflicts. Men of duty were chal-
lenged by egobists and opportunists; those who believed in
higher principles were attacked by lowly humans. In summary,
the draqfﬁéc’poems present an ihfereéting'battle between the
positve orfgood and th; negat%ve or evil, man against man, |
jdeals against ideals. The. stage where this took place was
the stage of human life with all its intricacies and gimpli-
city, confusion and straightforwardpess, love and hate, right
and wrong. In this way Orgifé was a follow-up of_Kassandra
(and to a degree Ifigenifh v Tavrydi) just as Na ruinakh was
a follow-up of V_Katakombakh. What tied most of these works
tbgether was that they dealt either with Greco-Roman, old

"Hebrew, or Babylonian erag,or the days of early Christianity.
nofhing truly ¥krainian about these themes and
he only works that dealt with Ukrainian themes and
motifs were Boiarynia and Lisova pisnia. Lesia Ukrainka
always searched for turbulent eras, characters and intriguing

y

situations.
*****-l'-**********
Written in the summer of 1912 and completed in the
- winter of 1912-13, Lesfh Ukrdinka's Orgiia was a milestone

- ‘
in her literary career, as was her Lisova pisnia. Obviously

N\

™
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concerned with the fate of those artistically inclined and

the problem of art in general, Lesia Ukrdinka produced this
work as an expression ;f her feelings and the mood of the era.
Many of hér colleagues and many literary figures of those days
allowed themselves and_their art to be influenced by pelitical
and cultural events. Lesih Ukrainka would not allow herself
to succumb to this and despised those who let themselves be

into the mud of 'simple' trends'predicated by pelitics

<§Z:zz€?;ulp cglture'. Lesia Ukrainka washurged by her convic-
tions to speak and act the way she did. It was for this rea-
gon that the author created the characters and setting of hef
dramatic poem Orgiia. . '

Anteus, an uncompromising man of the arts, was pitted
against family and friends, similar to Cassandra-.in the poem
of the same name, faced with the dilemma of communicating .
with pecple who were bothlblind'and deaf to his art and purpose
in life. Anteus' pupils were ﬁgfe concerned with personal
advancement and glories to be bestowed upon them by conquerors,
whereas Hermione and Ne?issa'thrived more on the monetary"
gaiﬁs of Anteus thah  on his principles of purity and artistic
insubordinatipn. Nerissa, Anteus' wife, was alsoc a glor&—
geeker. Anteus' only partner in arms was his gister, Euphro-
gyne, a hard worke; and a person who believed in her brother's
vigion. The real tragedy of the piece arose only when Anteus

first killed his wife and then committed suicide; Anteus took
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his fight against opportunism and literary debauchery ultimatély
to his own final resting grounds, all in the name of honour

and principle. This was Anteus' last testament to those

around him. However, their eyes, ears, and hearts had grown
stone hard even to this, impervibus to words of wisdom and

b///; " knowledge spoken by a person of principle and purpose, insight

L mepmen.

**********-‘******
The storyline of Lesia Ukrdinka's Orgiia is a tragic
one. Anteus' tragedy deepened step-by step, encounter by

encounter, and ended with

765 dal death. Lesia Ukrainka

biailt her storyline in Orgiia the way that she built her

‘Kassandra, namely, on the basis of dialogues. C. Bida is of

. _ . tQi\izinion that: '
While she lacked the giff of narrative, she often

showed unusual talent in creating the dialogues
that are so characteristic of her drama. As Zerov
observes, the play of images in Lesia Ukrainka's
writings often resembles a tournament of words, a
o persistent struggle between two antagonists, each
defending his thesis to the end with all the means
at his command. 10 .

Lesia Ukrainka opened her play at Anteus' home. One

of Anteus' students, Chilon, had just arrived to inform his
.teacheﬁ?that he Wasgieéﬁihg him in order to better his career

in different circles. Chilon was embarressed to tell Anteus

101 yyrginka, Lesid, Lesya Ukrainka, life ‘and works by C. Bida,
OE.Cit., P- LI’L}"‘5 N
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that he wés leaving so that he could enter the Maeeenas;

school of song, speech and music, because he was aware ;f
Anteus"staunch Greek character and love of pure art. Anteus
realized that‘he had not taught or given talent to anyone)

even to his prize student Chilon.'because only the god Apollo
énd his sacred hand alone could give it. However, when

Anteus heard where it was that Chilon was going to further

his career, he denounced his friendship and did not even accept

his fee. -
Anteus (jumping up in rage):
You? You're going to enter
The choir of "panegyrists? Join that mob
Of traitors, wicked sinners.against talent?
0, it were better to be dumb forever :
Cot off your hands, grow deaf, than fall' .se"low-
And this was once my best, my finest pupil.
(a pause) .
Chilon: 4
Master, then receive my grateful thanks.
(He takes some 'money from his pouch and
gives it to Anteus) -
Anteus (waving him away): -
Go! ' I have taught gou nothing! Get away
Out of my sight! 10 _

Both Hermione, Anteus' mother, and Nerissa, his wife,

" were shocked that Anteus was-so stubborn as to reject his pay.

Euphrogyne, Anteus' sister, was the only person Who felt ne
shame for her brother's actions. She did not even hold a

grudge against Nerissa who was bought out of slavery with the

-

102 Ukradinka, Lesia, Lesya Ukrainka, trans. V. Rich, op.cit.,

p. 146-7
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money that was to have gone towards her dowry.
. Anteus: :

I am ashamed, enjoying happiness

When I remember that' you pay for it

By your hard work. We have our happiness

But what, in the houseyof your birth, have you?
Euphrosyne: )

I have a brother. Even if forever

I live in spinsterhood, yet I shall never

Envy any wives or happy mothers

For their love serves only their families

But mine is for all Hellai6 For in you

Anteus, is all our hope. 3
" Nerissa sought fame, fortune and glory, whereas Euphrosyne
was her antagonist, her opposite.

.Anteus even shivered at the mention of what Nerissa

had done when she was young. Both Nerissa and her mother . *
had danced at orgies. Anteus was revolted by this; the
thought of drunken men with perverted minds appalled him,
Anteus was confronted by Nerissa with thoughts to dance again,
but he was also blinded by his love for her and could not
believe that she would now want to dance and attend such
orgies. However, a hidden treasure she did nbt wish to be or
to remain for the rest of her life. The tragedy deepened
when Phaedon, a friend of Anfeus', arrived angd informed him
that Anteus was invited to the Maecenas' orgy. The real
thorn in Anteus' side, however, was that Phaedon had sold to

the Maecenas a statue of Terpsichore, the goddess of dance,

103 Ukrainka, Lesih, Lesya Ukrainka, trans. V.Rich, op.cit.,
p. 150
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\ _
/j ne in\ihe likeness of Nerissa.

Anteus:
ertainly you will not like this insult

For you have sold your best work there, where all
That's holy to us is despised, derided. 10& H
Anteﬂs.could not forgive Phaedon for what he had done. He
had prosfituted his talent and art not only to foreigﬁers,
but t¢/c nquerors; ‘He had become blihd, as had Chilon, to
the as&ions of Prometheus, the deeds of LaBcoon, champion of
truth, the likes of Antigone and Electra. Anteus then agked
Phaedon‘to leave his house kndwing that they_would.neQer
again meet as friends, only as enemies. Nerissa overheard
the conversation between'Phaedon and Anteus and this time
scorned Anteus for not accepting an‘invitation to the orgy.
Shq gave her hugband an—ultimatum. One of them had to éo to
the orgy. Anteus decided it was better for him to go %o 'the
house of vipe;s' rather than Nerissa. However, he leftﬁin.a
hurry so as not to be met by Euphrosyne, for fear of her
scorning him, His love for Nerissa was about to kill both
heart 'and soul. ’

Act II took place at the Maecenas' palace. The rich
and opulent decor of the orgy was contrasted by a bored host

and. guests of honour. They all lay on a triclinium discussing

their way of life and conquests. The host claimed to be a

104 Ukré%gka, Lesia, Lesya Ukrainka, trans. V.Rich, op.cit.,
p.l L.
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phil-Hellenist, wheras the guests of honour were staunch
Roman supporters. They believed simple brute force was the
only way to bring people over to their side. The action only
livened 'up when Anteus entered the palace. Confrontatio; was

inevitable. Anteus was ready to leave when Corinth and the

Greeks were compared to pearls found in dunghills., The arts . .

and Mount Parnassus were sacred -to Antéus,‘but the Roman Pre-
fect could not even allow for this; he held noﬁhing sacred.
Ep order to stop this'bicﬁering Maeceﬁas invited Anteus to
sing to them, but Anteus stated that he was not endowed wifh
the spirit to sing at that time. Simultaneoﬁsly Nerissa
arrived at the palace against the will of Anteus. She
;pproached Maecenas an; déﬁided to stay without asking Anteus
for permiséion. lShe even lowered her veil from her face on -
the request of-Maecenas and was recognized as tﬂé model for
thelgtatue of Terpsichore. _In.order to distract attention

-

from Nerissa, Anteus agreed to sing a song.

Phaedon: ' w
Sing the epithalamy! That's fitting.

Anteus: :
No, it!s not fitting. We're not atia wedding.

Maecenas:

Why not? Imagine in this house takes place
.. The nuptial feast of Hellas and of Rome.
Anteus: '

orgy here béfore my eyes -

T And so the songs I tHink of are not bridal
;}ut Baccle, rathen? 105

b

105 Ukraiska, Lesfé, Lesya Ukrainka, trans. V.Rich,:op.cit.,
P177 , ' :

,"
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" both surprised and shocked at seeihqtiis w1fe danolng. stopped
mu

' tore down the lyre from the candelabra it was‘hung.on and

: e ORGITA S 21

! . \ . .. *
.-.

Anteus beéan to phay and slowly became carried dWéy"

by the sound of the rioh‘s rings. The dancing %}rég';;o

corybantes ran in and began “to dance the Bacchic dance.g

". Unbeknownst to Anteus, Nerissa joined the troupe and danced

with such grace and fluidity thax Maecenas orderednwm%hna

shout that thoy all stop and let_Nerlssa dance alone. Anteus,-

L

e

singing, but Maecenas ordered the musivians to contlnue.

Nerissa paid no heed to Anteus’ warning and completed the

dance., At the end of the dance, ; weaxy -and odt of breath; . .

. ‘ w -
Nerissa approached the triclinium with a coquettish smile -on-

. her lips. Both Maecénas and the Procurator madé advances to

their 'immortal one'. Anteus, engulfed with rage ahd'anger,

hurlefioit at Nerissa. Falling.back, she uttered her final
words, but not'wprdS'of regrét for what she hasg done. ‘An{eus,
seelng what he had done, tore one of the strlngs form the lyre
zmdsmﬁ: _V.; o'_ -

_ Anteus: ' .

N . ﬁﬁay, let me: finish. :

L (He takes a string from the lyr and turns to
‘Chllonnaﬁd Phaedon who are stanfling in the
Iront of the crowd.) _
Friends, I. am setting you ag d example.
(He strangles-himself ngh the string, and falls
dead beside Nerigsa.) ' o S

.
R

106 Ukralnka. Le81a, Lesxa Ukra;%lag tyans. V.Rich, op.cit.,
pl 180 o . a -t )
. _—
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‘and the deéiction of human tragedy. In addition to this,

ﬂr .
.. 107 Kullns ka, L.P., U sviti 1de1 ta obraz1v, Kylv, Vyd—vo.
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Anteus' fate ended abruptly and quickly. The tragedy of the
hero developed gradually, but nevertheless, his.figure bearing
the string in his hand, loomed over the stage, as did the

_ figuré of Prometheus on the crest of the Caucasus. imprinting

4tself both on the characters and on the audlence.

*****#********** ‘
F}.Formally; no two dramatic poems of Lesia Ukrainka
were really simiiér. Some of her pieées have one act, some
have two,lothers three, four,,or‘five ac{s. WHat makes hef

works unhique is the masterful use of antithetical dialogue -

) accordlng to L. Kulins' ka,lo? the internal unlty of Lesia

Ukrdinka s one-act and multi-act dramatic poems, dialogues,
or dramas. a% she called.them, was relnforced by Lesia’
Ukrainka's deeply motlvated scenes, strength of structure
and masterful use.of proportlon.

When analyz1ng and paralleling orgiih to Greek drama
the task of-categbrizing it as trapedy or melodrama becomes
a difficult one. Speaking about .Greek dfama'M. Hadas poinf;d ;
out “thats N _ ' : -

.o the Greek play tends . to be single-minded, lnﬁense,
clear in outline; no line is -superfluous, all somehow
conjribute to expounding -the theme, 108

ke

X

»

Khudozhn01 theraturw Dnlprq, 19?1, P. 79- 80

Hadas, u., A History of Greek Literature, New Yoﬂk
Columpla University Press, 1930 P 74
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Lesia Ukrainka utilized this same technique and mastergd it
well. Her pieces, like Greek dramas, were usually shorter
than two or three acts of, for example, Hamlet or ahy other
of Shakespeare's plays. Hadasg goes on +to say that: -

For discussion and reflection there is always room,
for Greek tragedy nevefsiresents a2 white hero op-
poesed to a black villain. Where it may seem to do
S0, as in Sophocles' Antigone, we may be sure we are
misreading the play, for the Greeks wrote trigedy,
not melodrama. The spectacle of virtue always
triumphant could only corroborate smugness; the
Spectacle of flawless virtue crushed to earth would
only be shocking, as Aristotle points out. If in
the elemental struggle against destiny man seems
doomed to defeat, that is the way life lacked to the
tragedians. Their gloom is no fatalistic pessimism
but an adult confrontation of reality, and their

- emphasis is not on the grimness of life but on the

capacity of great figures to adequate themaselves
¥o 1t.. ... Greek tragedies are not mysteries (un-
less in the medieval sense). Thé "recognition"

or "change of fortune" is not, as it is likely. to
‘be with us, at the end, but nearer the middle of
-the play. Generally the plag ends on a note of
calm, all passion purged. 10 :
110

A.E. Haigh and T.D. Goodell 111 senerally agreed

with Hadas“’findings‘and_explanations." So did a majority of’

other critics. How does Lesia Ukrsinka's Orgiia compare to.

a Greek play? First of all, although Lesia Ukradinka may not

/
have presented a white‘Pero opposed to a black villain, she °

>

~did contrast positive and.négative.characters. If the terms

.'{ 109‘Hadast History, op.cit., p. 75 R

110 yasgh, A,E., The Tragic Drama of thi- recks, Oxford,

~* Clarendon Press, 139%, Chapter- 5

111 '
New Haven, yale University Press, 1920, Chapters 1-%§ .

-
H

>

Goodell, T.D., Athenian Tragedy: A Study in. Popular Art, - .
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positive and .negative characters are simply substituted for
black and white heroes, then Lesfa Ukrainka's<works are melo-
dramatic,.according to Hadas, Haigh. and Goodell. Even ﬁore—
so, it is pedple like Helenus in Kassandra and Chllon and .
Phaedon in Orglla that triumph over the respectlvely virtuous
Cassandra and Anteus. -~ another would—be melodramatlc charac-
teristic, if we cons1der Hadas' reasoning. Le81a Ukralnka ]
Cassandra could not really confront reallty, Anteus on the
other hand could and did, and acted accordingly., Their res-
pective tragedaes lay in {heir predicaments and sdlitude,‘be
it Iphigenia's, Cassandra's, or Antsus'. These were not an
Agamemnon, or an Oedlpus, or an Achilles -- the grand and |
divine figures of Greek mythology; they were real . true- to-
life people pitted agalnst themselves and other characters.
Another way Le31a Ukralnka“s dramatic poems, dlalogues and
dramas differad somewhat from Greek drama is that her p%eces—;
usually endsd-ln human tragedy..sometlmes 1n_death, as in
Orgifa. Anteus Wasmfeit'no_other-way out of his predicament.
In Greek drama the tragedy usually occurred in the middle
ang ended in ‘serenity either by way of sforyline of,by divine
int?rvention —: the deus ex machina,
‘ An obv1ous Class1cal el;;ent in Les;a Ukrainka's
43 b'formal presentatlon of her themes and toplcs.are her dlalogues.
«+. her heated exchanges are ‘often, as in Greek
¢ ' ' drama, replete with masterful aphorisms, elicited

by the‘dramatlc situations and crystallized by the
. swift 'give and take' of statement and retort.
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These "rhetorical duels" remind one of the Greek 112
tragedians -- Aeschylus, Sophocles, and Eurlpides.

Ancient Greek tragedy was essentially comp0sed of
lyric poetry and_draﬁatic discourse, This was performed by
chorus and principle antagonists. Lesia Ukrdinka simplified
fhis technique by disposing of the chorus. Her dial gues,
as in Org_ iia, are replete with d.ramatic,and_ rhaforifcal dis-

course and lyric boetry is interspersed with the dialogues.

Lesia Ukrainka's Orgifs is also different from ancient Greek ¥

tragedy in that she llmlts herself to one ba51c metric stanza,
the iambic pentametre‘ The only change in the metre occurs—
when Anteus and Chilon sing on their lyres -- Lesfa Ukrainka
utilized dactylic verse, unlike ancient Greek series of
anapestlc systems. u -

The prineiple which underlies the structure of the  ;

" best Greek tragedies is the desire {og intensity
rather than variety of impression.

. Lesia Ukrdinka was able to follow in the footsteps of
the Heilenes by stressing and underlining the éradual f;agedy'
of her hero}' All of her dialogues gradually bullt up until

.the very end of the work when the final tragedy occurred.

Neatly and thoughtfully chOS;ﬁfﬁLalogue built up the plot of

the play and ended in a final quick motion. X ;

, , .

12 G¥raink L931a, Lesya Ukrainka, 1ifg and works by C. Bida. |
op.cit. ks o . . ' _

113 Ha:Lgh 50 E-cl‘t-. D 33? ' : ?&- '
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The problem offthé'tnree unitiegﬂ;:\namely time,
place and action, and Les{afykrdinka's use of them, néeds .
to be studied more dlosely;:_The unify of aé%ion, accbrding
to Haigh "is carried on the Greek stage to the furthest
possible limit" 114 The Greeks;shosé to present only the
most important facts about the dlscussed subje d built
the bulk of their play around 1t. Petty and minor detall
" was a burdeh to them. In her Orglla, it -is obvious that
Lesia Ukralnka was just as selective in her facts and created . )
her story around.facts and figures that best exempllfled the
problem being discussed. She was just as meticulous in her
attempt to creatk great iqupsity of—impreééion...Eagﬂ of
Anteus conflicts led to tﬁe next, step by step, é%érting with
hlS gpenlng dlalogue with Chilon and ending ‘with his heated';
é;s;u551on w;th Maecenas, the Prefect, and the Procurator.
The unity of time, which was not a law of Greek tra-
gedy orlglnallyk was adhered fo in Orglla qulte rigidly.
Vef§ llttle tipe, probably a maximum of six hours, elapsed
from the beglnnlng to the end of the play. The lack of a
: chorus, often a burden in Greek 'tragedy as far as the problem -l
of time was concerned, allowed Lesla Ukralnﬁa to dispense  »
w1th many Classical’ formalltles and limit herself to a very. /}///
)

short time in the work. A drama ‘'is supposed to be but a ...~

.

114 Haigh, op.cit., p. 338
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picture, an exerpt from the l1life of a hero and heroinel

The unity ¢f place in Lesia Ukrdinka's_Orgi{a wys
not adhered to. ‘The‘scene changes from Anteus' house to
Maecenas"ialace. In Greek traéedy, however, this last -
unity was enforced with great strictnésé and qniy a handful
of exceptions”from the extarié plays can be cited.

The discussion concerning the value of the three
unities, and-their applicability to the modern

stage, was at one ‘time the burning question of
dramatic crrticism. ... 1 the critics now agree
that unity of action is egkential to a well-: -
constructed plot, though they interpret the phrase

in a far wider sense. -... As for the unities of
time and place, they regard them as rules whid1j§;\4/
owed their origin to.the.igc%Ptional'bircumstanc

of the ancient tragedy. 1 2B .

A1l things cansideréd, Lé;ié Ukrdinka’was able éoi
maintain many of the Claésical tééﬁniqués so dear to the
Greeks: intensity of act%on, brilliantjuse of &iélo%ue,
variations on the other:unities, ete.’

PR IE K B IR R IR O R S

- /ﬁ’

The depiction of' character in Greek drama had speci-

ic qualities.

~

In_all dramas of the dignified and elassical gpecies
there is a general similarity in the mode of repre-

- senting character. The heroes and heroineg are drawn ,
in broad and general outline, and nﬁ%r?;ngzgﬁte debtail;
they resemble t{gesﬂof himanity, rather than separate
personalitikes. Q .

R : » J .
:115,Haigh- op.cit., - p. 343 y o 3
116 ibi.d-’ D 333 ) i ‘. . '.‘ C »..~ :
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. i
.Characters such as Agamemnon, Iphigenia, Clytemnestra,
. Casgandra aﬁﬁrothers possessed broad and elementary qualities..
Greekgtragadj:streésed the type more,’at the expense of the -

individual. *17 Aristotle discussed this extensively in his

De Arte Poetica, where he simplified the “"do’s and don't's"
of tragedy, charabtepisation, etc. . e . R
Lesia ﬁkfdinka's presentation and modefnistic depic-

tion of ‘character is quite important. In Orgiia, characters ‘
‘sﬁch as Chil;n and Phaedon; Nerissa (and to ad gree Hermione);
Maecenaé, the Prefect, and the Procurétdf cg?/gi grouped to-
'gether as dtereotypes. These beople-tyﬁify to a great extent
people with limited elemehtary qualities of a épecif}c gigd.
They are either status-seekers, renegades, avaritious people =~
basigélly‘type—cast} pre-packaged figures. :

\N,l' One figure that stands somewhat alone in Orgiia-is
Euphrosyne. In many reépects she compliments iﬁ Anteus what
the hero, uhbeknownst to himself, lacks -- absolute ponfidence
'and devotion. The minutiae of Euphrosyne's.charactef become
JBbvious in her own spoken,ﬁords:

Euphrosynei ,, PR : :
"But mother gsprest! What's the good of ribbons

If one has bfauty, what need to adorn it?
If one has not, a ribbon will not help. 118 "

-

-
+

117 Haigh, og.citf, p. 356 ) ‘ L.
118

Ukrd%gka, Lesih, Lesya Ukrainka, trans. V. Rf@h,'op.éit}, , e
p . 1 * ' . Y . ! . . ¥ ]
: : “
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Anteus:

For you yourself are my Antigone ‘

It seems that I could even forgive Chilon,
If what he did he had done to relieve

A sister su?pyas*mlne from bitter hardship.

Euphrosyne: 119
But I would never forgive such a sister.
Euphrosyne's appearance on stage was very short, but her im-
pact was most definitely felt. The author was able to expose '_ §

>

specific qualities of her heroes as opposed to the Hellenic ii\

the individual, but this was not and could not be exaggerated.

This was a basic rule of thumb for a long time.

. S

‘quegtion arises as to why Euphrosyne felt ill-at-
eage when Nerissa entered and saw her crowning Anteus Was
~ She afraid of Nerissa or-was she simply good-natured and

kind-hearted and a poor executor of actions. I+t is necessary

-
" -y
eaan e ks

to point out now, as the author and many Aiterary critics
, - . ’ ) .
have, that Euphroé&ne was but the embodiment of the spoken

word and not yet a true element 6f‘action and deeds. -
Al

The epicentre and hero of Lesia Ukrainka's @rgiia is
AnéZus. Her Anteus is not a traditional Classical hero,
She expounded on and'p;esented many of Anteus' peculiarities
and eccentricities. He was an individual set apart f;om.his'

" friends and family, but most of all fie was.a tragic figure.
L] * '

»

P 149 _

- . ‘.' . "“' . \ ’} et !‘
- - . : - \\»_," . I~ ]‘

" w

119 Ukralnka. Le51a. Lesxa Ukralnka, trans. V. Rich, 7g.cit.,
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The simple reasbn for this was that he was torn between his

love for his wife -- his emotions, and E/p pr1nc1p1es that
o

he stood for. His tragedy lay in theafgct that he fell victim
to hlS emotions and in the end the only way he could regaln f’\\\
his honour was by kllllng his wife and then committing SUlClde.

. Netissat
What is your will my lord?
. Decide it new
Either it's you or I. 7
Antéust e
0, if I had '
The power to tear you clear out of my heart
And cast you, like a venomous reptile under
The Roman's feet.

~

Anteus:
Yes, I shall go. I shall be better off
Amongst the Romans ‘than home here w1th you.

120}
thtle did Anteus realize that what awaited him was both --
"the Romans and his wife. Both factors together toppled the
descendant of Prometheus for but a moment, for his power of
reasoning, scorn for the petty. and dlsllke for the banal made
him rise again as an example ‘40 those who are blind.

Lesia Ukrainka's Anteus was-carefully and meticulously ..
palnted. He was a fighter, an insurgent, a rock in the path-
vay for those who 81mply wighed to vegetate and not llve . F
- ~:;;;;riivgsxizvfas fitting of humans. Anteus saw thrbugh the

status-seeker renegades and political totalltarlans, but zy
. . . . Ly ) . :

120 Ukrdiﬁkg, Lesia, Lesya Ukrginka, /trans.,V. ‘Rich., op:icit.,
p "5_ . i

K

~

o

P ..
v ' k\{/ ~



ORGITA _ 81

"most of all, he felt with his whole body and soul the abuse

_that 'art' and 'artist of principle' must undergo. What

disturbed more than that, however, was the fact that there
are those who conquer, destroy both-land and srt, but in the
meantime speak of themselves as 'patrons' of the arts and
rulers of a country. The Romans could ndt see any good in
Hellenlc things, because to the Roman "might is r1ght" and_
not art..

~

To create a higher degree of tragedy Lesia Ukrainka

pitted Anteus both &gainst himself and against all of the '

other characters. His tragedy unfolded and heightened with
avery additional encounter with adverse characters. Aiieus'
was forced %o challenge and fight those who opposed his
principles. He did not and could not alter the'way of thinking

‘of his enemies, but he dld not simply leave without a hattle.

In h1s quest to defend and stand by uslversal predlcates and

" his own principles, Anteus became\more and more aware of.what

{
people are made of, what they respect and value most. More

3
1mportant than that, Lesia Ukrain¥a was able to portray a

" tragic figure subconsciously in search of himself. A?teus

\ -
saw his imner being and realized his fatal migtake, therefore

he was forced tO'dependron his last resort -- that of pride :
and honour in the Promethean tradition. Anteus had to pay.
the price for being led in the wrong dlrectlon by the wrong
prlnéiyies and dlrectlves in life. Like.Prometheus, A%teus

-

r -~
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had to stay chained to ﬁhe mountain, in this case buried,
together with his pride and principles.
*******5********
\; As was mentioned before, unlike some of her-Previous
works, Lesfs-Ukrainkafs Orgiia has no corresponding work in
. \\\ziasical literature; it was an original work. It does, how—
exr, make use of ancient history and Classical material as
a basis for its plot. Although thematically Orgiia does not
deal with Hellenic mythology as did her li;genlla v~Tavrvd1

and Kassandra, it still portrays a turbulent era in Greek
history and a situation that more than likely- occurred more
than once at that time. ‘ There probably existed many a con-
scientious Anteus during Roman rule over a newly conquered
Greece. By way of theme Les1a Ukrainka's Orglla is quite
unique. C. Bida pointed outs’

There are certain motifs whigh pervade all of Lesya

Ukrainka's wWorks. The problem of art in the life of

an artist and of a nation and its 51gn1f1cance for

.+ . the nation constitute one of the main motifs of heér

lyrics and especially of her atic poems. For .

its complete realization, however, igis motif had

to walt i1l her last play Orgiia. -
Gettlng on 1n age and becoming sicker every day Lesia Ukrdinka's
work of her latter years became more outspoken, underlining ot
her dogmas, principless and éthical bellefs. Org;ma Wasl

™~
. such a work. We can postulate to a degree that Le31a'ﬁkra1nka

»

+ Y

121 Ukrﬂfhka, Legla, Lesya Ukralnka, life and works by‘C;_Bida,
op.cit., p. 2
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-

and her last play were.both influenced by the social and

the political situation in her é%untfy. At “the same time the

problem she discussed was a universal one and not strictly

Ukrainian. _
Rgferring back to the plot of Orgifa, it is oBvious-

what per )bed Anteus. Essentially it was the prostitution

of art And subjugation of the artist to a politicai force.

J— | : g
A similar plot existed in Lesia Ukrainka's U pushchi. In

L .
it meant payin@/

for them with his life. Art and the xtist [cannot be man-

Orgifé Anteus stood\by his principles even i

handled by politiéal or economical-pferogatives. Both belong

in the sanctum sanctorum-of ‘art', a production of the inner-

most self of mankind. = It need only be mentioned how Anteus
pointed out to Maecenas and his former students that an

epithalamium was not fitting for a Baccﬁanalian festival.
-

Furthermore, art and artist stand over and above any such ,

‘

socmal and polltlcal prer:?atlves. If not, Anteus says. man-

kind reduces itgelf to thé level of simple robots; it dehumanises

itself. The theme and principles of Orglla are best expressed
by An himself:

7 - Phaedon:®
: Anteus, this is some strange obstlnacy.
It's not the first time- Hellenes have received

Foreigners! praise; what is dlsgraceful in it?
Anteuss: 122

- Foreigners! .Yes, but never conquerors,

122 Ukraznka, Le51a, esxa Ukrg;nka, trans. vV, Rlch, cit., "
p. 160 . .
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L
Phaedon:
. “The conqueror, if he w1shes,
wlth his armed foot can’quigkly trample down
All our prlde with our heaggwrong dreams. ...
Anteus:t :
What? Better that we trample it ourselves
So as to save the conduerors some work?
Does the high prlest of beauty think and speak s0?
Only one thing is left, that he should act so.
You have not sold yourself -- still worse! You gave
Yourself, like wet clay into foeman's hands. '
And who W1ll breathe in you the living fire
When you're no mere creator, but created.
Go and serve your dear Maecenas, then,
Forget the mighty testaments ofs beauty,

Forget the deathless 1mage of Prometheus 123

What stands along51de '‘artistic e gion" is the honourtand
pride of the breed- of people that c eate these masterpleces,

be they-Hellenes or Ukrainians. This is where a 'national’

pride takes precedence over any form or expression of politi-;,

cal supremacy. “ )

. N
. ‘
(__/\, ) ) L.
. .
.
.
.
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123 Ukratnka. Le81a. gésxa Ukrainksa,. trans. V. rich. opicit.,
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. SUMMARY* AND “‘CONCLUSION ..

J ,
From all of .the material "compiled, researched and _. -

-
-

gtudied, it has becb@g_gbxfsas.that Lesia Ukrainka expresded.

-

a deep love for many elementé of the Hellenic world -- its

-

L% . .
literature and mythology.  Although she did not do direct

J-

translations of the originals, as did many of her predecessors
and contemporefies, esbecially Ivan Franko, the poetess C -
nevertheless enrlched the myths. of Iphlgenla and Cassandra ~

and created an interesting setting and sltuatlon w1th her

-
[

dramatioc poem Orglla.
© Firstly, it has been shown that Lesia Ukrainka had a
very rich 1ite£éry heritage to medel herself after in creating

her own Iphigenia. The poetess' Ifigeniia v Tavrydi, a

;dr;matic 2tude, was but an excerpt from the Iphigenia myth.
It is comparable to a painting*of ﬁtill life picture, whose

beauty is thgt-this one frame is "worth a thousand words".

The analysis of her work has' shown how.Lest Ukrainka was

-

able to condense the whole myth iﬁto.a ghort étude and not

omit 4ny vital eleménts. In addition to this, the analysis

. -«0f Ifigenif% v _Tavrydi brought.out many of the Poetess' inno-
vative elements along the lines.of stbryline, charactef,'form
and theme Her constant. search to find the best format -- 7
the dramatlc poem -- to best express herself slowly became
reality, ‘but it was her rich dialogues;_a“superb Hellenic
trait,that became the heart and sotil of her works. - It is

unfortuné%e,‘however, that the amount of'critical work done

| o]
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on Ifigenifé v Tavrydi is sparsé. It would be very interesting

to further study and aﬁalyze the development gnd grdwth of
dialogue éﬁd monologué in Lesia kaainka's works, beginning
with this drama%ic €tude. One.other area f;;\study could be
the poetess' use and treatment of the chorus and its value in ‘
this work. 1 |

The second of Lesia Ukrainka's works on Hellenic
themes dealt with in this thésis was Kassandra. It has been

pointed out that her dependance on the ancient Greek myth of

Cassandra in her Kassandra was less cthan in Ifigenifé v Tavrydi.

‘One reason for this was that Greek mythology did not plaée
»that much importance.oﬁ the Cassandra myth. This,'however,
did not detract from their value and importance to the ﬁoetess;
it only permitted more interesting parallels and comparisons.
Lesia Ukrdinka's'Kassandfa. as was mentioned earlier in Part
tﬁo of the thesis, was more of a reflectioh of her own-era.
&Q)By maklng Cassandra a central figure the whole Greek myth had

to be revamped and additional scenes and action had to be - .
introduced. The material compiled here has pointed out thei

_ poetess} ability to é&pand on older fopibs and har innovation
in this field. Placing the older Hellenic wo ksf}pd two
Eur0peé? interpretations alongside Lesia Ukrainka's own adap-
tation of the Cassamdra myth allowed for a balanced evaluation
of the mastery, artistry and uniqueness of each author. ' Con-
siéering the fact that the Cassandra myth was only an excerpt

-~
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L. “in many of the earlier Hellen;c and European works it was
| 'helpful to read whole plays or ‘poetis .in order to better -
grasp the value of the &ortured heroine Cassandra. It is
quite probable tha# Lesig Ukralnka also did this before
creatlng her own unigue setting. The greater avallabllaty
of llterary and crltlcal analyses ab'[t the poetess ass
- dra shed light on many 1nterest1ng _aspects of the poem Z~.
for example, theme and character, toplcs which were some—
| what neglected in eritiques of her Iflgenlla v Tayzxdi._ By
having this work at hand it was easier not only to parallel
‘Lesia Ukrainka's work with many masterpleces by European
writers, but 1t also allowed one to place her on the ‘same
_ Parnassus 1n her rlghtful spbt along51de those .same masters.

-

L~ The last of +the three dramatic poems by Lesia Ukrainka,

‘ ES Orgiia, posed some interesting problems, Not having any |
counterpart in Hellenlc or Buropean literature, this left i
the dramatlc poem open to many flelds of Eﬂ;cus31on. After
extenslve research it became very obv1ous that most of the
hllteratl and critics that analyzed this piece chose to centre

] around the’ phllOSOphlcal and thematic problems, thereby some-
what neglectlng the other aspects of the poem, namely form,
‘character, etc.. Therefore, the 1ntroduct10n of European
‘literati and crltlcs was necessary to analyze thisg work. The

) two have not been unnecessarlly inecongruent ang have only
/// " allowed a better understanding of the mechanics and. the




Vneath.human'dignity, ahd.suchldignity was and will remain the
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Com

1}

‘ bersonelities in Orgiia. It-Was-Shown‘thaf-ho% only the

settlng and theme could have been Hellenlc, but once agaln,'
.that many of the technical aspects of her works stem from the
Classgical era. The unlversallty of Le31a Ukrainksa's topics
should for +this same reason leave hepkjpen to analysis by
nonnUkralnlan literati and eritics, thereby spreading know;o
ledge about her works and making her a prominent figure in
world literature.

It is known that-the ideology, philosophy and Welt-

-anschauung of a writer comes through in hlS or her works.

This was also % ase with Le31a Ukralnka. Ifigeniia v
Ta vrydi 8 dra, d Ofgila are three good examples of
her thoﬁghts and belidf in the’"Promethean splrlt" With

every day, monthfg%d ‘year, LeSLa Ukrainka's search for truth

and justice 1nten31f1ed geometrlcally. ATl of her feelings

-were best expressed by her prolific heroes and heroines, who

came to many crossroads in their lives. .All of them were 1n

j search of truth and Justlce- some, llke Anteus, even sought

to defend the purlty and beauty of artlstry. Therefore, the

plight of each.and every one of.: her heroes and heroines was

as complex and demanding as was Lesia Ukralnka 8 own life and

fate. There could be no ‘other way to express oneself, There‘

was no turning back or rearing away from just principles.

One had to forge ahead at all costs. - Any other way was be-

-

a—a .
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focal point of Lesf% Ukrdinka's philosophy. The Romans had
an appropriate aéying that compliments the Promethean spirit:

per aspera - ad astra. Man must live, work, and often die

; for -his own beliefs and Dasein -- his is the world who believes

in just principles.
’ \

22
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" ABSTRACT S e -

-

" _"ABSTRACT OF

Hellenlc Themes ‘and MOtlfS‘ -
atic Works of Lesiz Ukrainka 1
and their ototypes in- Europeag therature '

-

The preceding was a study of various Heéllenic Clese;eal

elements in three of Lesia U&f&inka's dramatic worke,'namely}

’

'Ifigenifé v_Tavrydi, Kassandra and Orgiia. Lesia Ukrainka

became aqualnted with the myths and legends. of. the Hellenlc .
world either in thelr original form, dlrect translatlons or
various adaptations and interpretations by her predecessors.
A rlch llterary herltage in EurOpean literature on the above—‘
mentloned Hellenlc themes also interested the author in her
exploration of the mysthue of. the Classical era..

The format of comparative analy31s as opposed to any
theory of influentology allowed for the weighing of different
variables of the many Hellenic elements apparent in-works by
European authors and by Lesiz Ukrainka. By treating the res-

pective works by different authors in basically chronological

order (e.g. Euripides' Iphigenia among the Taurians, Goethe s

Iphlgenie auf Taurls and Lesia Ukralnka 3 Iflgenlla v Tavrydl)

similarities and dlfferences among the works became more

apparent. This type of analySLS dld not- detract from the
- . . ~ ’\

.31 Bohdan Prus, -masters the51s presénted-fo the School of
- Gradudate Studies of the University of Ottawa, Ontario,
‘November 1978, viii - 103 pp.
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the importance of Lesia Ukréipka‘g works., Conveﬁsely.-it

-allowed her "to be-placedain %he realm of great literary - ;

masters and illustrated her considerable coﬁtriﬁutiqp to the

_Hevelopment‘andwmoderniiation of Hellenic themes and motifs.

3 . - . P
This appeared in the three major aspects of each of her works,

i.e. form, ideology and theme. Variations of nuance in each

- of “these elements became apparent through the comparison of

fhe'many texts.- However, the one themﬁfic*and ideologicai
ihnovation that remained constant in Les{; kaainka's works
and which was not visible in her predecessors works was the

theme and philosophy of Promqﬁheaniém. The desite to portray

the:8pirit of the great Titan and the valug of human digﬂ!ty

became the unifying thread of Les{d Ukrainka's works_i

Many European and North American critigques were

: implgmgnted to fill in any gaps that arose thraughout the

pfodéss of analyzing and ‘comparing Lesia Ukrainka's works to
those of her\predecessors. Therefore the depth of the study

. ) .y
on Hellenic ﬁhemes grew arithmetically and gave way to pardllel
: 7

" comparison. However, the need for further analysis became

more obvious as the study progressed, and such further ana- -

lysis would be intriguing to the inquisitive ‘intellect.

-
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