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. SUMMARIES

A Study on the Hel:enF-legeri_d T

- Yoshiko Tsupa -+ -

.. This: paper: consists of four chapters, dealing with (1)Heleri as a
goddess and the rise of the legends: of her seducement. (2)The legend
of the.seduction by Theseus.  (3) The legend &f ‘the abduction by Paris. |
(4) Another legend of. the abduction-by Paris. = P A

... The first chapter explains the background te the rise‘of ‘these legends.
Archaeological data (the result. of the excavation of “Menelaion” - which
- is regarded as Helen's shrine in. Therapne in accordance with Herodotus)
and the etymology of the name Helen show that she wasionee a Lac¢onian
‘vegetation goddess,who was connected ‘with ‘tree-worship. * The rela=
tionship between Helen as a vegetation goddess and the legends of her
abduction is. explored with the help of explanations by G. Murrbay and
M. P. Nilsson. The main purpose of the next three chapters is to irves-
tigate the historical background to these legends and: to discuss some
problems implicit in their study. .. - _

-~ In the second: chapter, there will be a discussion.of whether the legend
of Theseus’ .seducement of Helen was known' to the poet of the Iliad.
An examination of the descripti,ve. passages -in. the -poem reveals an
affirmative. 'Then the present writer deals with the role of the Dioscuri
in the legend. Although their part in the: story s an important one, it is
doubtful whether ‘they were an esséntial element from the first. .1 think

they were added later, to eradicate some- inconsistencies -to the similar
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legend of the abductio‘n‘,of Helen by Paris.

The third chapter'fdealvs‘i_ wlth _the’i legend jthat Paris (o.r Alexandros)
abducted Helen from Sparté to Troy. It is quite clear that the legend
was well krown to epic poets, but they adopted it as a legend in which
Helen played a passive role. This may be ascertained by examining the
descriptions of Helen in the Iliad and theMOdys.:sey..“ And then the problem to
be analysed in this legend is the significance of Aphrodite’s intervention.
Though the Kypria seems to have described Aphrodite’s part in the
abduction in detail,. it .Is uncertain whether the poet of the Iliad knew of
the divine assistance theme. But analysis of the des’cripticl)ns‘v in the epic
makes it clear that the Iliad is based upon the same type of legend as
the Kypria. Homer did not describe the existence of Aphrodite’s. help
directly but made it implicit in the nature of her particular protectiveness
towards Paris and :Helen. Many commentators have supposed that the
special relationship of the three characters derives from: the judgment
of Paris. Therefore the themes of the judgment and that of the abduction
of Helen by Paris with the help of Aphrodite’s divine intervention were
known to Homer as a seri_ves of legends. |
 In the fourth chapter, the central discussion concentrates on the
Palinode of Stesichorus. It is said that the poem is the first work that

what

- dealt with another version of the abduction of Helen by Paris
he took away was not Helen but her phantom, while the real Helen stayed
in Egypﬁ under the protection of ‘Proteus during the Trojan war. Since
the poemr was transmitted. in only one fragment and the contents of the
Palinode are almost unknown, an investigation must be made to ascertain
whether the poem really ‘contained this legend. The recently- discovered
Oxyrhinchus Papy..rus._2506 has added ‘important new ‘data. to the dis-
cussion, emphsizing the innovation of the lyric poet. The new material

consists .of Helen’s phantom and. her stay in Egypt. [ would like ‘to
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’ invesfigate what is called Stesichorus' invention only onh the former point.
From the typology of the phantom motif the use of which is found in the
1liad and the Odyssey, his innovation is limited to the adaptation 6f«the
motif to Helen. The diversion of the concept to Helen is perhaps connected
with-Sparta which was the centre where Helen was worshiped ‘as a

goddess.

On the Relation between the Scenes on Cithaeron and

the Stage Actions in Euripides’ Bacchae
‘Tadatoshi KuBoTa

In Euripides’ Bacchae there are two entirely different groups of
Bacchae, the Asian Bacchae, who. form the Choxjus,-and the Bacchae of
Thebes, including the daughters of Cadmos, who as divine punishment have
been driven into madness by the god Dionysus and live a wild life o_rth
Cithaeron. It is conceivable that without the existence of the latter the
effect of the play would be greatly diminished. .

In this paperrvI will try-to show the relationship between the actions
~of the Theban Bacchae and those of the characters, and the songs of the
Chorus, especially that in the parodos.

It may be argued that Cithaeron.is not introduced'simply as a place
where the terrible death of Pentheus is to be carried out, but also
established from the beginning of the play as an invisible stage where the
possessed women can act freely and reveal what they really are. This is
clearly shown in the prolog where Dionysus states that the women are

.camped in their mountain fastness mad but peaceful.
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;v Their presence is ;.no.t;_revéa'led to-the audience or the characters until
the. first messenger’s speech which changes the atmosphere of the play
from.light to dark. That their exposure is:delayed until the middle of the
drama has. two sjgnificant funetions: .1)' the joyful world of Dionysus ‘which
.the Chorus sings of seems superficially attractive and real to everybody
except Pentheus, who appears to be an obstinate opponent of the -cult;2)
Pentheus and other characters are given no chance to see the situation
and find out the true facts about the cult. Pentheus imagines pruriently
that the women are drunken and mdulgmg in promlscmty An 1dea whlch
arises from hlS ambwa1ent feelmg towards the female sex, whlch he has
oppressed-as’an over-conscientious ruler. Much of .his’ prejudice may be
attributed to the fact that he is young and inexperienced in sexual matters.
According to the first messenger’s speech; the Theban Bacchae have
two entirely different aspects: one is peaceful and joyful, and the other
violent; which-is analogus to the hidden aspects -of Dionysus himself—the
destructive power underneath the smile. The scenes on the invisibleé stage
show, however, that they live a wild but spiritually exalted life as suggested
in the Chorus’ song. P.o‘ssessed--by ‘madness they-exercise inconceivable
abilities beyond human limitation. With this power they kill the herd of ‘cattle
and plunder the villages, which .excites Pentheus” rage"towards them.
‘The sparagmos of ‘the cattle reveals the savagery latent in. the-eult, which
together with the disastrous:fate of Actaeon, hinted at by Cadmos, fortells
how Pentheus is to meet with a tragic -death. Their quietness after their
violent actions is ominous, hinting at:more violence to come. .
Dionysus dresses Pentheus in women’s robes and indulges his prurient
imagination at Pentheus’ expense.:Like Agave who, in her delirium, thinks
her deeds :to'be worthy -of. praise and .feels  blessed; Pentheus feéls
liberated. from oppression and-happy during his madness, though he pays

the price of having to abandon his self-consciousness. When the two of
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them enter Cithaeron; the two streams. of action which have been running
parallel to each:other, one on -the: visible stage and the .other -on the.
invisible, converge for the fitst time on the latter. - . 7.

The second messenger reports: the gruesome scene .of -Pentheus’
death 'so vividly that we can visualize it easily.. The sparagmos of Pentheus,
which had been anticipated in the destruction of the cattle, symbolizes, the
ultimate destructive power of Dionysus,; manifested in the Theban Bacchae.
The poet does not seem to share. the supreme joy the women:feel ‘whilé
tearing him asunder and throwing his flesh . about: like a ball. Euripides
describes it'in .all its macabre detail- without sympathy: -As Winnington-~
Ingram:-points: out, .the scenes.on Cithaeron-are a microcosm.of  the drama
as a whole. -

- The last words of the play before the formulaic close are Agave’s:
“Let me go away / where  bloody Cithaeron. will not. see. mé,/ where .
I can not see Cithaeron, whére nothing / will make me think of a fthyrsus
again. / Other women  can now.-be the Bacchae.”, (1383-87) (translation
by R. Lattimore). The' mountain: that has been: the invisible stage.looms
up at'last, destroying every illusion. that the world of Dionysus is‘a joyful

one. -

| Ai{c“h‘a:e,omgi?' Ve‘rgiliéna' o

—— La légende d’Enée et le culte de la déesse —=

. = Masahiro Ocawa

Si, dans la' tradition:. littéraire .- d"Homére & :Virgile, .le guerrier

troyen Enée a 6té mis sous la protection maternelle d’Aphrodite ou Vénus,
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crest .que, dans:le domaine religieux, la légende de ce héros a toujours eu
des relations étroites avec le culte de la déesse, depuis sa genése en
Gréce jusqu’a son der.nier‘développement au temps d’ Auguste.. Dans la
présente étude, 1’auteur: s’est proposé:-de. suivre l'évolution de ces
rapports, pour -montrer en particulier comment les Romains ont assimilé
et plus tard utilisé cette association mythique d’origine étrangere:

Voici d’ abord les trois principales &tapes-que 'on peut remarquer de
l';orrigine- jusqu’a -’ introduction & Rome:

1) La premiére liaison, qui se forma sans doute dans le pays natal
des Troyens, semble refléter par sa nature le culte asiatique 4’ Aphrodite:
on apprend par le récit d’ Homére (Il., 20, 300sqq.;etc.). et l'-Hymhe home-
rique a Aphrodite qu’'il existait en Troade une race se prétendant
descendante d’ Enée (Aineadai) et que la divinité qui avait enfanté-leur
ancétre fabuleux avait les traits caractéristiques de-la Grande Mere de
I’ Asie Mineure; aussi peut-on supposer que la figure mystérieuse d’ Enée,
telle-qu’elle est dépeinte dans "Iliade, é &té créée dans ces circonstances
religieuses comme un double d’Attis, compagnon de. Cybele.: -

. 2). Propagée ensuite en Sicile, la légende troyenne ‘se rattacha au
culte de I’ Erycine, déesse assimilée & 1’Aphrodite grecque en sa qualité
de divinité de la mer, et lui donna le titre “Aineias” (cf.Denys d Hal.,
A.R., 1,50,4;1,53,1). Ici, la modification des attributions d’Aphrodite
(déesse de la fécondité.devenue celle de la navigation) s’accorde avec le
changement de situation ‘de sSon enfant part‘i""sut-' ‘mer en quéte d’une
demeure fixe. . .+

3) Pour s’acclimater enfin en terre italienne, le mythe et la religion
durent subir, l'un et l’autfe‘, des transformations essentielles: tandis
que le héros était romanisé et devenait I’ incarnation de la “pietas” (vertu
cardinale pour le Romain), la déesse s'identifiait & la Vénus romaine

dont la fonction religieuse consistaita:donner aux hommes les faveurs
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des dieux(venia deum). En adoptant Enée comme: fondateur de leur cité,
les Romains des premiers si¢cles pouvaient déja non sculement reconnaitre
en lui leur “pietas”, mais encore compter légitimement sur l'action pro-

pitiatoire de leur divinité protectrice.

A partir de cette assimilation, ceuvre incontestablement originale, -
le groupe Enée-Vénus n'a cessé d’ incarner la religiosité du peuple romain:
par lui s’explique en effet, pendant la période républicaine, la féte annuelle
des Vinalia, dont le mythe - étiologique’ montrait la déesse assumant le
role de 'médiatrice entre Enée et Jupiter et assurant ainsi la victoire de
la “pietas” des Romains-Enéades. 3 ‘

A la-fin de la République, c’est essentiellement & partir de I'utilisation
politique ‘du’ culte vénusien que la légende a pris son dernier essor: sef-
forcant de chercher des appuis divins a leur propre imperium,  les grands
ambitieux de cette époque ont de plus en plus revalorisé la puissance de
la déesse et en méme temp‘s le mythe de 1"ascendance troyenne qui leur
permettaient de se prévaloir de la faveur exceptionnelle des dieux. Parmi
~ ces hommes d’Etat, Jules César a occupé une place avantageuse grice a
- sa généalogie mythique (il 2 appartenu & une famille “troyenne”), et, héri-
tant de la tradition culturelle de son pére adoptif, Octave-Auguste a su.
stabiliser le culte de “Venus Genetrix” dans ‘la - religion = officielle
restaurée. Ainsi, au début de l’embire romain, la déesse a-t-elle regu le
plus juste hommage de sa “postérité”, pour-avoir permis I'accomplisse-
ment de ’ancienne promesse faite a.son fils par les Dieux olympiens

(cf. 1., 20,307-308; Aen., 1,257-296).
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. Exempla. maiorum. in.Juvenal .
FRERITEPEN Dot b U

. - Eiichiro TANI . .~

Reading Juvenal’s satires we are deeply impressed by his use of
picturesque examples. .. He refers.. to, good examples chiefly from the
maiores or the ancestors .of Rome. Although. it can be said .that some of
them, are reduced to commonplaces, generally speaking Juvenal uses them
t6 serve the purpose of each .satire. In the invective Satires I, T and
VL. he uses them to accuse the degenerate nobility. and to. demonstrate
that their behaviour is shameful and a ﬂis‘graceﬁ to .their'ancestors. In ‘the
plaintive-Satireslll,., V ;and MI,. he uses. maiores to:express a kind of
‘-‘-chronologiqal,_p\rimitivism’-f,:in,the, form of a longing for the Golden Age.

-In the persuasive Satires W, XI.and. XIV. the poet-invokes exempla
maiorum as-.a. guiding :principle of conduct. o
. In.addition. Juvenal sometimes refers to renowned philosophers. His
attitude: to-them does . not remain unchanged.. throughout. the satires.
In-Satires [I. and Il he scorns hypocrite philesophers. Seneca, is:praised
in Satires V»:an.d' Wll, not because ‘he was a philosopher, but because he
was very-generous- to his less fortunate friends. In Satire X two Greek
philosophers,-Heraclitus.and Democritus are placed above Roman ances-
tors. ‘By:examining how Juvenal deals.with philosophers, we can deduce
that 'the :philosophers: he approves of are those who despise luxury and
live a_simple lifé -and whose: teachings agree.with his. own experience

and conceptions. TR PO IS T S S
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Lessmg und Arlstoteles

— um die Deutung von ,,Poetl 46 1449b 27)

Yasuo TAKENAKA

G E Lessmg hat ,,Phobos und ,,Eleos_ im. ,,Tragodlensatz von
Arlstoteles ,,Poetxk“ (6 1449b 27) durch ,,Furcht und antleld uber—
setzt | . - | i
lM ,,Furcht memt er keme Furcht oder v1e1mehr kem Entsetzen,
“das auf etwas im Augenbhck auf der Buhne Geschehendes bezogen 1st
'vsondern das bange Voraussehen emes Schlcksals, das der Zuschauer uber
pdle Personen des Dramas verhangt smhf ; allgémemer gesagt helpt
o Furcht hler die Furcht vor der Unberechenbarkext des menschhchen
Dasems, davor, dap memand vor semem Schlcksal ﬁ:lcher 1st. In dlesem
Sinn ISt sein Furchtbegrlff blS zur Tlefe ,,emer reflektlerten Idee
vermnerh cht. ‘ o ST
| Andererselts ist das ,,Mltleld ein sehr umfassendes. ﬁnd vxeldeutlges
"Wort Lessmg Versteht namhch darunter alle Gefuhlsregungen angesmhts
der dramatlrschen Illusxon ,,Mltlexd enthalt naturhch das Mltleld im
nmorahschen Smn, aber eé 15 B t 31ch dadurch mcht erschopfend erklaren.
Es hat welter Zu tun m1t den ;,mltgetellten Leldenschaften der drama—
"vtlschen Personen (Furcht Schrecken, Zorn usw) und daruberhmaus
auch dle Gefuhlsregung des Zuschaueré, wenn er das Lelden des Helden
auf der Biihne vorau351eht ’ Dlese Gefuhlsregung‘ kanr.l- man 'nie
' ',,mltgetedte Leldenschaft nennen, anderersexts darf man ]ene ,,mltge-'
:tellten Leldenschaften ’ als das ;:I%L;hlen des Fuhlens auf sexten des'
‘Zuschauers bezelchnen Ohne Zwelfel kann man fur eine dramatlsche '

g

-Person bloB deswegen furchten, well ‘man 31e von au/gen her 31eht und

l

tiher sie mehr weif, “als sie selbst iiber sich we1]3 Dies alles versteht



Lessing unter »Mitleid”, wenn er, »Furcht® in das.folgende Verhiltnis zu
»Mitleid“ setzt: o ' o |

F] . N - N
B 5
2 g

diese Furcht ist das auf uns selbst bezogene Mitleid.

(Hamb. Dram. St 75)

Er sagt dle ,,Furcht“ se1 dle Bedmgung des traglschen ,,Mltlelds -
o Aber Lessmgs Auffassung entspmcht kaum dem von Amstoteles mit
»Phobos und Eleos Gememten. Arlstoteles gebraucht dlese Bezelchnung
Jymelst im Smn von ,,Phobos und Eleos erregende Geschehmsse | Dabel
Elhfa [gt er wohl solche Szenen ms Auge wo etwa Elektra dle Aschenurne
1hres Bruders umfaﬁt Phlloktet von. Schmerzen gefoltert w1rd und
.besonders dle, in der S‘lCh Oldlpus entsetzt als SlCh lhm das gro[je
‘ fGehelmms plotzllch offenbart. Auch an anderen Stellen m der ,,Poetlk“
fiwerden ahnhche Redewendungen benutzt dle schllephch auf dasselbe
hmauswollen o e
Lessmg hat dlesen Satz mlﬁverstanden oder zummdest - ‘umge-
deutet.A Um seme elgene Deutung zu stutzen, 21eht er dle Deflmtlon yon
_Phobos aus der ,,Rhetomk heran. Dort steht Zwar. ,,Phobos in Ver—
L‘:bmdung mit der Zukunft wxrd aber als Schmerz oder (Seelen—)ver-—
w1rrung aufgefaﬁt Bel all semer glanzenden Formuherung hat dleser
iGedanke einen Wlderspruch in SICh ES ist eme Sache, da}j' ein Ubel
'zu geschehen droht Dlese Mogllchkelt zu bemerken, lst eme ganz. cmdere
': Sache. Das hat mchts mlt Leldenschaft zu tun. B
) Fur Lessmg lst ”» Furcht d1e Bedmgung des ”Mltlelds s dle dle dra- »
matlsche Illusnon uberhaupt erst ermoghcht Hler steht Schadewaldt in
hunerwarteter Nahe Zu Lessmg Denn nach 1hm soll dle Tragodle mcht
L,:,,Furcht 1m verwasserten noch ”Mxtleld im humamtar-phllanthroplschen

rSmn dem Zuschauer 7e1gen sondern das Ungeheure, das Erschutternde.
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Wo die ,,Furcht“ am gréBten ist, wird auch das »Mitleid” am stirksten.
Das ist der Fall im biirgerlichen Trauerspiel. - Lessing sagt dazu

ausdriicklich:

Das Ungliick derjenigen, deren Umstidnde den unsrigen am niachsten
kommen, mup natiirlicherweise am tiefsten in unsere Seele

- dringen.

Lessings Aristoteles-Deutung hat also diesem Typ des Trauerspiels als
theoretische Stiitze gedient.

Ohne diese seine Auffassung wiren wahrscheinlich so bedeutsame
tragische Figuren wie die gefangene Jole, der bwahnsinnige Ajas, der
gefesselte Prometheus aus dem Gesichtskreis der Dramentheorie ver-
schwunden. Wenn fiir die Dramatiker, die griechischen nicht ausgenomfhen,
die »Furcht® des Zuschauers der Kern ihrer Dramentechnik ist, so trifft
die Auffassung Lessings ins Schwarze, obwohl er’das:yon Aristoteles
Gemeinte verfehlt. Durfen _‘wir nicht -behaupten, dap die Dramentheorie

RV

dadurch an Weite und Tiefe"_' ‘_gew.on‘n_er}'_ hat?
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