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EDITORIAL NOTE 

Those who wish to contribute to Phasis are requested to submit electronic 

and hard copy versions of their paper (in Microsoft Word for Windows 

format, font Times New Roman, with no more than 60 000 characters). If a 

paper requires special characters, please give them on the left margin next 
to the respective line. 

Notes must be continuously numbered in 1, 2, 3 … format and appear as 
footnotes to the respective text. 

The following way of citing bibliography is suggested:  

In case of a periodical or of a collection of papers: the name of the author 
(initials and full surname), the title of the paper, the title of the periodical, 

number, year, pages (without p.); 

In case of monographs: the name of the author (initials and full surname), the 
title of the work, publisher (name and city), year, pages (without p.). 

Papers must be submitted in the following languages: English, French, 
German, Italian and Modern Greek. 

Accepted papers will be published in the next volume without any 

editorial, stylistic or orthographic changes to the original text. Each 
contributor will receive one copy of the volume. Please send us your exact 

whereabouts: address, telephone number, fax number, e-mail. 

 

Our address:  
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Ivane Javakhishvili Tbilisi State University 

13 Chavchavadze ave.  

0179 Tbilisi, Georgia 

Tel.: (+ 995 32) 22 11 81 
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THE ARGONAUTICA IN POST-ANCIENT EPOCH 

Valeri Asatiani (Tbilisi) 

THE ARGONAUT MYTH IN THE BYZANTINE LITERATURE 

The Argonaut myth was well-known in the Byzantine Greek literature, in 

prose as well as in poetry. The elements of antiquity were still strong in the 

literature of the 4
th
-6

th
 centuries. The motifs and themes of the Hellenistic 

period frequently repeated in poems. Byzantine poets continued to treat 

ancient myths and legends in their epic works (A. Urushadze, The Ancient 

Land of Colchis in the Argonaut Myth, Tbilisi, 1964, 82).  

In the epic poem "Dionysiaca", Nonnos of Panopolis (the 4
th
-6

th
 cc.) 

relates a fantastic legend about Dionysus’ journey to India aimed to 

disseminate the culture of vine. Special attention is paid to Phrixus, who is a 

prominent figure in the story of Jason and the Argonauts. He arrived in 

Colchis on a flying golden ram. The poet also mentions Circe: "I heard that 

the exiled lad, who held the reins of the miraculous ram carrying him through 

the air to the land of Colchis, is still alive" (X, 99-101) (... 

); "Circe – sister of Aietes, having magic power" (

XIII, 331). 

It is worth mentioning that the poet Marianus, known by his metaphrastic 

works (the 5
th
-6

th
 cc.), elaborated and extended the "Argonautica" by 

Apollonius Rhodius (5 608 iambic trimeter).  

Clement of Alexandria (the 2
nd

-3
rd 

cc.), one of the Church fathers, refers to 

the Argonaut myth in the "Stromata" ("Miscellanies"):  

- "Medea, the daughter of Aietes, was the first to use dyes to change the 

colour of hair" ("Georgica", I, 24).  

- "Theseus, a rival of Heracles, lived one generation prior to the Trojan 

War... There was a period of 63 years from Dionysius to Heracles, Jason and 

other heroes of the Argonautic expedition. According to Apollonius’ 

"Argonautica", Asclepius and the Dioscuri also accompanied them."  
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Methodius of Patara writes in his work "Symposium, or on Virginity" (the 

3
rd 

- 4
th 

cc.) that the zodiac of Aries (the Ram) was exactly the ram that carried 

Phrixus and Helle, Athamas’ daughter, away from the Scythians.  

Among other writers who referred to the Argonaut legend were 

rhetoricians Libanius (314-393) and Themistius (317-388)
1
, the sophist 

philosopher Eunapius (345-420) and the historian of the Christian Church, 

Salminius Hermias Sozomenus (400-450). 

Procopius of Caesarea regards the Argonauts’ expedition as a historical 

fact and mentions such names as Aietes, Apsyrtus, Jason and Medea. 

According to Procopius, there was a fortress of Aietes in the ancient land of 

Colchis, Lazica, near the bank of the river Phasis (Rioni). ... 

In the work "On the Reign of Justinian", Agathias Scholasticus (536-582) 

mentions Jason, the ship "Argo", the city of Apsorunt (derived from the name 

of Apsyrtus) and talks about the glorious past of the land of Colchis. "The Laz 

people are a strong and brave tribe, and even dominate over other strong 

tribes. They are proud of their historical glory and are excessively arrogant, 

which, probably, is not groundless. Among the tribes subordinated to another 

state, I can not recall any other tribe thus renowned and splendid owing to the 

profusion of wealth and the multitude of its subjects, to the abundance and 

rich harvest as well as to the loveliness of their character and agility" 

("Georgica", III).  

The kingdom of Aietes is mentioned in the history of Menander Protector 

(5
th
 c.) – "A Truce between the Byzantines and the Persians": "When the 

Midians occupied the disputable territory of Colchis, intending to make them 

subjects of theirs, they failed to achieve anything for a long period, even after 

so many a struggle … 

Thus, if a man does not recall brazen-footed bulls and giants sprung from 

the ground, as well as many other wonders and unbelievable stories included 

in the myth about Aietes, he will be certain that the present state is even 

better" (Agathia, "Georgica", III, 50-51). So, the fragment refers to the well-

known episode of the Argonaut myth. 

Stephanus of Byzantium (the 6
th 

c.) offers several remarkable 

explanations. Here are the notes included in the "Ethnica": 

Aia – the capital of Colchis, built by Aietes, 300 stadia away from the sea; 

with two rivers, Hippus  and Cyaneus , which make it a 

peninsula. In my opinion, it is the opposite, "Aietes" must have been derived 

from it, Aia Aietes in the same way as Asia Asiate. There is also Aia of 

                                                 
1
  According to Themistius, he was educated in rhetoric in the school of Phasis in Colchis (... not 

in a quiet and Hellenic environment, but at the edge of Pontus, near Phasis... Oratio, XXVII). 
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Thessaly, mentioned by Sophocles. About the first he says "sailed to Aia", 

while about the second he states "There is a certain Aia, the land of the 

Thessalians". Aia was also a spring in Macedonia, according to Antimachus’ 

"Thebais" ("Georgica", III, 274). 

The Amarantes – a Colchian tribe. The Phasis flows from their country 

(cf. Amiranmta – Amirani Mountain – mentioned in M. Chikovani’s work) 

and that is why the Phasis is referred to as "Amarantio". Cf. the Scholiast: 

"Amarantos is a town in Pontus." According to Herodianus, they are the hills 

of Colchis from where the Phasis river flows. "Amarantioi – is a barbarian 

tribe dwelling above the Colchians, on the land – from this point the springs 

of the Phasis stream down, or it is a mountain in Colchis, called Amarantion, 

where the Phasis river has its source" (Apoll. Rh., II, 401; III, 1217; 

"Georgica", III, 275). 

The island of Ares – located in Pontus in the neighborhood of the 

Colchians, as mentioned by Scymnus (΢θπκλφο, the 2
nd

 c. B.C.) in the "Asia". 

Apsyrtides – the islands in the Adriatic Sea, called so after Apsyrtus, the 

son of Aietes, killed by his sister Medea on one of the islands. The inhabitants 

of these islands were called the Apsyrts. In Euxeinus Pontos, there is a place 

Apsar, earlier called Apsyrt. Artemidorus (1
st
 c.) mentions in his "Overview" 

a town and an island called Apsyrt.  

Dioscuria – one of the white islands in Libya. ... There is another 

Dioscuria in Pontus, Sebastopol, previously called Aia according to Nikanor 

(Nikanor of Alexandria, 2
nd

 c.). 

Kytaia – a Colchian town, the birthplace of Medea. There is another one, 

in Scythia. There is also a town "Kytaion" on Crete. 

Phasis – There is a town in the land of the Colchians, on the Phasis river 

("Georgica", III, 274-289). 

The Chronograph of John Malalas includes the stories about the sorceress 

Circe, Circe’s sister, Calypso, and Odysseus. According to John, Circe and 

Calypso were the daughters of Atlas and ruled over two islands. Circe was the 

ruler of Aia and the priestess of Helios. She claimed to be Helios’ daughter 

and treated foreign visitors with food and drinks mixed with mesmerizing 

drugs. Circe bore Odysseus a son, who afterwards killed his father (FGH, I, 

Chron. v.p. 117, 17-119, 23, cf. "Odyssey", X, 135). 

John Malalas refers to two individuals as the sources for this fragment. 

They are Sisyphus, to which the tradition ascribes a work called "Troid", and 

Dictis of Crete. No clear information is available about the latter; however, 

according to an ancient tradition, he presumably accompanied Cretan King 

Idomeneus, the son of Deucalion, and at the behest of the king composed in 

Phoenician "Diaries" describing the war.  
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The "Chronicles" also describe the battle between Amycus, the King of 

the Bebrycians and the Argonauts (see Apoll. Rhod., "Argonautica", II, 1-

136). 

According to Charax of Pergamon, the "History" or "Archeology" by John 

of Antioch (6
th
 c.) offers rationalistic explanation of the myth of the Golden 

Fleece maintaining that it was a book written on leather and containing 

information about how to receive gold through chemistry (δία ρεκείαο). 

Besides, similarly to John Malalas, it gives an account of the battle 

between Amycus, the King of the Bebrycians, and the Argonauts. Byzantine 

writers (George Cedrenus, Nicephorus Callistus and an anonymous author) 

frequently included this episode of the story in their works. The same episode 

was related by Euthymius of Athos (955-1028), who had learned about the 

Argonaut legend from Byzantine sources (The Account of the Miracles of 

Archangel Michael by the Patriarch Germanus). The Georgian version 

includes interpolations. Euthymius, as usual, added to it some new passages, 

biblical and historical information. What captured my attention about 

Euthymius’ interpolations was the story of the Sosten (Susten) temple located 

in the vicinity of Chalcedon. The story includes an episode from the Argonaut 

legend – the Argonauts’ encounter with Amycus, the King of the Bebrycians, 

and the erection of the temple (K. Kekelidze, A. Urushadze). 

Especially interesting are the comments and entries about Colchis and the 

Argonauts included in the Suda (the 10
th
 c): 

Aia – land; Aiaia – islands, Aietes – name, also "An Epic about Aietes", 

Argonauts – sailors of the Argo; The Fleece – A piece of golden-haired 

leather which Jason found in Colchis; a book written on leather containing 

information about how to receive gold through chemistry; (The Iberians and 

Iberia); Circe – a woman who prepared medicines. We call female villains 

"Circes"; Colchis – Lazeti (the land of the Laz); Kytaia – a town. Also 

Kytiisis; Kytaion – a certain place, Medea – Colchian, the daughter of Aietes, 

the greatest sorceress of all women. She made Jason invulnerable so that he 

could yoke the fire-breathing bulls (to a plough) and still the earth. Having 

acquiring the Golden-Haired Fleece, he carried away Medea as well. The 

Greeks used to call natural oil Medea’s oil (see Nikandros, the 2
nd

 c. B.C., 

sch. 249, 35). This note is preserved in the work of Nicandros Colophon (the 

2
nd

 c. B.C.).  

"The Medean or a one-day medicine" – a preparation called Colchian or 

Barbarian, which barbarians also call oil ; if applied (to one’s body) 

or put on the clothes worn over, or something else is dipped in it and then is 

exposed to the sun, all will be destroyed and wiped out as if by fire: because 

of the burning quality of it.  
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Apparently, Medea discovered the way to prepare it, and that is why it is 

called Colchian (medicine)… (The remedy) grows by the Himan river (in 

ancient sources the name is used to refer to the rivers in Scythia: Dnestr, 

Kuban, Bug), and by the noon it fades away. This may also account for 

calling it "one-day") because those who drink it cannot survive a full day…" 

Joseph Genesius (the 10
th
 c.) in his work "Reigns" 

 refers to the Argonaut myth to state that the Armenians borrowed 

their appellation from Armenus, the inhabitant of Armenion, a town in 

Thessaly  who took part in the campaign to Colchis together 

with Jason ("Georgica", IV, 2, 308).  

George Cedrenus (the 11
th
 c.) in his "Concise History" tells the story of 

the Argonauts’ expedition and of Heracles’ stay in Colchis in the company of 

the Argonauts.  

The work of Eudocia – "Ionia" – is a historical-mythological 

dictionary based on different sources.  

In Eudocia’s work, the Argonaut myth is treated in detail. The following 

themes are presented as separated articles: Athamas (28); Aietes (37); 

Alcimede (45); Argos (197); About the Argo (198); Apsyrtus (214); About 

Phrixus and Helle (342); How many and who the Argonauts were, whom and 

where they originated from (439); Jason (478 a); Genealogy of Jason (478 B); 

Circe (537); The Ram (543); Medea (647); Phrixus (954).  

The above-mentioned extracts attest that Byzantine authors frequently 

referred to the episodes of the Argonaut myth, and presented the epic 

treatment of the events. What captures attention are the characters and place 

names of the myths commented on in the works of historians and 

encyclopaedic collections. It is noteworthy that a great deal of information 

about mythological characters and place names can be found in encyclopedias 

and the works of historians. 

References: 

A. Urushadze, Ancient Colchis in the Argonaut Legend (in Georgian), Tbilisi, 

1964. 

S. Kaukhchishvili, The History of the Byzantine Literature (in Georgian), 

Tbilisi, 1973. 

Georgica, The Notes of Byzantine Writers about Georgia (in Georgian), 

Tbilisi, I (1961), III (1952), IV (1952), V (1963), VII (1967). 

C. Diehl, History of the Byzantine Empire (in Georgian), Tbilisi, 1998. 

K. Kekelidze, A. Baramidze, History of Old Georgian Literature (in 

Georgian), Tbilisi, 1969. 

K. Kekelidze, Sketches from the History of Old Georgian Literature, II (in 

Georgian), Tbilisi, 1945.  
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Michael V. Bibikov (Moscow) 

A LA RECHERCHE… D’ARGONAUTIQUE BYZANTINE PERDUE 

Das Thema der Argonautenabenteuer und deren Aufenthalts bei den 

Kolchern, das Bild Medeas, Iasons Schicksal, obwohl kein Hauptgegenstand 

irgendeines epischen Poems in Byzanz geworden ist (Johannes Tzetzes’ 

"Antehomerica, Homerica und Posthomerica" ist eine Aussnahme und ist 

außer Rechnung, da das Hauptthema des Werkes viel breiter als pure et dûre 

Argonautik ist), hat aber viele Spuren in der byzantinischen Literatur 

hinterlassen. Der auf der Antike sich orientierte Nonnos von Panopolis vom 

5. Jh. erwähnt nicht einmal in den Dionysiaka das Schiff Argo
1
. Der 

Konstantinopolitanische Patriarch zw. 858 und 886 (mit der Pause) Photios 

erzählt in seiner Myriobiblion-Bibliothek u.a. über die Kolcher
2
, Argo

3
, die 

Argonauten und Peleius
4
, Medea

5
 und Iason

6
. Noch mit der heidnischen 

Tradition verbundeter Libanios
7
 hat eine Ekphrase Medeas und in einem Brief  

erwähnt er Iason
8
 mit. Mehrere byzantinische Lexika sind auch mit diesem 

Gegenstand gut bekannt. 

So behauptet man in Etymologikum Magnum (vom ersten Hälfte des 12. 

Jh.), das Schiff Argo habe seinen Eponym von der Stadt wo es konstruiert 

worden war, d.h. Argos, oder von Argos, der das Schiff gemacht hatte
9
. 

Etymologicum Magnum bezieht sich in diesem Zusammenhang auf den 

                                                 
1
  Nonni Panopolitani Dionysiaka, 47. 255; 13. 87. 

2
  Photii Bibliotheca, III. 31. 37; 2: P. 38. 31. 

3
  Ibidem, III. 55. 30. 

4
  Ibidem, VII. P. 33. 43. 

5
  Ibidem, VII. 141. 27 und III. P. 38. 31, 40-41, 62. 39, 63. 41. 

6
  Ibidem, III. 55. 30; 31; p. 31. 31-36; p. 38. 31. 1; p. 62. 22. 

7
  Libanii Opera, VIII. 516. 5-518. 3. 

8
  Libanii Epistolae, ed. Foerster, X. 57. 17.  

9
  Etymologicum Magnum, P. 388-389; 136. 32-36. 



A la recherche… d’Argonautique Byzantine perdue 15 

Historiker Hege[sippos], wenn Tzetzes im Lykophronkommentar
10

 auf Sala-

minier Hegesandros. 

Der letzte heidnische Geschichtsschreiber in Byzanz Zosimos, dessen 

"Neugeschichte" vom 5. Jh. datiert ist, erwähnt Peisandros als Verfasser der 

"Heroischen Theomagien", wo die Beschreibung des Weges der Argonauten 

vom Pontos durch den Ister in Richtung des Norikergebietes über die Stadt 

Emonos
11

 steht. 

In den byzantinischen Beschreibungen der weiteren Reise der Argonauten 

bemerkt man eine Kontamination der heidnischen und christlichen Elemen-

ten. So erzählte Johannes Antiochenus am Anfang des 7. Jh. im Text nach 

dem Cod. Paris. gr. 1630 wie die Argonauten zu Kyzikos angereist waren und 

den dortigen König Kyzik umgebracht hatten, aber danach sie errichteten 

einen Tempel im Namens der Rhea. Darüber erzält auch Zosimos
12

. Später 

aber, nach Johannes, ist dieser Tempel als Mariaskirche benannt geworden. 

Dann passierte der Zug über Bithynien und sie besiegten dort den Barbar 

Amykos, wonach auch ein Tempel errichtet wurde, welchen später der Kaiser 

Konstantin I. im Ehren des Erzengels Michael nannte
13

. Darüber spricht auch 

Johannes Malalas, ergänzend daß es Kaiser Zeno war, der den Rheatempel als 

Gottesmutter-Kirche umbenannt hat
14

. Die Kyzikos-Geschichte ist später, im 

12. Jh. übereinstimmend von Georgios Kedrenus nacherzählt
15

, danach auch 

von Nikephoros Kallistos Xanthopulos im 14. Jh.
16

 im Zusammenhang mit 

dem Kaiser Konstantin dem Grossen, der die Argonautengedenkensäule in 

Sosthenion, wo die zwei Kirchen dem Erzengel Michael errichtet hätte, 

gefunden habe
17

. 

Johannes Tzetzes wie in Gedichtsform
18

, so auch im prosaischen Kom-

mentar
19

 erzählt die Entstehungsgeschichte Jasons und dessen Verhältnis in 

Bezug auf Pelias nach. 

Eine Sonderstellung bei den Byzantinern hat der Fahrtteilnehmerkatalog. 

Wenn Tzetzes den aus Apollonios Rhodios ausgeschriebenen Katalog
20

 

wiederholte, Stephan von Byzanz im 6. Jh. den Amyros im Zusammenhang 
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  Ibidem, 97. 2-14, Bonn. 
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  Fragmenta Historicorum Graecorum, vol. IV. 548. F. 15.1-2. 
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  Ioannis Malalae Chronographia, ed. Thurn, 54. 68-56. 24.  
15

  Georgii Cedreni… 104. 4-13, Bonn. 
16

  VII. 50. 
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  PG 145, 1865, coll. 1328C-1329B. 
18

  Ioannis Tzetzae Historiae, ed. P. Leone., Chil. VI. 96: P. 251. 973-984. 
19

  Ioannis Tzetzae Commentarii ad Lykoph., 175. 
20

  Ibidem, 175; cf. 874. 
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mit dem Stadtname hervorragte
21

, und bei seinem fast Zeitgenossen 

Hesychios ist Azoros spezial erwähnt
22

. 

Um der Namen der Heniochoi bei Dioskurias zu erklären, machte man die 

Wagenlenker der Dioskuren zu Argonauten, Amphistratos und Rhekas (?), 

oder Amphitos und Telchis (?); so bei Eustathios von Thessalonike im 

Kommentar zu Dionysios Periegetes
23

. Auch im 12. Jh. bei Tzetzes sind viele 

geographischen Bezeichnungen des Kolchischen Landes erwähnt
24

, die im 

Westen wieder erschienen.  

Noch einige Bemerkungen zu den byzantinischen Interpretationen. Nach 

dem Etymologicon Magnum solle Paissos von einer Landung der Argonauten 

seinen Namen haben
25

. 

Verschiedene Variationen der Geschichte des Hylaskultes findet man wie 

bei Eustathius’ Kommentaren zu Dionysios Periegetes
26

, so im Lexikon 

"Suda" (10. Jh.)
27

. 

Weitere Beschreibungen des Argonautenzuges befinden sich in verschie-

denen byzantinischen Texten. Von Amykos (darüber als Königsnamen der 

Bebriker in Etymologicum Magnum)
28

 gelangen die Argonauten alsbald zu 

Phineus am Bosporos vor dem Eingang zum Pontos, wohnte nach anderen 

dagegen am Pontos selbst in Paphlagonien (so bei Stephan von Byzanz
29

), 

oder in der Gegend von Salmydessos
30

. Phineussage wiedererzählt Eusta-

thius
31

. Dann wieder, nach Tzetzes
32

, die Boreaden Kalais und Zetes griffen 

die Harpyien an, jagten sie in die Flucht und töteten sie.  

Der Historiker vom Ende 8./Anfang 9. Jh. Georgios Synkellos erwähnt 

zwischen den Argonauten Herakles, die Dioskuriden und Asklepion
33

. 

Wenn man die nördliche Richtung der Fahrt im Pontos betrachten kann, 

ist hier die Stadt Medeia (nach dem Memoirist des 14. Jh. ex-Kaiser Johannes 

Kantakuzenos
34

), das skytische Kytaia (nach Stephan von Byzanz
35

), wie auch 
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22

  Hesychii Alexandrini Lexicon, ed. M. Schmidt, 44. 20-21. 
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  Stephanus Byz., 398. 14-399. 3. 
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die Gründung Pantikapaions durch einen Sohn des Aietes (bei Stephan
36

 und 

bei Eustathios im Kommentar zu Dionysios Periegetes
37

) erwähnt. 

Bei der östlichen Richtung der Fahrt im Pontos, sollte ein Grab den 

Steuermann Tiphys bergen, den plötzlich der Tod überraschte, während die 

Helden noch um Idmon trauerten, wie es bei Tzetzes im Lykophronkom-

mentar
38

 erwähnt ist. 

Nach dem Etymologicum Magnum
39

 hatten die Argonauten dem Eua-

rchosflusse seinen Namen gegeben und Sinopes Pflanzenstadt Kytoros galt 

für eine Gründung des Phrixossohnes Kytoros (wie bei Stephan von 

Byzanz
40

) oder Kytisoros
41

. Nach Eustathius sei auch
42

 Glaukos der Erbauer 

und Steuermann der Argo gewesen und sei bei einem Kampfe der Argonauten 

und Thyrrhener (vermutlich bei Lemnos bzw. bei Kyzikos) allein unverwun-

dert geblieben. 

Was sich um den Drachenkampf handelt, stammten die Drachenzähne, 

welche Iason säen mußte, nicht von einem durch Iason getöteten Drachen, 

sondern von dem Kadmosdrachen: Kadmos nach Tzetzes
43

 habe seiner Zeit 

nur die Hälfte der Zähne verbraucht, die andere Hälfte sei von Ares, Athena 

oder Phrixos nach Kolchis gebracht und dem Aietes geschenkt, der sie nun 

Iason übergab. 

Der verbreiteten antiken Meinungen nach, hat Iason den Drachen getötet. 

Johannes Tzetzes aber im Kommentar zu Lykophron behauptete (nach 

Lykophron selbst, wie auch Apollodor, Ovid u. a.), daß Medea den Drachen 

mit Zaubermitteln verschläfert hat und also Iason die Gelegentheit 

verschaffte, die Goldenen Vliess zu entwenden
44

. 

Die Byzantiner haben die Beschreibungen bzw. Erwähnungen der Städte 

und Orte in Kolchis und den benachbarten Ländern als Beweis, daß die 

Argonauten wirklichin diesen Gebieten geweilt hätten, so die Stadt Aia am 

Phasis
45

, Kytaia, nach welcher Aietes und Medea das Beiwort Kytaeisch 

füren (bei Stephan von Byzanz
46

; Tzetzes
47

; bei Prokop von Kaisareia
48

; und 
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38
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40
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  Ibidem, 271. 24. 
43
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44

  Ibidem, 175. 
45

  Eustathii… Commentarii ad Homeri Odysseam, I. P. 321. 1614. 5-6. 
46

  Ethnika. 398.14-399.3. 
47

  Ioannis Tzetzae Commentarii ad Lykophr., 174. 
48

  DeBello Gothico, // Procopii Caesariensis, Bella, ed. Haury, vol. IV. 14. 49: II. 565. 7-10. 
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Agathias aus Myrina (Kleinasien), 6. Jh.
49

). Dioskurias, nach Nikanor bei 

Stephan von Byzanz
50

, sei das alte Aia, für eine Gründung der Dioskuren als 

Argonauten oder ihrer Wagenlenker Amphistratos und Rhekas oder Amphitos 

und Telchis, welche auch dem Stamme der Heniocher seinen Namen gegeben 

haben sollten
51

. Die Achaioi, von denen es sonst hieß, sie seien nach dem 

troianischen Kriege von Askalon und Ialmenos oder von Achilleus (wie bei 

Eustathius zu Dionysios Periegetes
52

) an die Pontosküste geführt, sollten nach 

anderen von den Genossen Iasons stammen; ebenso die Albaner und Iberer 

und die nach Iasons Begleiter Armenos genannten Armenier (Eustathius im 

zu Dionysios Periegetes Kommentar
53

 und in den Parekbolen zu Ilias
54

, wo 

doch steht Ormenion). 

Bei der Heimatfahrt der Argonauten, sowohl nach dem heidnischen 

Histotiker Zosimos (V. 29), als auch dem kirchlichen Geschichtsschreiber 

Sozomen
55

, sei die Argo zwar den Isros und die Sau hinaufgefahren, dann 

aber auf den Schultern der Helden oder auf Walzen zu einem in das 

Adriatische Meer mündenden Fluß hinübergetragen. 

Andere Einzelheiten verstanden die byzantinischen Autoren wie-

dersprüchlich im Zusammenhang mit der angenommenen Tradition. So ist die 

Apsyrtosaffäre in der Stadt Apsaros (ehemalige Apsyrtos) nach Prokop
56

 

stattgefunden, nach Stephan von Byzanz
57

 aber bei Tomoi
58

. 

Nach der byzantinischen Tradition, die die Argonauten verfolgenden 

Kolcher selbst kehrten aus Furcht vor Aietes nicht wieder in ihr Vaterland 

zurück, sondern sind in verschiedenen Orten an der adriatischen Küste 

angesiedelt, so in Istrien, Illyrien, Epeiros, in Polai (nach Tzetzes
59

), am 

Dizeros, nach dem Suchen der Medea benannten (ebenda und bei Stephan 

von Byzanz
60

), wie auch auf den Apsyrtosinseln (Eustathius zu Dionysios 

Periegetes
61

. 

Nicht nur in der früh- und mittebyzantinischen Literatur kann man das ar-

gonautische Sujet treffen. Die spätbyzantinischen Sriftsteller wie Theodoros 

                                                 
49
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50

  Stephanus Byz., Ethnika, 233. 15-19. 
51
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52
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53

  Ibidem, 694. 
54

  Eustathii… Commentarii ad Homeri Iliadem, 332. 2: I, P. 269. 9-15. 
55
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56

  Procopii Caesariensis… Bellum Gothicum, IV. 2: II. 492. 9-14. 
57

  Stephanus Byz., 628. 6-8. 
58
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59

  Ibidem, Scholia, 1022. 
60
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61
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Metochites oder Johannes Kantakuzenos im 14. Jh. demonstrieren ihre 

Kenntniß dieses Themas. 

Sogar in der nachbyzantinischen Dichtung gibt es interessante Bearbei-

tung des Medea-Iason-Stoffes. K. Krumbacher hat nach einer handschriftli-

chen Kopie des 16. Jh. ein Poem "Synaxarien der Vornehmen Männer und 

Frauen" veröffentlicht
62

, wo Medea und Iason ihre unbestreitbaren Platz 

emfangen.   

                                                 
62

  Krumbacher K., Ein vulgärgriechischer Weiberspiegel, München, 1905, 335-433. 
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THE LEGEND OF THE ARGONAUTS 

IN PROCOPIUS’ OF CAESAREA GOTHIC WARS 

In the fourth book of his Gothic Wars, before presenting the relations between 
the Byzantines and the Persians after 550 A.D., as well as the conflict that 
opposed the two powers for control over the Lazicum region lying on the 
eastern coast of the Black Sea, Procopius offers a description of the south and 
east shores of the Pontus Euxinus and of the Caucasian region, description 
destined to provide his reader with the basic geographical coordinates that 
could enable him to follow the account of the historical events in their own 
setting. The choice of the writer was influenced also by the fact that, although 
during his age some works by ancient authors on the same topic were still 
available, they were not corresponding to his high standards. Without naming 
these authors, Procopius blames them for important errors and inadvertences 
that he illustrates by examples. He also argues that their works aren’t 
anymore up to date, because of the numerous changes produced in the 
geography of the region by the implacable lapse of the time. By these 
statements he stands out from most Greek historians of the Roman and 
Byzantine periods, who, seemingly convinced by the immutability of 
geographical facts, weren’t hesitating to take over information regarding the 
furthermost regions of the globe from the works of authors who had lived 
many centuries or even one millennium before. Another usual feature of the 
Greek history writing was the intermixture of historical data and mythical or 
legendary facts in the geographical and ethnographic descriptions. 
Programmatically turning away from this practice, Procopius clearly states: "I 
think that history is far away from the legend (    

8.1.13.1-2) and ensures his reader that he won't 
provide him with legendary information or with one concerning facts too 
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ancient to be well known (         

 8.1.12.2-3). And in order to make his message clearer the 
historian specifies that he won’t utter an opinion on the place where 
Prometheus was supposed to have been put into chains (  

      8.1.12.3-
13.1). In his description of the Pontus he will present – we may infer – only 
well documented geographical, ethnographical and historical information, 
that aim to represent an important qualitative leap as compared to his 
predecessors. 

Nevertheless in the second chapter of the fourth book, that comprises the 
description of Pontus, no less than three passages concerning the legend of 
the Argonauts occur. This one is however perceived by the Byzantine 
historian, as we shall show in the following lines, as an unchallenged 
historical reality in contrast to Prometheus myth, the par excellence legend of 
the Caucasus. Like every Greek, Procopius automatically connects the 
expedition of the Argonauts with this part of the world, considering it as the 
event that had the longest lasting influence on the Pontic region. 

The first trace of the Argonauts' voyage encountered by the traveller who 
covers the stretch of the south coast of the Black Sea from west towards east 
is to be found, according to Procopius, in the ancient town of Apsarus (today 
Gonio in Georgia, 12 km south of Batumi). In the opinion of the Byzantine 
historian and not only his, the ancient name of the town was Apsyrtos, from 
the man treacherously killed by Medea and Jason (   

          
    

  

, 8.2.12.1-6), whose tomb was still extant at that time on 
the east side of the town. (  

8.2.14.1-3). It has had its times of 
glory, having been enclosed with strong walls and adorned with a theatre and 
a hippodrome (          

          , 
8.2.14.3-5), but in Procopius' age it had completely fallen into decay. From 
the flourishing town only the foundations of the wall now remained (   

              
8.2.14.7-8). 

 If, in all the variants of the Argonauts' legend, Apsyrtos was the son of 
king Aietes and the stepbrother of Medea, the sources contradict each other 
on his status and role in the moment of his sister's eloping with Jason, who 
took away the precious Golden Fleece. The first category of sources presents 
Apsyrtos as a child that his sister murders right in Aietes' palace (Sophocles, 
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Kolchides, frg. 319; Euripides, Medea, 167-1334; Callimachus, frg. 411), or 
drags him along with her on board the ship Argos, where she assassinates 
him, chops him up and throws the pieces into the waves of the river Phasis 
(Pherekydes, frg. 73), in the waters of the Black Sea (Apollodorus, I, 9, 24; 
Zenobius, IV, 92) or on the coast of Scythia Minor (Cicero, De imperio Cnaei 
Pompei, 22; Ovidius, Tristia, III, 9, 27 et seq., Heroides, VI, 129 et seq., XII, 
113 et seq.) in order to force her pursuers to stop for a while to gather the 
mortal remains of Apsyrtos and to bury them according to the tradition. The 
second category of sources depicts Apsyrtos as a grown-up man, to whom his 
father entrusts the pursuit and the bringing back home of Medea, by force. Of 
course, he did not achieve his purpose, but was murdered by Jason with the 
help of his cunning sister (Apollonius Rhodius, IV, 305; Hyginus, Fabulae, 
23; Argonautica Orphica, 1022 et seq.).  

The scene of the awful assassination is also located by the sources in three 
extremely different places, far away from each other. These are the town of 
Tomis (today Constanţa in Romania) on the west shore of the Black Sea 
(Ovidius, Tristia, III, 9; Steven of Byzantium, s.v. Tomeus; Apollodorus, I, 9, 
24, 2), the Apsyrtides islands, located in the Adriatic Sea, on the high seas of 
the Istrian Peninsula (Plinius, Naturalis Historia, III, 151; Strabo, VII, 315), 
and Apsarus on the eastern coast of the Pontus (Arrian, Periplus Ponti Euxini 
7; Steven of Byzantium, s.v. Apsyrtides).  

All this mythical material may shed light onto the sources, the options and 
the reasons for selecting the information provided by Procopius about 
Apsyrtos. First of all, it seems obvious to us that the Byzantine writer does 
not intend to enter the polemic around the details of Apsyrtos' legend that he 
considers a reality, whose elucidation he plans with the scientific methods of 
the historian. For him, the fact that at Apsarus in the Pontic region the tomb 
of Medea's brother was still visible represents the supreme and irrefutable 
argument for locating the dreadful crime in that precise place. Since, with 
regard to the other aspects of the legend there wasn’t so tangible evidence, 
Procopius prefers to mention only those points that were not engendering 
contradictions between the sources (the fact that Apsyrtos murdering was 
owed to the perfidiousness of the couple Jason – Medea). This tendency is 
pushed to extreme when the historian from Caesarea does not mention 
Apsyrtos as Medea's (step) brother, but refers to him with the most general 
appellative of "man", that gives rise to a well-inspired pun due to the addition 
"made to disappear from among the men" through the artfulness of Medea 
and Jason (         

  8.2.12.4-5). 
The presence in Arrian's work of the same location for Apsyrtos' tomb 

forces us to wonder whether the Bythinian historian from the 2nd century A.D. 
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represented the source of inspiration for the data provided by Procopius. First 
of all, let's pay attention to the statements of Arrian who has visited the town 
of Apsaros, passing into review and paying the salaries of the five garrisons 
that were settled there: "It is said that the village of Apsaros was once called 
Apsyrtos, since here had died Apsyrtos because of Medea, and Apsyrtos tomb 
is shown here. Later, the name was corrupted by the barbarians dwelling in 
the region" (         

           

     \    

   6.3.1-5). In fact the small amount of information 
provided by Arrian is to be found also in Procopius' work. However the 
Caesarea born writer also mentions a novel element – the exact location of 
Apsyrtos' tomb on the east side of the town (    

         8.2.14.1-3). 
Moreover, he proves himself interested in the present state of the afore 
mentioned settlement. Considering these circumstances, we believe that, 
being acquainted with the text of Arrian' s Periplus Ponti Euxini, as it is 
unquestionably proven by the general comparison of the two writings, 
Procopius aspired in a programmatic way to complete and improve the 
information afforded by his forerunner, on the basis of his own sources.  

The same striving for progress in the scientific research and for the 
restoration of the truth that permanently drives Procopius is also obvious in 
the passage in which he raises the point of the exact geographical 
confinement of the Colchians and of the Trebizondians and, implicitly, of 
their supposed neighbourhood. In contrast with the much too numerous 
Byzantine authors, who were content with taking over in a slavish way the 
geographic or ethnographic information present in the works of their 
predecessors, the more so if those were considered authorities in the field, the 
historian from Caesarea subjects the information, as far as possible, to a 
critical examination. His goal is just to correctly inform his reader, and not to 
state his own merits by comparison with the previous writers, as Procopius is 
able to avoid the easy temptation of boastfulness and empty polemics. 
Illustrative for this line of action is his decision not to cite the writer he is 
contradicting. For example, in the passage we discuss, he simply avers that 
"with good reasons would somebody be astonished by those who state that 
the Colchians are neighbours of the Trebizondians" (    

           
8.2.15.1-2). In spite of Procopius' discretion, the identification of the sources 
that he tends to distance himself from is not too difficult, since he almost 
quotes from the same Periplus Ponti Euxini of Arrian ("And the Colchians 
are the neighbours of the Trebizondians, just as Xenophon says, 
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        
11.1.1-2). In this way, we discover on one side why Procopius uses the plural 
"those" in the afore mentioned statement and, on the other side, which was the 
source of an error lasting for almost one thousand years in the Greek 
literature, mainly because of the unchallenged authority that Xenophon was 
enjoying. In the fourth book of his Anabasis (8, 22) the latter one had narrated 
the arrival of the Greek mercenaries headed by himself at Trebizond: "An 
inhabited Greek city in the Black Sea, Sinope's colony in the land of the 
Colchians" (         

       4.8.22.2-4). Also, the 
Athenian historian has shown how the Greek soldiers had made a thirty days 
halt in the nearby villages of the Colchians that they didn’t hesitate to loot 
(             

     4.8.22.4-23.2). The confusion 
between the local inhabitants of the regions of Pontus and Colchis, 
respectively, is due firstly to the fact that the Ten Thousands have come on 
their way across a flow called also Phasis on its first sector (  

          

  4.6.4.1-5.1). This was not the Phasis river from the legend 
of the Argonauts (today Rioni in Georgia), which discharges its waters into 
the Black Sea, but Araxes (Rakhsi in Georgian), a tributary of the Caspian 
Sea that is nowadays named on Turkish territory by the similar name of Fasin 
Su. Of course, the confusion was facilitated by the poor geographic 
knowledge of the Greeks about a region close to the limits of their known 
world and about which more legends than precise data were afloat during the 
classical period. 

Even Procopius paradoxically starts his attempt to re-establish the truth 
from the legend of the Argonauts which he perceives not only as a historical 
reality, but also as a reliable source of geographical information. In order to 
fight off the statements concerning the vicinity of the Trebizondians and 
Colchians he avers: "in this manner, it would seem that Jason, after snatching 
away the Golden Fleece, together with Medea, did not flee towards Greece 
and his native lands, but, on the contrary, towards Phasis and the inland 
barbarians." (          

                

       8.2.15.2-16.1)The 
reasoning of the historian is not quite clear, seeming even out of context. 
However we can be certain in asserting that Procopius rebuts from the very 
beginning the variant of the legend according to which the Argonauts would 
have returned in Greece by a roundabout way that would have led them along 
Phasis river down to the Ocean, then through the Red Sea and the Libyan 
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Desert, to finally reach the Mediterranean (Pindarus, Pythics, IV, 26; 
Antimachos of Colophon, frg. 65). Only one possibility remains – that they 
came back through the Black Sea – irrespectively of the route followed 
afterwards. In this context, for the vicinity of the Colchians and 
Trebizondians to hinder the Argonauts in heading towards their homeland, the 
Trebizond should have been situated eastward of Colchis, fact that neither 
Arrian and Xenophon, nor any other author had previously alleged. 
Consequently, Procopius' argument is not at all sound and doesn’t render 
more trustworthy the geographical description of the Pontus. What remains 
symptomatic, is however Procopius' tendency to resort to arguments taken 
over form the expedition of the Argonauts, in order to support a statement 
about the geography of the region.  

Conversely, the historian does not hesitate to amend some elements of the 
legend in question, based upon the real geographical coordinates of the Pontic 
region. Thus, talking about the river Phasis, which springs from the Caucasus 
massif and flows into the Black Sea, he quotes the opinion according to which 
this one would separate Europe (on its right bank) from Asia (on the left) ( 

            

  8.2.28.1-29.1). Moreover, he specifies that all the 
dwellings of the autochthonous Lazians are situated on the right bank of the 
river (            

  8.2.29.1-3), while on the left side has once existed the 
Roman camp Petra, but nowadays not even one village or fortification 
remains (           

              

  8.2.29.3-30.1). Influenced by these geographical facts, 
Procopius categorically contradicts the opinion of the natives who consider 
that the Golden Fleece would have stood on the right European bank of 
Phasis, based on a simple reasoning: Medea and Jason wouldn’t have 
managed to escape with the Golden Fleece, if the sanctuary where it was 
standing hadn't been separated by the Phasis river from Aietes' palace and 
from the other dwellings of the Colchians (       

       \     

           

        8.2.31.1-
8.2.31.5). Moreover, the Caesarea born writer calls on his behalf the 
assertions of the poets who have written on the topic (     

   , 8.2.31.5-6), seeming to 
completely forget what he had claimed explicitly just one chapter before, 
namely that "history is far away from legend" (     

  8.1.13.1-2) and even what he had stated in the 
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previous phrase – that poets forge legends (   
8.2.30.3-4).  

We believe that the text Procopius is directly referring to is the epic poem 
Argonautica by Apollonius of Rhodes. Towards the end of the second book, 
while recounting the arrival of Jason and his companions in the land of 
Colchis the Hellenistic poet offers exact topographic data concerning the 
region: "On the left hand they had the precipitous Caucasian mountains and 
the town Kytais from Aia, on the other side the field of Ares and the / sacred 
grove of the god, where the tireless snake was guarding the fleece hung by the 
branches of an oak tree in leaf" (     /  

    /         

/          /   

   2.1266-1270). If we take into account the fact that 
on the left means for Apollonios upstream of the river, and for Procopius 
downstream we come to the conclusion that the two topographies coincide. 
Similarly, although more vague in description, seems to proceed the author of 
the Argonautica Orphica, who states that "in front of the palace and of the 
fortified river" there was a stronghold with towers, locked up with iron bars 
and enclosed by seven precincts, inside which the ill-fated grove which was 
housing the Golden Fleece was lying (     

  /        /  

     /     

894-897)  
Conclusively, Procopius' references to the legend of the Argonauts are 

important because they prove its perfect survival in the conscience of the 
cultured Greeks during the sixth Byzantine century. To our author the 
expedition of Jason and his companions does not seem a legendary event, but 
a historical reality. To unravel its secrets he resorts to the rigorous methods of 
the historian, who is continually searching for proofs and arguments. 
Simultaneously, Procopius does not hesitate to fully make use of his critical, 
rationalist spirit in order to separate the truth from the legend, although he not 
always manages to successfully reach his goal. Well acquainted with the 
similar works of his predecessors (Xenophon, Anabasis; Arrian, Periplus 
Ponti Euxini), he permanently aims to surpass them, avoiding at the same 
time the temptation of entering a superficial polemics with their authors. 
Moreover, the expedition of the Argonauts and the geographical realities of 
the Pontic region tend to form an integral unity, since the historian resorts, in 
a biunivocal manner, to the legend in order to explain the topography of the 
Black Sea and, respectively, the geographical realities for establishing the 
correct variant of the legend.  
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THE ARGONAUTS’ VOYAGE  
IN THE TRANSITIONAL PERIOD OF GEORGIAN LITERATURE  

(THE 18TH-19TH CENTURIES) 

Georgian people were historically well acquainted with ancient culture owing 

to centuries-old political and cultural contacts with Greece. This is clearly 

reflected in old Georgian literature. Greek mythology and especially the 

Argonaut myth, whose episodes and mythological characters are mentioned in 

many old Georgian written sources, invited particular attention. Ephraim 

Mtsire’s (the 11
th
 century) translation of the Hellenic Tales were very popular 

in medieval Georgia.
1
 It was one of the main sources of Greek mythology in 

Georgian language. The work influenced the original Georgian writing as 

well.
2
 However, it is noteworthy that Georgian literature of the so-called 

transitional period offers information about Greek mythology with different 

ampleness and interpretation. The works of the 18
th
-19

th
 centuries mention 

mythological characters and plots unknown to Georgian literature of the 

previous period. By that time, quite a number of collected works relating 

Greek myths were available in Georgia. "In the 18
th
 century, closer contacts 

between Russia and Georgia resulted in the translation from Russian into 

Georgian of numerous works by ancient authors, many of which included 

modified redactions of particular plots or motifs from ancient writing."
3
 A 

large number of scholarly works were devoted to the study of these issues, 

                                                 
1
  For more information, see Abuladze I., Hellenic Tales, The Bulletin of the Institute of History 

of Language and Material Culture, Tbilisi, 1941 (in Georgian).  
2
  Asatiani V., Classical and Byzantine Traditions in Georgian Literature, Tbilisi, 1996, 194 (in 

Georgian); Kutateladze L., Lexicographic Works of David and Ioane Bagrationi, Tbilisi, 1967, 

10-13 (in Georgian). 
3
  Asatiani V., 1996, 234. 
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including researches by Korneli Kekelidze, Simon Kaukhchishvili, Ilia 

Abuladze, Akaki Urushadze and others, which are no less relevant nowadays. 

The study of ancient literature was considered to be especially important 

in the transitional period. This may be attributed to increasing interest in 

ancient world on the part of 18
th
-19

th
 century Europe. Public awareness of 

ancient Greek mythology and its popularity was largely contributed by the 

works of distinguished writers and literary men taking interest in the related 

issues. This tendency is attested by the materials found in manuscripts. 

Presently, I will dwell on literary activities of Princes David, Ioane and 

Teimuraz Bagrationi (popularly known as Davit, Ioane and Teimuraz 

Batonishvili), whose works reflected the phenomenon of Greek myth in a 

very interesting way. The princes carried on old Georgian literary traditions, 

which implied close cultural contacts with the Greek world (ancient as well as 

Byzantine) throughout many centuries. 

David Bagrationi (1767-1819) combined public work with literary, 

translating and scholarly activities. The Mythology ascribed to him has 

survived through many manuscripts including comments on ancient 

characters and terms. Admittedly, the source for David Bagrationi’s 

Mythology was Chulkov’s Concise Mythological Dictionary.
4
 However, the 

Georgian text offers elements missing in the Russian source. Studies also 

revealed that many comments included in the Mythology imply references to 

the Hellenic Tales; moreover, the work enables to reconstruct quite a number 

of illegible fragments from the Hellenic Tales.5 
In the Mythology, David Bagrationi comments on Jason’s identity and 

offers the traditional version of the retrieval of Golden Fleece from the 

Argonaut cycle: "Iason, the son of Iazon, king of Phessaly, whose great feat is 

that with the help of Medea, the daughter of the Colchian king, he obtained 

Golden-Fleeced Ram protected by many dragons, and Medea put the dragon 

to sleep cunningly."
6
 Remarkably, the Hellenic Tales mentions Jason on one 

occasion describing him sowing the dragon’ teeth. It says nothing about the 

obtaining of the Golden Fleece, about Medea and the Colchian king, while the 

Mythology offers brief information from the Argonaut cycle. Presumably, the 

author referred to the Russian translation of the Greek source.  

Ancient mythology is widely commented on in Kalmasoba or Teaching 

through Games by Ioane Bagrationi (1768-1830). The work proved to be a 

                                                 
4
  Чулков М., Краткий мифологический лексикон, Сб., 1767. 

5
  Asatiani V., 1996, 247. 

6
  Asatiani V., Antiquity in Old Georgian Literature, Tbilisi, 1987, 199 (in Georgian). 



 The Argonauts’ Voyage in the Transitional...  29 

real encyclopedia
7
 of those times, including huge information about various 

branches of science such as philosophy, psychology, ethics, logics, law, 

linguistics, poetics, rhetoric, history, medicine, theology and what is the most 

relevant for the present paper, about mythology. He was thoroughly 

acquainted with the Russian sources available in that period. They are clearly 

reflected in his writings. Presumably, Ioane Bagrationi must have referred to 

Russian translations of works by Greek philosophers and writers when he 

treated mythological themes. The author used a Roman version to provide 

detailed explanation of nearly all deities and relates the stories of the heroes 

known from Greek mythology including Jason. As the Argonaut legend is 

connected with Colchis, it is natural that Ioane Bagrationi treated it with 

particular interest and attempted to present it completely to Georgian readers. 

Kalmasoba provides a detailed description of how the Argonauts started their 

campaign to ancient Colchis. "He gathered all heroes and they went to 

Colchis to obtain the Golden Fleece. This campaign is called the Campaign of 

the Argonauts."
8
 This is one of the comparatively full versions of the 

Argonaut myth in Georgian literature of the transitional period. The story 

starts with the information about Jason’s origin and identity. Then the author 

dwells on the tasks which Aietes set for him, on how he managed to 

accomplish them with Medea’s help, and how he finally obtained the Golden 

Fleece: "Jason went to the Dragon and when he approached it, he gave the 

Dragon the sleeping drugs and immediately the Dragon fell dead on the 

ground. Then he took the Golden-Fleeced Ram as the award for his trial and 

came to his companions filled with joy and everybody congratulated him."
9
 

The story told by Ioane Bagrationi accurately and coherently follows 

Apollonius’ Argonautica.
10

 However, unlike Apollonius, he goes on with the 

story and tells us about Medea’s lot after she left her country together with 

Jason. Medea married Jason but later on "Jason disliked his wife and wished 

to marry another woman."
11

 The Kalmasoba describes how Jason’s fiancée 

was burnt by the clothes sent to her by Medea. The Georgian author follows 

the Euripidean version and tells the readers how Medea, enraged by her 

                                                 
7
  See Kekelidze K., History of Georgian Literature, vol. I, 1960; Baramidze A., About the Realis-

tic Stream in the 17
th

-18
th 

c., Georgian Literature, Literary Studies, vol. 9, Tbilisi, 1955; Jambu-
ria K., Genre Properties of the Kalmasoba, Matsne, Series of Language and Literature, 1984, 3 

(in Georgian). 
8
  Ioane Batonishvili, Teaching through Games, prepared for publication by T. Kakhabrishvili 

and T. Kikvidze, vol. 1, 1990, 334 (in Georgian).  
9
  Ioane Batonishvili, 1990, 335. 

10
  Apollonius Rhodius, Argonautica, translated from Greek, introduced and commented on by A. 

Urushadze, Tbilisi 1948; Urushadze A., Ancient Colchis in the Argonaut Legend, Tbilisi, 1964 

(in Georgian). 
11  Ioane Batonishvili, 1990, 335. 
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husband’s unfaithfulness, killed her own children.
12

 Admittedly, Euripides 

deliberately changed the myth to present Medea as a truly tragic character.
13

 

This is proved by the fact that before the tragedy was composed, none of the 

sources mentions the episode of child-slaughter. Although many writers 

attempted to deny this fact, they referred to the Euripidean interpretation as a 

model as they treated the theme of Medea. It is hard to say whether Ioane 

Bagrationi shared this version or not but it is true that he presented to the 

Georgian public the character popular in ancient world and associated with 

great tragedy. It is beyond doubt that Ioane Bagrationi referred to many Greek 

sources as he treated the Argonaut myth. He even acquainted readers with 

Euripides’ version, which Georgian writers normally tried to avoid. This 

remarkable fact seems to be unique in Georgian sources. Despite the fact that 

Jason tried to take revenge on his wife, Medea who was known for her 

witchcraft "flew away in a chariot harnessed to two dragons."
14

 This is how 

the Argonaut myth ends in Kalmasoba. Remarkably, it offers a lot of 

important information in connection with the Golden Fleece as well as with 

other Greek and Roman myths. The fact is that the tendency of taking interest 

in this theme is clearly reflected in Ioane Bagrationi’s works. The author 

offers a definition of mythology: "Mythology is the art or study of traditional 

stories about gods and religions of the ancient Greeks and Romans."
15

 This 

was very important for the Georgian community of that period. The 

representatives of the transitional period carried on the diverse tradition that 

existed in Georgia throughout centuries and enjoyed original interpretation. 

As time passed, the interest in ancient world was increasing. 

Teimuraz Bagrationi, a well-known scholar of the first half of the 19
th

 

century, devoted his work to the treatment of the Argonaut myth. According 

to Akaki Urushadze, the "History of Iveria" by Teimuraz Bagrationi offers the 

most comprehensive account of the Argonaut myth.
16

 In the opinion of 

scholars, the author referred to Russian sources. However, one of Teimuraz’s 

manuscripts mentions that the story of "Phrix, Helle and the Golden Fleece" 

is based on the translated version of an early Greek source: "This story was 

found and translated into Georgian by Teimuraz, the son of King. It was 

translated from ancient Greek books and the translation, previously made by 

                                                 
12

  Euripides, Medea, translated by B. Bregvadze, introduced and commented by R. Gordeziani, 

Tbilisi, 1999, 69-71; See K. Nadareishvili’s article in the present volume. 
13

  Gordezaini R., Greek Literature. Hellenic Epos, Lyric, Drama, I, Tbilisi, 2002, 397-398; 
Schadewaldt W., Die griechishe Tragödie, Tübinger Vorlesungen, Band 4, Unter Mitwirkung 

von M. Schadewaldt, hrsg. I. Schudoma, 1996. 
14

  Ioane Batonishvili, 1990, 335. 
15

  Asatiani V., 1996, 257. 
16

  Urushadze A., 1964. 
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some Georgian, was revised and improved. I believe that the story of Jason 

and the Myrmidons was translated into Georgian eight hundred years ago" (H 

_ 3723, 245).
17

 Apart from this, scholars admit that Teimuraz treated the first 

part of the Argonaut myth, namely Jason’s trip to Colchis at the behest of his 

uncle, Medea’s help, the retrieval of the Golden Fleece and the campaign of 

Jason and Heracles against Troy, on the basis of Historia destructionis Troiae 

by Guido de Columna. At this point Teimuraz finished his narrative as his 

only interest lay in the Argonaut theme.  

It is truly challenging to compare Teimuraz’s story with those by David 

and Ioane and trace differences. The plot and narrative structure varies in all 

the three works.
18

 David Bagrationi’s Mythology is more informative and 

does not aim at giving a detailed account of the Golden Fleece legend. 

Although Teimuraz Bagrationi frequently refers to Georgian sources, 

including the Mythology, he does not do this when he relates the Argonaut 

story. Ioane and Teimuraz Bagrationi offer different versions. Teimuraz 

Bagrationi avoids the episode of childslaughter and presents the traditional 

ancient story according to which, after Medea learned about Jason’s 

unfaithfulness, she leaft her children in Corinth and fled to Athens, while her 

children were skilled by the Corinthians.
19

 Teimuraz refers to the version of 

the myth existing before Euripides, which was repeatedly treated by authors 

of the later period. In the History of Iveria Teimuraz Bagrationi deliberately 

accentuates the Argonaut myth and tries to give a detailed account of the 

legend, which he regards as one of the most significant parts of the history of 

Iveria. So we may assume that Teimuraz Bagrationi deliberately included the 

traditional version of the Argonaut myth in his history.  

Thus the above-mentioned examples attest that the interest in ancient 

culture did not diminish in the Georgian literature of the so-called transitional 

period. The presented material is the later response to this interest. 

                                                 
17

  Asatiani V., 1996, 273; Akhobadze L., About the Sources of Phrix and the Golden-Fleeced 

Ram by Teimuraz Batonishvili (Prince Teimuraz), III, Tbilisi, 1973. 
18

  Jamburia K., Artistic Structure of the Kalmasoba, Criticism, 1983, 4 (in Georgian). 
19

  Gordeziani R., The Argonauts. The World of Greek Myths, Tbilisi, 1999, 128-130 (in Georgian). 
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ΕΛΛΗΝΙΚΑ ΧΑΡΑΓΜΑΤΑ 

ΩΣ ΣΗΜΕΙΑ ΤΩΝ ΒΥΖΑΝΤΙΝΩΝ ΟΔΟΙΠΟΡΩΝ 

Στις βυζαντινές εκκλησίες υπάρχουν πολλά χαράγματα με ευχές, με 

αποσπάσματα από τα λειτουργικά κείμενα, με ονόματα και με άλλα 

διαφορετικά σημεία τα οποία άφησαν ενορίτες και προσκυνητές από 

διάφορους τόπους. Αυτά τα χαράγματα όμως είναι ανώνυμα και 

σήμερα μόνο πλάγιες ενδείξεις μας δίνουν πληροφορίες για τον τόπο 

προέλευσης εκείνου του Βυζαντινού που έγραψε κάτι σ’ έναν 

εκκλησιαστικό τοίχο, σε μια τοιχογραφία ή σ’ έναν στύλο. Αυτές οι 

πλάγιες ενδείξεις είναι ονόματα ή παρατσούκλια, τάξεις, σύντομες 

ονομασίες τοποθεσιών και ορισμένα λάθη σύνθεσης ή ορθογραφίας, 

καθώς και γλωσσικές παραλλαγές (θα συζητήσουμε την διαφορά 

μεταξύ τους αργότερα) και παλαιογραφικοί χαρακτήρες. Πιο εύκολα 

για την ερμηνεία είναι ονόματα, που μας δείχνουν την εθνικότητα του 

ιδιοκτήτη τους με την εξαίρεση τα πια διαδεδομένα. Παραδείγματος 

χάριν, στην Κριμαία η Aλλα Ιλίνιτσνα Ρομαντσούκ βρήκε μια μικρή 

εικόνα από στεατίτο στην οποια υπάρχει ένα χάραγμα. Η ερευνίτισσα 

δεν κατέφερε να διαβάσει αυτό το χάραγμα αλλά βασίζοντας σε 

ορισμένα αρχαιολογικά στοιχεία (κομμάτια στεατίτου και εργαλεία 

για την παραγωγή των ομοίων εικόνων) κατέληξε στο σημπέρασμα 

πως αυτή η εικόνα φτιάχτηκε στην Χερσόνησο της Ταυρίδας. Μετά 

από ένα χρόνο η Αλλα Ιλινισνα μου έδειξε αυτό το χάραγμα και μου 

ζήτησε να το διαβάσω. Το διάβασα με τέτοιο τρόπο· "Ἄξητον λέγων 

έχει τῷ Κουμε(ι)κ ϚΞΙΒ"-, δηλαδή "Αυτός που μιλάει πήρε το πολύτιμο 

από τον Κουμεικ το 1204". Μια τέτοια ερμηνεία δεν είναι αναμφίβολη 
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αλλά όλοι οι χαρακτήρες με την εξαίρεση τη δεύτερη λέξης 

διαβάζονται καλά. Οταν είδα για πρώτη φορά την δεύτερη λέξη, 

σκέφτηκα, πως είναι τρίτη και πρέπει να διαβάσουμε κάτι τέτοιο: "ἄξει 

τον λόγον", δηλαδή- "πλήρωσε το λογαριασμό". Aλλά αν κοιτάξουμε 

πιο προσεκτικά, θα δούμε ότι μετα το λάμβδα στη λέξη "λόγον" δεν 

έχουμε κανένα όμικρον, έχουμε έψιλον και επομένως δεν μπορεί να 

είναι "ἄξει τον λέγον(τα)", όπου το τελείωμα της λέξης "λέγον(τα)" 

είναι γραμμένο με μια συντόμευση. Ομως δεν έχουμε ούτε ίχνο 

συντομεύσης ούτε και θέση γι’ αυτή. Γι’ αυτό το λόγο την παρούσα 

στιγμή αποδεχόμαστε την ερμηνεία· "Ἄξητον λέγων έχει τῷ Κουμε(ι)κ 

ϚΞΙΒ", δηλαδή- "αυτός που μιλάει πήρε το πολύτιμο από τον Κουμεικ 

το 1204". Με την ερμηνεία αυτή το εν λόγω χάραγμα δημοσιεύθηκε στη 

περσυνή συλλογή εκθέσεων της συνδιασκέψης εις μνήμην της Αλιίσας 

Βλαντίμιροβνας Βανκ. Σ’ αυτό το χάραγμα έχουμε το όνομα Κουμείκ, 

το οποίο σύμφωνα με το λεξικό ονομάτων της εποχής των 

Παλαιολόγων, είναι όνομα ενός ανθρώπου από την Τραπεζούντα και 

επομένως η ως άνω εικόνα μπορεί να ήταν φτιαγμένη στην 

Τραπεζούντα ή στην Κριμαία από έναν άνθρωπο ο οποίος (ή οι γονείς 

του οποίου) ήρθεν από την Τραπεζούντα. Αν η εικόνα αυτή προέρχεται 

από την Τραπεζούντα, είναι πιθανό να την έχει φέρει στην Κριμαία 

ένας οδοιπόρος που τη χάρισε ή πούλησε σ’έναν κάτοικο της 

Χερσονήσου και με τέτοιο τρόπο αυτή η εικόνα βρέθηκε στα ερείπια 

ενός σπιτιού. 

Στο βιβλίο του Ορλάνδου για τα χαράγματα των βυζαντινών 

χρονών στο Παρθενώνα δημοσιέτηκε ένα χάραγμα με νουμερο 53 

"(θεοτ(ό)κε, βοίθη cr Στεφάνου ἀναγνώ̣(στου) Ἁγ(̣ίας) [Σ]ωφίας 

[δ]ούλου Χ(ριστο)ῦ κ(αὶ) τ(ῶν) χριστιαν(ῶν) ἀδ(ελφῶν)" στον οποίο 

πρόκειται για τον αγαγνώστη Αγίας Σοφίας. Αν δεν έχουμε την 

εξήγηση για ποιά Σοφια πρόκειται μπορει να είναι μόνο δύο 

δυνατότητες· Αγία Σοφία της Κωνσταντινούπολης και Αγία Σοφία της 

Αθήναως αν υπήρχε, αλλα δεν μπόρεσα να βρω καμία πληροφορία για 

την ύπαρξη της εκκλησίας με τέτοιο όνομα στην Αθήνα. Εφόσον 

ξέρουμε, ότι μόνο μια πόλη του βυζαντινου κράτους μπόρούσε να 

ονομαζόταν απλά Πόλη με κεφαλαίον γράμμα και αυτή η πόλη είναι 

Κωνσταντινούπολη. Είναι λογικό να υποθέσεις ότι μόνο μια εκκλησία 

της Αγίας Σοφίας μπορει να είναι απλά Αγία Σοφία- αυτή η ίδια στην 

Κωνσταντινούπολη. Αν βλέπουμε σε άλλες χαρακτήρες αυτού του 
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χαράγματος· θα δούμε κάποια ορφογραφικά λάθη και μια φόρμουλα 

του υψηλού στυλ· «χριστιανών αδελφών». Χρησιμοποίηση τέτοιας 

φόρμουλας μας δείχνει την πολυμάθεια του συγγραφεα αλλά κάποια 

λάθη, απεικονίζοντα την προφορά του επιβεβαιώνουν την θεωρία του 

Μπορίς Ανδρέεβιτς Ουσπένσκι για το σύστημα της εκπαίδευσης στα 

βυζαντινα χρόνια, ότι περισότερα σπούδαζαν να διαβάζουν και το 

γράψιμο δεν ήταν τόσο προχωρημένο. Αν εξετάζουμε αυτά τα λάθη 

και τα συγκρίνουμε με τα δεδομένα άλλων χαραγμάτων από 

διάφορους τόπους, θα είναι καταφανές ότι αυτός που γράφει είτε 

καταγεται από την Αθήνα είτε μιμήθηκε την γραφή την οποία είδε στα 

τείχη. 

Η γραφή του όμικρον και οι άλλες ορθογραφικές αποδοχές του 

στα χαράγματα των διαφορετικών τοποθεσιών μας δείχνει τέτοιος 

πίνακας (βλ. πίνακας 1). 

Ας εξετάσουμε αυτόν τον πίνακα, στη Κωνσταντινούπολη 

υπάρχει μόνο ένα λάθος στη γραφή του όμικρον, στην Αθήνα 

υπάρχουν κάποια λάθη αλλά το ποσοστό της σωστής γραφής είναι 

πάρα πολύ υψηλό.  

Η γραφή της ήτας και οι άλλες ορθογραφικές αποδοχές της (βλ. 

πίνακας 2). 

Οπως δείχνει αυτός ο πίνακας στη Κωνσταντινούπολη δεν υπήρχε 

αντικατάσταση της ήτα με ιότα, αλλά στη Αθήνα αυτή η 

αντικατάσταση επεκτάθηκε. Αυτό είναι πρώτο σημείο της 

ορθογραφικής μίμησης ή της δυνατής καταγωγής από την Αθήνα και 

πιθανώς από τους Σλάυους.  

Η γραφή του έψιλον ιότα και οις άλλες ορθογραφικές αποδοχές του 

(βλ. πίνακας 3). 

Η αντικατάσταση του έψιλον ιότα με ήτα στην κλίση είναι 

σηνηθής, αλλά στη Αθήνα βρίσκεται συχνότερα και μπορεί να είναι 

δεύτερο σημείο. 

Οπως βλέπουμε η γνώση των τάσεων στα ορθογραφηκά λάθη ή 

στις γλωσσικές παραλλαγές μπορεί να μας βοηθεί να χαρακτερίσουμε 

τον άνθρωπο, ο οποίος γράφει κάτι. Ποια διαφορά υπάρχει μεταξύ των 

ορθογραφηκών λαθών και των γλωσσικών παραλλαγών; Δεν είναι 

τόσο εύκολη ερώτηση, αλλά πρέπει να βρούμε κάποια απαντηση πριν 

να πάμε παρακάτω. Οταν δούμε ότι η ορθογραφια είναι γενικά 

λαθεμένη σε σύγκριση με την αρχαία ελληνική πρέπει να 
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καταλαβουμε αν είναι τέτοια γραφή μια τάση ή όχι. Αν είναι τάση 

λοιπόν μπορεί να είναι γλωσσική παραλλαγή, όπως στα θεσσαλικά 

στη θεση του «αι» έγραφαν «ει» (Μπακ, 30) και αυτό δεν ήταν λάθος 

αλλά μια ιδιότητα της διαλέκτου. Δεν έχουμε αρκετή πληροφορία για 

τις βυζαντινές διαλέκτους και κάποια λάθη μπορεί να είναι και 

χαρακτηριστικά της διαλέκτου και απεικονήσεις της γλωσσικής 

αλλαγής.  

Στην εκκλησία της Αγίας Σοφίας στην Κίεβ υπάρχουν πολλά 

παραδείγματα, τα οποία δεν είναι καθόλου λάθη, αλλά κάτι άλλο. Ας 

εξετάσουμε δύο απ'αυτά. Πρώτο είναι η λέξη αλελούηα- έψιλον στη 

θεση της ήτας, ένα λάμβδα αντί των δύο λαμβδών, ήτα αντί του ιότα. 

Πρώτη αλλαγή του ήτα με έψιλον είναι χαρακτεριστική για μια σειρά 

των διαλέκτων όπως η Καππαδοκιανή και κάποιες στις Νεσσάν, μια 

πόλη στη βυζαντινή Συρία, και γι'αυτό ο άνθρωπος που εγράψε αυτό 

το χάραγμα μπορεί να είναι από την Συρία ή από την Καππαδοκία. Η 

αποκοπή ένός από τα διπλά σύμφωνα άρχισε και στη ελληνιστική 

εποχή, και δεν μπορεί να μας δείξει τίποτα για την καταγωγή αυτού 

του φαινομένου. Για την ερμηνεία της αλλαγής του ιότα με ήτα να 

δούμε τον πίνακα (βλ. πίνακας 4).  

Η κατάσταση μ'αυτη την αλλαγή στην Κιεβ είναι εξαιρετική, μόνο 

η Καππαδοκία έχει σ'αυτόν τον δείκτη περισσότερα σε είκοσι τοις 

εκατό. Αυτό το γεγονός εξηγείται έτσι· στη σλαβική γλώσσα τα 

παρόμοια γράμματα ήταν γράμματα-διπλότυπα, η γραφή τους 

ρύθμισε με τους ορθογραφικές κανώνες και δεν εξαρτώταν από την 

προφορά. Οι Σλάβοι μετέφεραν την πραγματικότητα της δικής τους 

γλώσσας στην ελληνική. 

Το δεύτερο παράδειγμα για το οποίο θέλω να πω είναι Γηόργηον· – 

ήτα στη θέση του έψιλον, ομικρόν αντί του ωμέγα καί ήτα στη θέση 

του ιότα. Δεν θέλω να επαναλαμβάνω για την δεύτερη και την τρίτη 

αλλαγή, ομοίες με τις εξετασμένες παραπάνω. Ας κοιτάξουμε στην 

πρώτη, στην χρησιμοποίηση της ήτας αντι του έψιλον· σε κάποιες 

διαλέκτους της βυζαντινής εποχής (καππαδοκιανή και κάτω ιταλλική) 

αυτη η αλλαγή έγινε χωρίς τόνο. Γιγγακ γράφει το ίδιο για τις 

βυζαντινές παπύρους. Μαίσερ εκδηλώνει για τους νωρίτερα παπύρους 

ότι υπάρχει μια τάση- το έψιλον πριν ωμέγα αλλάζει σε ήτα. Αλλά 

υπάρχει και άλλη ερμηνεία σε ενα χάρτη γραμμένο στον φλοίο της 

σημύδας έχουμε Γιούργη, σλαβική παραλλαγή του όνοματος 
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Γεώργιον, η οποία εμφανίστηκε για να διαφύγει την χασμωδία στη 

ρίζα της λέξης.  

Οπως είδατε η γνώση των τάσεων της αναπτύξης της γλώσσας 

και των διαλέκτων της μπορεί να μας βοηθεί να ερμηνεύει τα 

χαράγματα και να βρει εξηγήσεις για την καταγωγή του 

ανθρώπου που τα έγραψε. Τα περισσότερα δημοσιεμένα 

χαράγματα δεν έχουν ούτε εικόνες ούτε περιγραφή των 

παλαιωγραφικών χαρακτήρων, γι  α̉υτό δεν μπορούμε τώρα ούτε 

να κάνουμε το ίδιο με παλαιογραφικές χαρακτήρες ούτε να 

καταλαβουμε αν είναι πιθανό. 
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πίνακας 4 
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Maia Kakashvili (Tbilisi) 

FORMS OF REFLECTION OF THE ARGONAUT THEME 

IN THE BYZANTINE ROMANCE NOVEL1 

The whole Byzantine culture, which assumed the role of the successor to and 

protector of the intellectual treasure of old times, is marked with vigorous 

interest in ancient world. The age of "the Revival of Comnenos"
2
 devoted 

special attention to the heritage of ancestors. An essentially new genre – a 

romance, a story of love and adventure – systematizes the plot, characters and 

literary images in compliance with ancient Greek literary works and 

represents the best example of the conservation of ancient culture. For this 

very reason, some scholars took interest in Byzantine novels as in "the 

archive of Hellenism".  

Ancient world holds a significant place in the works of Byzantine 

novelists. The Byzantine novel is distinguished by the tradition of quoting 

many literary works of different genres and by including the reminiscences of 

ancient authors. Eumathios Makrembolites refers to quite a large number of 

ancient authors. Theodore Prodromos’ Rodánthe and Dosiklís is the climax in 

this regard.
3
 Niketas Eugenianos is distinguished by an original and creative 

treatment of ancient works,
4
 while in Constantine Manasses’ work ancient 

reminiscences are remarkably infrequent. 

                                                 
1
  The term ‘romance’ is rather conventional in this case. It is common knowledge that it came 

into use in the West to refer to love stories written in the Romance languages and not in Latin.  
2
  The use of the term ‘Revival’ in connection with the Byzantine literature is rather conventional 

as interest in ancient world is among the whole string of factors characteristic of the Revival, 
and by no means is the only one.    

3  It should be stated in general that Theodore Prodromos’ works abound of reminiscences. 
4
  Фрейберг Л. А., Попова Т. В., Византийская литература эпохи расцвета IX-XV вв., Моск-

ва, 1978, 160. 
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I will confine myself to showing the forms of the reflection of the 

Argonaut theme in the Byzantine novel, and in particular in the works by 

Eumathios Makrembolites
5
 and Theodore Prodromos.  

These two writers treat the Argonaut legend in different ways. In my 

opinion, two types of reflection of the Argonaut legend can be distinguished 

in Eumathios Makrembolites’ work. The writer uses a riddle
6
 and presents the 

myth as well as his own interpretation of it. 

a) An overview of a particular episode of a myth:  

4) IV, 22.1 

7

"She [Hysimine – M.K.] meanwhile bites my lip, planting all her teeth in 

it. And Eroses, more bewildering than giants, grow up in my soul."
8  

Here Hysimine is compared to Jason, who planted dragon’s teeth in the 

earth, and the soul of the narrator is compared to the earth, which gives birth 

to Eros, i.e. love, instead of ruthless giants. 

Out of the literary works composed on the Argonaut theme, only 

Euripides’ Medea is reflected in Eumathios’ Hysimine and Hysimines. 

Similarly to citing the pieces of classical poetry in general, the author makes 

slight changes to the quotations from Euripides’ work, to which he admits 

himself. He refers to the above mentioned tragedy three times
9, all the three 

cases being precise quotations. The author borrows unaltered not only 

individual lexical formatives, but whole phrases as well. 

                                                 
5
  The role of Makrembolites’ novel in the history of development of the genre, the extent of its 

impact and its role in the processes of Greek and world literature are discussed in my doctoral 

thesis called Ancient Reminiscences in Byzantine Prose Fiction (Eumathios Makrembolites), 

2006 (in Georgian) and in my articles Repetition as a Literary Device in Hysimine and Hysi-
mines by Eumathios Makrembolites, Logos, The Annual Journal of Hellenic and Roman Stu-

dies, 3, Tbilisi, 2005 (in Georgian); Homeric Reminiscences in Hysimine and Hysimines by Eu-

mathios Makrembolites, Byzantine Studies in Georgia, Tbilisi, 2007 (in Georgian). 
6
  A riddle is among symbolic-allegorical devices and is characteristic of the novel. In the times of 

Eumathios Makrembolites, a literary puzzle was a genre of Byzantine literature. 
7
  Eustathius Macrembolites, De Hysmines et Hysminiae amoribus, libri XI, edidit Miroslav 

Marcovich, Bibliotheca Scriptorum Graecorum et Romanorum Teubneriana, Monachii, Lipsiae, 

Saur 2001. All the fragments from Eumathios Mekrembolites’ work cited in the paper are taken 
from this edition. 

8
  Eumathios Makrembolites, Hysimine and Hysimines, translated from Greek into Georgian, 

introduced and commented on by M. Kakashvili, Tbilisi, 2006, 77. 
9
  Eumathios Makrembolites’ novel includes reminiscences from Euripides’ other tragedies as 

well. They are: Hecuba (9 cases), Hipollytes (2 cases), Phoenician Women (2 cases).  
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b) Precise quotation of particular phrases: 

1) III, 9. 12-13

’
     

Eur. Med. 408-409 

’    
10   

 

2) H, 20. 18-19 

  
       

Eur. Med. 54-55 
 
  

 

3) O, 23. 3-4 

< ’>  
  

Eur. Med. 265-266 

’   
   

It should be noted that Makrembolites uses ancient reminiscences only as 

embellishment aimed to stir associations, so that the reader could better 

comprehend the plot and the spiritual sensations it conveys. The novel does 

not offer the cases of deeper, creative perception.  

Theodore Prodromos’ work Rodánthe and Dosiklís is different in this 

regard. The author does not precisely quote the words by Euripides and 

Apollonius Rhodius, as we have it in Eumathios’ novel. Theodore uses only 

partial citation; therefore, the scrupulous eye of a specialist can detect a whole 

string of receptions. The phrases are not precisely repeated; Theodore 

borrows individual lexical formatives and phrases from various authors and 

uses them as tools for composing his own lines. Naturally, the works 

mentioned in this paper cannot have been the direct source of influence, but 

their linguistic impact is obvious in the majority of cases. I should also 

mention here that out of the works composed after the Argonaut legend, 

                                                 
10

  Euripides, Fabulai, Recognovit brevique adnotatione critica instruxit Gilbertus Murray, Tomus 

I, Great Britain 1958. All the fragments from Euripides’ Medea cited in the paper are taken 

from this edition.  
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Makrembolites quotes only Euripides’ Medea, while Prodromos cites not only 

the mentioned tragedy, but also Apollonius’ Argonautica. 

Reflection of individual lexical formatives:  

Rodánthe and Dosiklís reflects individual lexical formatives and 

collocations. There are 14 cases of citing Euripides’ Medea and 3 cases of 

citing Apollonius’ Argonautica. 

 

1) 191 b 

;

Eur. Med. 145 
    
;     

 

2) 476 b 

‘

Eur. Med. 769 

’    
  

 

3) 372 b 

Eur. Med. 76 
   

’   

 

4) 56 b 

Eur. Med. 590 
   

  
 

5) 52 b 

Eur. Med. 1139 
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’ ’    
   

 

6) 297 b 

’

Eur. Med. 538 

’  
   

  
 

7) 150 a 

Eur. Med. 928 
 

 

8) 176 

Eur. Med. 217 

’ ’ ’  
  

 

9) 415 

. 

Eur. Med. 1277 

’∙   

’     

 

10) 449 a 

’

Eur. Med. 513 
   

 
 

11) 228 

’

Eur. Med. 278 
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12) 91 b 

Eur. Med. 1285 

’    
    

 

13) 181 b 

Eur. Med. 1031 

’ ’    

’   

 

14) 373 

Eur. Med. 469 

’ ’    

’     

Reminiscences from Apollonius’ Argonautica 

1) 144 

Apoll. Rhod. 1. 456 

 

2) 215 

Apoll. Rhod. 2. 43 

 

3) 204 b 

Apoll. Rhod. 2. 1249 
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Conclusion 

I believe that it is not necessary to go deeper into the novels to understand 

that Eumathios Makrembolites’ work is closer to the most traditional text 

based on the Argonaut myth and in the majority of cases reflects it directly at 

the level of plot as well as language, i.e. it shows obvious textual encounters 

with the source. As concerns Theodore Prodromos, his novel reflects ancient 

sources at the level of lexical formatives and collocations. 

The novels The Story of Hysimine and Hysimines and Rodánthe and Do-

siklís imply receptions of all authors included on the list of the so-called 

‘recommended’. Therefore, reminiscences from Euripides’ and Apollonius’ 

works appeared in the Byzantine novels not because of their authors’ 

particular interest in their literary heritage in the Argonaut myth, but because 

the ‘novelists’ used a great number of collected works and textbooks 

composed as a result of increasing community of readers and the marvelous 

revival of university life in the 11
th
-12

th
 centuries. 

So, the above-mentioned leads to the conclusion that with respect to the 

reflection of the mythological information, and namely, of the Argonaut 

myth, this period was distinguished not by the forms of creative reception, but 

by direct borrowing and citation.  
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Zaza Khintibidze (Tbilisi) 

COMPOSITIONAL FUNCTION OF THE CIRCE-MYTH  
IN GREEK-ROMAN, MEDIEVAL EUROPEAN  

AND GEORGIAN EPIC TRADITIONS:  
TYPOLOGICAL SIMILARITY OR LITERARY RECEPTION? 

Although Circe is organically linked with the voyage of the Argonauts, she is 

represented as an incidental character in the Argonautica by Apollonius 

Rhodius. The situation is different in this regard in the Odyssey by Homer. 

Thus, it is beyond doubt that this character must have become so well-known 

and popular thanks to Homer. Most likely, Homer was aware of and rested on 

the earliest version of the Argonaut legend one of the constituent parts of 

which, according to researchers, must have been the Circe-myth. The 

exclusively archaic character of the Homeric version of the Circe-myth, along 

with many other factors, is also indicated by the circumstance that, unlike the 

Argonautica, in the Odyssey the Aeaean island and respectively the goddess 

inhabiting it are localized in the East.
1
 However, it is known according to 

Apollonius Rhodius that Circe was brought to the West by her father Helios 

in his chariot
2
, and hence, her original location logically must have been in 

the East. Accordingly, an earlier version of the Circe-myth must be reflected 

in Homer’s Odyssey, as compared with the Argonautica of Apollonius 

Rhodius. 

Taking into account the above-mentioned, the following question arises 

naturally: with what purpose must Homer have included the Circe-Myth in 

the story of the return of Odysseus, i.e. why must the image of Circe have 

been so interesting for him from the compositional viewpoint? This question 

is answered at length in my book Homer and Rustaveli. Homeric Principles 

                                                 
1
  See: Odyssey, XII, 1-4. 

2
  See: Argonautica, III, 309-313. 
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of Compositional Organization and the Epic Tradition, published at the end 

of 2005. In particular, on the basis of the traditional Homeric viewpoint that 

the plot of the Odyssey is of the folkloric origin, I tried to demonstrate what in 

the poem is Homeric proper, i.e. where and how the compositional technique 

of the individual artist is manifested. For this purpose, the composition of the 

Odyssey was discussed in relation to the fairy tale structure established by 

Vladimir Propp. One of the conclusions drawn as a result of the study in this 

direction answers the above question. In my view, Circe, as well as her 

mythological and literary doublets – Calypso, Nausicaa, Aeolus, Cyclops 

Polyphemus – are, in Propp’s terminology, the so called magic helpers, 

having a positive or negative function, who, respectively, facilitate or hamper 

the hero, wandering with one or another purpose, in reaching his goal. Thus, I 

suppose, by means of the Homeric insertion of the Circe episode into the 

Odyssey, the foundation was laid for a new variant (in this case – with the 

participation of Circe) of the traditional epic model, according to which, the 

hero, wandering over the sea and straying far outside his homeland, whose 

life is in danger as he finds himself in the half-real world of a strange 

enchantress, after entering into a love affair with her, finally succeeds in 

taking the advantage of his relationship with the hostess to attain his goal (in 

the case of Odysseus – to return to his homeland).  

As is known, the situation is analogous in the post-Homeric epic tradition 

as well, in particular, with Apollonius Rhodius. Virgil offers a slightly 

different situation in the Aeneid, which also pictures Circe and her island. 

However, the compositional function of Homer’s Circe is given to another, 

though similar character – Dido. As is noted,
3
 "Virgil refers to Circe and Dido 

by one and the same epithets and in that way indicates their interrelation." Of 

the compositional functions of Homer’s Circe, Virgil’s Dido has only that of 

being a sexual partner of the hero. This compositional function, as is known, 

culminates in the Satyricon of Petronius, in which Homer’s enchantress and 

goddess is reinterpreted as a woman of easy virtue from high society, who, in 

spite of this, still greatly endangers the man, namely, her sexual partner – 

Encolpius.
4
 The compositional function of Homeric Circe-Myth, having 

become traditional after the Odyssey, I believe, may be traced in Ovid’s Me-

tamorphoses as well, in particular, in the story of Circe and Picus.
5
 However, 

unlike the characters of Homer and Apollonius, and, similarly to the Roman 

epic tradition, here Circe has an unequivocally negative function: having 

                                                 
3
  For more details see M. Erkomaishvili, The Circe Myth and Its Interpretation in Classical Lite-

rature, Tbilisi, 2002, 113. 
4
  See: Satyricon, 126, 1-139, 5. 

5
  See: Metamorphoses, XIV, 346-414. 
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turned Picus into a woodpecker after he left home to go hunting, she once and 

for all separates him from his beloved wife, Canens. 

In my view, already the traditional compositional function of Homer’s 

Circe-myth is found in the medieval Byzantine as well as West-European epic 

traditions. An example of the former may be an episode from the novel of 

chivalry Callimachos and Chrysorrhoe by the Byzantine Prince, Andronicos 

Comnenos Ducas Palaeologos (line 1270...), in which a sorceress kills the 

protagonist Callimachos using witchcraft and separates him from his 

sweetheart, Chrysorrhoe. But the sorceress, like Homeric Circe, has both 

negative and positive traits: the initial negative function of her character 

finally changes to a positive one. A case of realization of the above-

mentioned compositional function in the West-European epic tradition can be 

traced in an episode from the unfinished novel Lancelot or, The Knight of the 

Cart by Chretien de Troyes (lines 938-1292): Lancelot, engaged in the quest 

of the Queen Guinevere, spends the second night of his travel in the palace 

surrounded by a water trench belonging to an unknown woman, probably a 

sorceress, where the hostess fruitlessly tries to seduce him, but finally does 

him no harm. However, it should be noted that, unlike the Classical tradition, 

in the above works Circe’s name is not found any more, and the similarity of 

the sorceress to the traditional image of Homeric Circe is by far more general. 

Thus, this similarity apparently must not go beyond the limits of typology, the 

illustration of which requires a special study and is outside the main purpose 

of my presentation. 

Along with the above-mentioned, my attention was also claimed by the 

circumstance that an episode of an encounter of the hero, engaged in the quest 

– Avtandili, wandering over the sea, and a woman associated with magic, 

Patmani, living in a littoral city is also found in the novel of chivalry The Man 

in the Panther’s Skin of the Georgian epic poet Shota Rustaveli (the juncture 

of the 12
th
-13

th
 cc.) This episode, from the structural and compositional 

viewpoint, is one of the most important parts of the entire poem. Although the 

heroine, according to Rustaveli, is called Patmani, not Circe, I think, unlike 

the examples of the medieval European epic tradition cited above, in the 

given case it is possible to speak not only about the typological similarity 

(Odysseus – Circe, on the one hand, and Avtandili – Patmani, on the other), 

but about the conscious, pre-Renaissance, the so-called creative literary 

reception as well. The main objective of my presentation is to illustrate 

exactly this thesis.  

The above conclusion is drawn taking into account the circumstance that 

between Homer’s story of Odysseus and Circe, on the one hand, and 

Rustaveli’s episode about Avtandili and Patmani, on the other, structural-

compositional, i.e. systemic similarity, that of the so-called general character, 
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as well as particular cases of lexical-phraseological and situational 

coincidence can be found. I focus attention on the above-mentioned because 

in the case of the existence of only the former, the similarity under 

consideration might have been explained within the limits of typology, and 

not necessarily that of reception, whereas in the case of the existence of only 

the latter – by the factor of accidental coincidence. The simultaneous 

existence of both types of similarity, in my opinion, can be explained 

exclusively by the fact of literary reception.  

The circumstance that Circe is an enchantress and goddess, and Patmani – 

only a mortal woman of easy virtue from high society, I think, cannot be 

regarded as an obstacle to substantiating the possible similarity between them. 

The point is that the image of Circe as a result of different interpretations of 

various authors of the Classical and Byzantine periods underwent 

considerable transformation. In particular, it was entirely demythologized and 

desacralized. The fact is that, as was noted above, with Petronius Circe is 

neither a goddess nor an enchantress nor a priestess any longer, but a woman 

of easy virtue from high society. And finally, in philosophical treatises of Late 

Antiquity her image is interpreted as an allegory of passion, lack of restraint 

and other human vices. This tendency of demythologization and 

desacralization appears already in the Argonautica by Apollonius Rhodius, 

where Circe is only a priestess, and no longer a goddess.
6
 

When comparing the episodes of Patmani and Circe, from the thematic-

structural viewpoint, above all the striking similarity of these two female 

characters should be noted. Here I imply the so-called ambivalence i.e. 

duality, typical of the mythological as well as literary image of Circe, which 

means that this character has both negative and positive traits. In Homer’s 

Odyssey Circe is exactly like this. Already from the Argonautica by 

Apollonius Rhodius onward she is interpreted one-sidedly – only positively 

(with Apollonius Rhodius) or only negatively (with Virgil, Ovid, Petronius, 

philosophers and commentators of the Late Antiquity). Thus, unlike Circe, 

interpreted in fact partially by Apollonius Rhodius and other Classical 

authors, literary characters created by Homer and Rustaveli (Circe and 

Patmani, respectively) undergo a transformation: the initial negative function 

of these characters finally changes to a positive one.  

In my view, the literary images of Homer’s Circe and Rustaveli’s Patmani 

show obvious similarity according to another, even more significant thematic-

structural feature as well: both characters are associated with the world of 

sorcery, i.e. magic. According to the Odyssey, Circe, as is known, is an 

enchantress herself and can turn men into pigs. In the case of Patmani, it is 

                                                 
6
  See: M. Erkomaishvili, op. cit., 152. 
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evident that this female character too is linked with witchcraft (this is the only 

case of real magic found in the poem, hence, the fact of its existence in 

Rustaveli’s literary world, due to its extraordinariness, requires a special 

explanation). Although Patmani herself apparently is not initiated into the 

knowledge of magic, she has slaves "full of sorcery"
7
 and makes use of their 

skill.
8
 

One more thematic-structural similarity between the image-characters of 

Homer’s Circe and Rustaveli’s Patmani is that both women ruin the men with 

whom they had a love affair. However, the similarity is not limited to the 

thematic-structural coincidence. In my view, the functional-compositional 

analogy is also evident. Circe does not do Odysseus any harm, on the 

contrary, she even helps him. Patmani, in her turn, remains Avtandili’s 

faithful helper even after he reveals his identity. So, as we see, one more 

compositional similarity is found: if in the Odyssey Circe helps Odysseus to 

find his way home, in The Man in the Panther’s Skin the architectonic 

peculiarity of development of the story-line gives Patmani the compositional 

function of assisting Avtandili in finding Nestani (hence, helping his friend 

Tarieli and returning to Arabia).  

Although the European and American scholars participating in the 

conference may have information concerning The Man in the Panther’s Skin 

by Rustaveli (in particular, from the book Inspiration and Poetry by Sir Cecil 

Morris Bowra, London, 1955), I have chosen to remind the reader the 

narrative of Rustaveli’s poem. There are two protagonists in The Man in the 

Panther’s Skin: Tarieli, Commander-in-Chief of India, who is in love with his 

king’s daughter, Nestan-Darejani, and Avtandili, Commander-in-Chief of 

Arabia, enamoured of the king’s daughter, Tinatini. As a result of the tragic 

events in the Kingdom of India, Nestan-Darejani is kidnapped by the Kajis, 

evil sorcerers. Tarieli searches for his beloved for a long time, but to no 

effect, due to which he becomes depressed and settles in a cave, far away 

from people. When hunting the King of Arabia, Rostevani, and his 

Commander-in-Chief, Avtandili catch a glimpse of him at a distance, and in 

vain try to get acquainted with him. The strange knight disappears. On the 

orders of the King of Arabia, his slaves during a year are searching for the 

stranger, but cannot find him, after which the King loses all interest in him. 

But the heiress to the throne, Tinatini, calls Avtandili in secret and orders 

him, as her lover, mijnuri, to find the strange knight. After looking for him for 

almost three years, Avtandili discovers the stranger’s cave in a desert place, 

manages to get acquainted with him and hears from him the story of the 

                                                 
7
  See: The Man in the Panther’s Skin, 1234, 1-2; cf.: Odyssey, X, 571, 573. 

8
  See: The Man in the Panther’s Skin, 1265, 1. 
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abduction of Nestan-Darejani. Avtandili makes friends with Tarieli and 

promises that he will try to find Nestan-Darejani’s location. However, first he 

returns to Arabia, meets Tinatini secretly, tells her Tarieli’s story and, with 

her consent, leaves the kingdom once again, this time without the permission 

of King Rostevani. Afterwards, Avtandili returns again to Tarieli, whose only 

desire is to meet his own death. Upon Avtandili’s request, Tarieli promises 

his friend to wait for him during a year in the cave. In the meantime Avtandili 

succeeds in discovering Nestan-Darejani’s location, in which, he is assisted 

most of all by the wife of the chief of merchants of the Kingdom of the Seas, 

Patmani, who is a woman of easy virtue from high society. Avtandili returns 

in time to Tarieli, tells him good tidings that his beloved Nestan-Darejani is a 

captive of the Kajis, in the unassailable castle. After this, Tarieli, with the aid 

of Avtandili and one more friend, King Pridoni, takes the castle of Kajeti by 

assault, liberates Nestan-Darejani and marries her after his arrival in the 

Kingdom of the Seas. At the end of the poem Avtandili returns together with 

his friends to Arabia and marries Tinatini. 

In order to illustrate the systemic similarity, i.e. that of the general 

character between Homer’s story about Odysseus and Circe, on the one hand, 

and Rustaveli’s episode about Avtandili and Patmani on the other, I would 

like to focus attention on the fact that the episodes under consideration in the 

Odyssey
9
 (as well as in The Man in the Panther’s Skin

10
) are created by means 

of the realization of one and the same structural-compositional model. in 

particular, this model consists of four component parts: the first one is the 

arrival of the hero (Odysseus / Avtandili) in a foreign land (Aeaean island / 

capital of the Kingdom of the Seas, Gulansharo) and his familiarization with 

that place; in the second part the hero meets an unknown hostess (Circe / 

Patmani) and enters into a love affair with her against his own will; in the 

third part the hero asks the hostess to assist his friends who are in trouble, and 

his request is satisfied immediately; in the final, fourth part the hero takes 

leave of the hostess and receives advice and guidance from her before his 

departure. As regards particular cases of lexical-phraseological and situational 

coincidence of scenes, to illustrate them I would like to emphasize the 

following circumstances. 

1. One of Patmani’s sorcerer slaves during the process of fulfilling the 

task entrusted to him by his mistress uses a magic means called "Moly" (as it 

is called in the Circe episode from the Odyssey as well).
11

 So, from the 

                                                 
9
  See: Odyssey, X, 135-574. 

10
  See: The Man in the Panther’s Skin, 1057, 1-1321, 4. 

11
  This word recorded with Homer as Molü (see: Odyssey, X, 305), according to the phonetic laws 

of the Greek language of the Byzantine period, in Rustaveli’s time was already pronounced as 

moli or Moly (see: The Man in the Panther’s Skin, 1271, 3). 
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thematic-structural viewpoint, the similarity is not manifested only in the 

"coincidence" of the designations of the magic means, but on the functional-

compositional level as well: in both cases "Moly" is such a magic means 

which is used against sorcerers (Circe and the Kajis), and with a kind 

purpose, in particular, to assist the travelling hero (Odysseus / Avtandili). 

Along with this, it should also be noted that Rustaveli refers to "Moly" as "a 

certain Moly", i.e. some kind of Moly. Generally, it is not typical of the 

author of The Man in the Panther’s Skin to describe anything else so 

vaguely,
12

 and the only fact of the deviation from this general rule must 

indicate that Rustaveli is not familiar with the properties of Moly and with the 

way how it worked as a magic means. This in its turn can be explained by the 

fact that neither did Homer describes the way Moly worked and presents only 

the outward appearance of this plant.
13

 In my view, the above-mentioned 

unequivocally points to the fact that "Moly" must have found its way into the 

artistic world of The Man in the Panther’s Skin exactly by means of literary 

reception. I shall touch upon other similarities more briefly, taking into 

account the time-limit. 

2. Patmani’s littoral city, like the Aeaean island of Circe, lies to the east.
14

 

According to one passage of the poem, this city is situated at the junctures of 

different sea routes, and moreover, as is clear from the name of the country 

("Kingdom of the Seas"), at the crossroads of different seas.
15

 In another 

passage of The Man in the Panther’s Skin, this place is definitely referred to 

as "the very midst
16

 of the sea".
17

 As is known, Homer refers to the island of 

Nymph Calypso, a mythological-literary doublet of Circe, at the beginning of 

the Odyssey, when Odysseus is there, as "the middle of the sea".
18

  

3. As is known, the Greeks stayed with Circe during a year, after which 

Odysseus asked his hostess to let him and his friends continue their journey 

homewards. According to Homer, this happened "when exactly one year had 

passed, seasons had made their circle, / months had flown and many long 

days had passed".
19

 Avtandili stayed with Patmani for a much shorter period 

than a year. However, Rustaveli starts counting time from the beginning of 

one of the stages of the hero’s wanderings of many years, and thus, Avtandili 

(like Odysseus) can start his parting words by noting that one year has 

                                                 
12

  E.g. see: The Man in the Panther’s Skin, 458, 3-459, 4. 
13

  See: Odyssey, X, 304. 
14

  See: The Man in the Panther’s Skin, 944, 3 and Odyssey, XII, 1-4. 
15

  See: The Man in the Panther’s Skin, 1061, 1, 3. 
16

  In Georgian: "Wipi", i.e. "navel". 
17

  See: The Man in the Panther’s Skin, 579, 1. 
18

  See: Odyssey, I, 50: " " 
19

  See: Odyssey, X, 469-470. 
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elapsed almost completely, due to which, he has to say farewell to his hostess 

and continue his journey. Literally, Avtandili says: "I go, I have no leisure to 

tarry longer, last year's time is come."
20

 So, I think, one more lexical-

phraseological coincidence is found: at the beginning of the parting scenes of 

Odysseus and Circe as well as Avtandili and Patmani the expiration of a one-

year period of time is compared with the recurrence of seasons and the 

cyclicity of nature, in general.  

Against the background of the above-listed general-systemic and lexical-

phraseological i.e. particular coincidences, I think, it is unjustifiable to ascribe to 

chance numerous cases of situational similarity of scenes, of which, taking into 

account the time-limit, I shall draw your attention only to the following ones.  

1. According to Homer, Odysseus has to go to bed with Circe. Hermes 

demands this from him. Otherwise the hero will not be able to help his 

companions, transformed into pigs, as he will not compel Circe to turn them 

back into humans in any other way.
21

 Like Odysseus, Avtandili fulfils 

Patmani’s wish to enter into a love affair with her against his own will and in 

order to help his friend, Tarieli.
22

 

2. When Odysseus learns from Eurylochus that his companions, sent to 

reconnoiter, are in real danger, he without hesitation arms himself and 

immediately takes a decision to rescue them. He only asks Eurylochus to 

show him the way to Circe’s house. However, when Eurylochus refuses to do 

so, he goes to Circe alone.
23

 When in return for telling the story of her former 

lover, Chashnagiri, Patmani demands from Avtandili to kill him, the hero 

realizes at once that if he learns this story, he may help Tarieli, so he arises 

fast and taking an iron cudgel, decides immediately to satisfy Patmani’s 

demand.
24

 He asks Patmani to give him a man as a guide to show him the 

road. The guide shows Avtandili Chashnagiri’s house from a distance and 

leaves him hastily.
25

 Taking into account the situational similarity analyzed 

above, I think that it should not be accidental either that exactly in this 

passage Rustaveli addresses the reader and insists twice within one line that 

there is none other [knight] like Avtandili.
26

 

3. Both in the Odyssey and in The Man in the Panther’s Skin, the hero 

(Odysseus / Avtandili) eventually manages to subjugate the hostess (Circe / 

                                                 
20

  See: The Man in the Panther’s Skin, 1307, 3. 
21

  See: Odyssey, X, 296-298. 
22

  See: The Man in the Panther’s Skin, 1087, 3-4; 1088, 3-4; 1089, 4. 
23

  See: Odyssey, X, 261-263. 
24

  See: The Man in the Panther’s Skin, 1105, 1-2. 
25

  See: The Man in the Panther’s Skin, 1106, 1-2. 
26

  See: The Man in the Panther’s Skin, 1105, 4.  
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Patmani) to his will by threatening her, namely, he is holding a weapon 

(Odysseus is holding a sword, Avtandili – a blood-stained knife).
27

 

4. After Odysseus goes to bed with Circe, four housemaids of the goddess 

wash and dress him. Then Circe bids him eat, after which the hero returns to 

his ship.
28

 After the night spent with Patmani, Avtandili too goes forth to 

bathe. Patmani gives him many garments, and invites him to a meal, like 

Circe invites Odysseus. After this the knight goes home.
29

 

5. Finally, one more plot-compositional parallel. In the Odyssey as well as 

in The Man in the Panther’s Skin the motif of leave-taking is doubled. 

Naturally, this serves different compositional purposes. Odysseus and his 

companions, returning from the Hades, visit once again Circe’s island and 

continue their voyage to their native Ithaca only after this.
30

 In The Man in the 

Panther’s Skin, the heroes, being on their way home after destroying the 

castle of Kajeti, meet Patmani once again.
31

 

Thus, Homer’s enchantress Circe, gradually "degraded and diminished" to 

the image of a woman of easy virtue within the classical epic tradition, 

transformed into Patmani in the artistic world of The Man in the Panther’s 

Skin, by means of Rustaveli’s poetic perception again acquires her original 

compositional function, which she had had at the initial stage of the epic 

tradition, in particular, in the Odyssey: that of assisting the wandering hero 

visiting her. According to Homer, this hero is Odysseus, and according to 

Rustaveli – Avtandili. Rustaveli, on the one hand, takes into account the 

medieval European epic tradition and does not mention Circe’s name. On the 

other hand, it is obvious that Circe is familiar to the author of The Man in the 

Panther’s Skin directly from the Classical epic tradition: in particular, both 

from its relatively late stage (literature of the Roman period and Late 

Antiquity, within which Homer’s enchantress and goddess retained, in fact, 

only her name – Circe), and from the earliest stage as well, i.e. Homer’s 

Odyssey, which enabled Rustaveli, by means of the creative reception of the 

initial, Homeric compositional function of the Circe-myth, to create an 

entirely new, Renaissance-type literary character – Patmani.  

                                                 
27

  See: Odyssey, X, 321-323 and The Man in the Panther’s Skin, 1114, 4-1115, 1-2. 
28

  See: Odyssey, X, 345-407. 
29

  See: The Man in the Panther’s Skin, 1251, 1. 
30

  See: Odyssey, XII, 1-144. 
31

  See: The Man in the Panther’s Skin, 1422-1441. 
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Beate Kobusch (Essen) 

IASON – HELD ODER ANTIHELD? 
ZUR APOLLONIOS - UND VALERIUS - REZEPTION  

IN G. B. PIOS ARGONAUTICA-SUPPLEMENT (BOLOGNA 1519) 

Die Argo war schon zu Homers Zeiten p©si mšlousa (Od. 12, 70). In der 
Antike erfuhr der Argonautenmythos durch Pindar, Euripides, Apollonios von 
Rhodos, Ovid und Valerius Flaccus eine mannigfache literarische 
Bearbeitung, durch die der Stoff bis heute bekannt ist und immer wieder zum 
Thema der Weltliteratur wird.1 Da den griechischen und lateinischen 
Originaltexten im Mittelalter jedoch kaum ein Nachleben beschieden war,2 
verdanken sie ihr dauerhaftes Fortleben der vielfältigen Rezeption durch die 
Renaissance-Humanisten, die sich der Wiederbelebung der Antike 
verschrieben hatten. 

                                                 
1   Vgl z.B. F. Grillparzers Dramentrilogie Das Goldene Vlies aus dem Jahr 1821 oder R. Graves’ 

The Golden Vlies aus dem Jahr 1944, zu einem Überblick vgl. Frenzel E., ( 9 1998), Stoffe der 
Weltliteratur, 511f. Inzwischen ist für das Jahr 2008 auch ein Computerspiel angekündigt, das 
Iasons Abenteuer zum Thema macht: Rise of the Argonauts, vgl. www.codemasters.de. 

2  Zwar lebte der Argonautenmythos auch im Mittelalter fort, da die Verbreitung des Christentums 
nicht eine Verdrängung des antiken Mythos, sondern vielmehr eine Instrumentalisierung im 
Sinne christlicher Allegorisierung und Moralisierung zur Folge hatte. Bekannt war er jedoch 
kaum aus antiken Originaltexten, sondern aus Mythenzusammenstellungen und Kompendien 
wie den Fabulae des Hygin oder der De excidio Troiae historia des Dares Phrygius, die die 
ursprünglichen Quellenzusammenhänge weitgehend ignorierten. Vgl. de Vries J., For-
schungsgeschichte der Mythologie, Freiburg/München 1961, 59ff.; Buck A., Die Rezeption der 
Antike in den romanischen Literaturen der Renaissance, Berlin 1976, 193ff.; Seznec J., Das 
Fortleben der antiken Götter. Mythologische Tradition im Humanismus und in der Kunst der 
Renaissance, München 1990, 163-249. Zur mittelalterlichen Argonautenrezeption allgemein 
vgl. Kepetzis E., Medea in der bildenden Kunst vom Mittelalter zur Neuzeit, Frankfurt/Main 
1997; Morse R., The Medieval Medea, Cambridge 1996; Harter N.F.R., A Literary History of 
the Legend of the Argonautic Expedition through the Middle Ages, Diss., Pittsburgh, Pensylva-
nia 1954, Domínguez F. A., The Medieval Argonautica: Sources, Transmission an Interpreta-
tion, Diss., Ann Arbor 1974. 
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Ein solches Rezeptionsdokument der antiken Argonautensage möchte ich 
im Folgenden vorstellen: Das Argonautica-Supplement des Giovanni Battista 
Pio.3 Dazu werde ich zunächst einige Worte über Pio selbst und seine 
Beschäftigung mit dem Argonautenmythos sagen. Im zweiten Teil möchte ich 
anhand eines inhaltlichen Aspektes einen Eindruck von Pios Supplement 
vermitteln. Und zwar soll es um die Iason-Darstellung bei Pio gehen, also um 
die Frage, welche charakterlichen Eigenschaften der Renaissance-Humanist 
Pio seiner zentralen Heldenfigur zuschreibt. Betrachtet werden muss Pios 
Iasongestalt vor dem Hintergrund seiner antiken Vorbilder: An erster Stelle 
ist hier die hellenistische Iasonfigur der Argonautika des Apollonios von 
Rhodos zu nennen, die wiederum nur auf der Folie des homerischen 
Heldentypos zu verstehen ist. Eine ebenso wichtige Vorlage für Pios Iason 
stellt die Iasongestalt des Valerius Flaccus dar, der im 1.Jh. n. Chr. eine 
lateinische Fassung der Argonautengeschichte verfasste, die das griechische 
Vorbild gewissermaßen romanisiert. Als dritte Bezugsgröße soll die für die 
lateinische Literatur wohl wichtigste und einflussreichste Heldengestalt, die 
Figur des Aeneas in der Aeneis Vergils, in den Blick genommen werden, da 
sie sowohl Valerius Flaccus als auch später Pio als Folie für die eigene 
Heldendarstellung dient.  

1. Ein wichtiges Zentrum der Argonautenrenaissance in Italien war das 
Bologna des frühen 16. Jahrhunderts. Hier entstand beispielsweise um 1500 
ein Gemälde von Lorenzo Costa, das die Argo auf der Rückfahrt von Kolchis 
nach Griechenland zeigt. Nahezu gleichzeitig fand die Rezeption des 
Argonautenmythos auch im literarisch-wissenschaftlichen Bereich ihren 
Niederschlag. Davon legt eindrucksvoll das Werk des Bologneser 
Humanisten Giovanni Battista Pio Zeugnis ab. Pio wurde ca. 1475/6 in 
Bologna geboren und starb 1542/3 in Rom – die Lebensdaten lassen sich 
nicht bis ins Letzte rekonstruieren. Sein Leben, das als typisch für einen 
Humanisten der italienischen Renaissance gelten kann, widmete Pio 
ausschließlich der Wissenschaft. Er erhielt schon mit ca. 19 Jahren einen 
Lehrstuhl für Rhetorik und Poetik in Bologna und lehrte von da an 
ununterbrochen an den Universitäten in Bologna, Mantua, Mailand, Lucca 
und Rom. Charakteristisch für Pios Leben und Movens seiner Laufbahn war 
sein Stilideal, der Apuleianismus, d.h. die Vorliebe für die nichtklassischen 
lateinischen Autoren. Pios wissenschaftlicher Tätigkeitsbereich umfasste 
sämtliche wesentlichen Gebiete der Renaissance-Philologie. So edierte er 
zahlreiche Werke zum Teil bis dahin kaum bekannter antiker Autoren wie 

                                                 
3   Der Text des Supplements ist ediert, übersetzt und ausführlich kommentiert: Kobusch B., Das 

Argonautica-Supplement des Giovanni Battista Pio, Einleitung, Edition, Übersetzung, Kom-
mentar, Trier 2004. 
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Sidonius oder Fulgentius, schrieb philologische Kommentare mit 
textkritischen Bemerkungen, Wort- und Sacherklärungen z.B. zu Plautus oder 
Lucrez und verfasste darüberhinaus auch eigene literarische Texte.4  

1519 erschien in Bologna seine Valerius-Flaccus Ausgabe. Mit der 
kommentierten Edition des "vollständigen" Valerius-Textes leistet Pio 
zunächst einen wesentlichen Beitrag zur wissenschaftlichen Beschäftigung 
mit Valerius Flaccus: Die Ausgabe entspringt dem Wissen um die im Laufe 
der Zeit zunehmende Textverderbnis und ist mit durchaus modernen 
Ansprüchen und Methoden um die Herstellung eines möglichst originären 
Textes bemüht, indem sie auf der Kollation mehrerer Valerius-Handschriften 
und Drucke basiert.5 Mit ausführlichen kommentierenden Anmerkungen 
bemüht sich Pio darum, den Text dem Leser inhaltlich verständlich zu 
machen und ihn mit seiner griechischen Vorlage in Beziehung zu setzen.6  

Zugleich erfahren die Argonautica durch Pio in einem Supplement auch 
eine produktive Rezeption. Pio empfand den fehlenden Schluss der 
lateinischen Argonautica als Desiderat, dem er zum allgemeinen Gebrauch im 
Rahmen der epischen Tradition Abhilfe schaffen wollte.7 Deshalb erzählt er 

                                                 
4  Vgl. ausführlich zu Leben und Werk des Giovanni Battista Pio Kobusch B., Das Argonautica-

Supplement des Giovanni Battista Pio, Einleitung, Übersetzung, Kommentar, Trier 2004, 19-117. Zu 
Einzelaspekten seines Lebens und Werkes vgl.: Del Nero V., Note sulla vita di Giovan Battista Pio, 
RIN 21, 1982, 247-263; dens.: La questione dell’anima nel commento di G. B. Pio‚ De rerum natura’ 
di Lucrezio, AIFU 5, 1983, 29-60; dens.: Filosofia e teologia nel commento di Giovanni Battista Pio a 
Lucrezio, Interpres 6, 1985-6, 156-199; dens.: La sessualità nel commento di Giovan Battista Pio a 
Lucrezio, RIN 26 (1986), 277-295; dens.: Giovan Battista Pio tra grammatica e filosofia, in: Avellini 
L., (Hrsg.): Sapere e/è potere, vol. I, Bologna 1990; Dionisotti C., Giovan Battista Pio e Mario Equi-
cola, in: Ders.: Gli umanisti e il volgare fra Quattro e Qinquecento, Firenze 1968, 78-130; Maranini A., 
Dispute tra vivi e morti: Plauto fra Bocchi, Pio e Pilade, GIF 53, 2001, 315-330; Opelt I., Studi su Gi-
ovanni Battista Pio, in: L. Rotondi Secchi Tarugi (Hrsg.): Educazione e la formazione intellettuale 
nell’età dell’umanesimo: Atti del II convegno internazionale, 1990, Mailand 1992, 187-192; dies.: Gi-
ovanni Battista Pio an die Regierung von Lucca: Widmung von Ciceros Briefen an Atticus, in: Finger 
H., (Hrsg.): Bücherschätze der rheinischen Kulturgeschichte, Düsseldorf 2001, 255-266; Pizzani U., 
La psicologia lucreziana nell’interpretazione di G.B. Pio, RPL 6, 1983, 291-302; Tagliente M. C., G.B. 
Pio e il testo di Lucrezio, RPL 6, 1983, 337-345. 

5  In der Widmungsepistel schreibt Pio: In quo tot mendae, liturae, calvitia, defectus verum sen-
sum interverterant, ut Flaccus in Flacco […] quaereretur nec inveniretur. Sodann kündigt er 
den Vergleich unterschiedlicher Handschriften an, C. Valerii Flacci commentarii Pio Bononien-
si auctore, Bononiae 1519. Ausführlich zu Pios Edition und den von ihm benutzten Hand-
schriften vgl. Kobusch B., Das Argonautica-Supplement des Giovanni Battista Pio, 144-157. 

6  Der Kommentar enthält textkritische Anmerkungen, Wort-und Sacherläuterungen, Vergleiche 
mit der Fassung des Apollonios sowie Übersetzungen des griechischen Textes ins Lateinische, 
vgl. Kobusch B., Das Argonautica-Supplement des Giovanni Battista Pio, 157ff. 

7  Pios Überschrift zu seinem Supplement lautet folgendermaßen: Octavi libri Argonauticon 
reliquum ex Apollonio Rhodio interprete Pio Bononiensi cum duobus aliis libris subsequentibus 
ex eodem Rhodio, unde habetur perfecta historia Argonautica. C. Valerii Flacci commentarii 
Pio Bononiensi auctore. Bononiae 1519, 163v. 
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den bekanntlich mitten im 8. Buch (nach Vers 467) abbrechenden Text des 
Valerius Flaccus in zweieinhalb Büchern weiter. Pios Text setzt also ein mit 
der Auseinandersetzung zwischen Medea und Iason über die Bedrohung 
durch Medeas Bruder Apsyrtos, schildert dann den Mord an Apsyrtos und die 
weiteren Abenteuer der Rückreise wie die Entsühnung durch Kirke, die 
Passage durch Skylla und Charybdis, den Aufenthalt bei den Phäaken, die 
Irrfahrt in die libysche Syrte oder die Bedrohung durch den Riesen Talos und 
schließlich die glückliche Heimkehr. Pio vervollständigt den Text des 
Valerius auf diese Weise mit 1423 Versen auf 10 Bücher.8 

Dabei versteht Pio sich in erster Linie als interpres ex Apollonio, also als 
Übersetzer des Apollonios.9 Dementsprechend orientiert er sich grundsätzlich 
sehr eng an dem 4. Buch der Argonautika des Apollonios von Rhodos. Dabei 
ignoriert er die Tatsache, dass Valerius die Rückfahrt, soweit das aus dem 

                                                 
8  Pio reflektiert an keiner Stelle über die tatsächliche oder von Valerius geplante Buchzahl, die 

auch in der modernen Forschung nicht eindeutig beantwortet werden kann: Nachdem lange die 
Hypothese von der an der Aeneis orientierten Zwölfzahl der Argonautica-Bücher vorherrschte, 
wies zuerst Ribbeck O., Geschichte der römischen Dichtung III, Stuttgart 1892, 167, 187, 
nachdrücklich auf die Fragwürdigkeit dieser These hin und vertrat die Meinung von 10 Argo-
nautica-Büchern. Nach den einschlägigen Untersuchungen von Schetter W., Die Buchzahl der 
Argonautica des Valerius Flaccus, Philologus 103, 1959, 297-308 und Adamietz J., Zur Kom-
position der Argonautica des Valerius Flaccus, München 1967, 108-113, geht die communis 
opinio heute von 8 Valerius-Büchern als Ergebnis einer Dopplung der 4 Apollonios-Bücher und 
einer Imitation der asymmetrischen Bucheinteilung Vergils aus. 
 Bei Pio ergibt sich die Anzahl von 10 Büchern zum einen konsequent aus der inhaltlichen 
Orientierung an den Argonautika des Apollonios, die einerseits für 8 Bücher mit der ungefähren 
Verszahl des Valerius zu viel, für 12 jedoch zu wenig Stoff bieten. Zum anderen kann man die Bu-
cheinteilung Pios in gewisser Weise als Nachahmung der kompositionellen Gestaltung des Vale-
rius im Hinblick auf ihr Verhältnis zur Bucheinteilung des Apollonios betrachten: Da dem 3. Buch 
des Apollonios bei Valerius die Bücher 5, 6 und 7 entsprechen, ist es konsequent, wenn mit dem 4. 
Buch des Apollonios weitere 3 Bücher in den lateinischen Argonautica kongruieren. Vgl. 
ausführlich hierzu Kobusch B., Das Argonautica-Supplement des Giovanni Battista Pio, 616-620. 

9  Vgl. Anm. 7. Der Begriff des interpres gewinnt im Humanismus noch stärker als schon in der 
Antike ein vielschichtiges Bedeutungsspektrum von dem ‘Übersetzer’, der einen Text 
wortwörtlich in eine andere Sprache überträgt, bis hin zum ‘Erklärer’ oder ‘Kommentator’, der 
einen Text im modernen Sinne interpretiert, und schließt damit die Prinzipien der imitatio und 
aemulatio mit ein. Zu dem gesamten Themenkomplex vgl. Reiff A., Interpretatio, imitatio, ae-
mulatio. Begriff und Vorstellung literarischer Abhängigkeit bei den Römern, Diss., Köln 1959; 
Fuhrmann M., Interpretatio, Notizen zur Wortgeschichte, in: Liebs D., (Hrsg.): Sympotica F. 
Wieacker, Göttingen 1970, 80-110; Russel D. A., De imitatione, in: West D., Woodman T., 
(Hrsg.): Creative Imitation and Latin Literature, Cambridge 1979, 1-16. Zintzen C., Das Zu-
sammenwirken von Rezeption und Originalität am Beispiel römischer Autoren, in: Lange H., 
Zintzen C., (Hrsg.): Zum Problem der Rezeption in den Geisteswissenschaften. Abhandlungen 
der Akademie der Wissenschaften und der Literatur, Mainz 1986, 15-36. 

      Indem Pio sich in seiner Rolle als Fortsetzer des Valerius als interpres des Apollonios be-
zeichnet, spielt er mit der Vielschichtigkeit des Begriffs. Zugleich macht er so indirekt sein 
Verständnis des Verhältnisses der griechischen zu den lateinischen Argonautica deutlich, das er 
offensichtlich als enges Abhängigkeitsverhältnis sieht. 
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überlieferten Teil des 8. Buches hervorgeht, wesentlich knapper darstellt oder 
darstellen wollte als seine griechische Vorlage. Pio fasst die beiden Episoden 
bei Apollonios, in denen die Auslieferung Medeas an die Kolcher einmal 
durch den Apsyrtos-Mord und das zweite Mal durch die Hochzeit vermieden 
wird, zu einer zusammen.10 Indem Pio die Stelle, an der der Valerius-Text 
abbricht, mit der ersten Auslieferungspassage parallel setzt und ab da in enger 
Orientierung an Apollonios weitererzählt, nimmt er einige logische Brüche 
zum Text des Valerius in Kauf: So ignoriert er z.B. die bei Valerius schon 
vollzogene Hochzeit (VF 8, 216-58) und lässt Iason und Medea ‘erneut’ 
heiraten (Pio 10, 159-189). Ein anderes Beispiel für Pios Fixierung auf die 
griechische Vorlage ist die Schilderung vom Tod des Kanthos in der 
libyschen Syrte (Pio 10, 503-520), der bei Valerius schon in Kolchis im Krieg 
gegen Perses fällt (VF 6, 317ff.). 

Trotzdem stellt Pios Supplement aber keineswegs eine reine Apollonios-
Übersetzung dar, sondern bemüht sich auch um eine sinnvolle Weiterführung 
des Valerius-Textes. Deutlich wird dieses Bestreben zum Beispiel in der 
konsequenten Verwirklichung der von Valerius in Anlehnung an Vergil 
explizierten fatum-Konzeption, nach der die Weltordnung durch Iuppiters 
Weltenplan unverrückbar festgelegt ist.11 Immer wieder spielt Pio auf diesen 
Leitgedanken der grundsätzlichen Determination aller menschlichen 
Geschicke an. So hält er z.B. das katastrophale Ende der Ehe zwischen Iason 
und Medea durch Vorausdeutungen stets präsent (Pio 8, 574-577; 9, 343-349; 
10, 182-185) oder führt den Grundgedanken des Valerius konsequent weiter, 

                                                 
10  Vgl. Adamietz J., Zur Komposition der Argonautica des Valerius Flaccus, München 1967, 111; 

Schenk P., Studien zur poetischen Kunst des Valerius Flaccus, München 1999, 66f. 
11  Bis heute besteht in der Forschung weder Konsens über die Konsequenz der Umsetzung der 

‘tragenden’ Idee des Weltenplans noch in der Bestimmung des übergreifenden Sinngehalts, vgl. dazu 
besonders Wetzel S., Die Gestalt der Medea bei Valerius Flaccus, Diss., Kiel 1957, 11ff.; Schönberger 
O., Zum Weltbild der drei Epiker nach Lucan, Helikon 5, 1965, 123-145; Adamietz J., Zur Komposi-
tion der Argonautica des Valerius Flaccus, München 1976, 24, 120; Burck E., Die Argonautica des 
Valerius Flaccus, in: Ders., (Hrsg.): Das römische Epos, Darmstadt 1979, 232-236; Schubert W., Jupi-
ter in den Epen der Flavierzeit, Frankfurt/Main 1984, 38f.; Davis M. A., Ratis audax: Valerius Flac-
cus’ Bold Ship, Ramus 18, 1989, 46-73; Wacht M., Jupiters Weltenplan im Epos des Valerius Flaccus, 
Stuttgart 1991; Franchet D’Espèrey S., L’univers des Argonautiques est-il absurde? In: Eigler U., 
Lefèvre E., (Hrsg.): Ratis omnia vincet. Neue Untersuchungen zu den Argonautica des Valerius Flac-
cus, München 1998, 213-222; Ehlers W. W., Einhundert Jahre Prinzipat. Über den Sinn der Argonau-
tica des Valerius Flaccus, In: Holthausen J., (Hrsg.): Psyche, Seele, Anima: K. Alt zum 7. Mai 1998, 
Stuttgart 1998, 145-156; Lefèvre E., Der ordo rerum in Valerius Flaccus’ Argonautica, in: Eigler U., 
Lefèvre E., (Hrsg.): Ratis omnia vincet. Neue Untersuchungen zu den Argonautica des Valerius Flac-
cus, München 1998, 223-232; Eigler U., Valerius Flaccus: Auf der Suche nach dem verlorenen Stil? 
In: Ders., Lefèvre E., (Hrsg.): Ratis omnia vincet. Neue Untersuchungen zu den Argonautica des Vale-
rius Flaccus, München 1998, 33-49; Manuwald G., Die Cyzicus-Episode und ihre Funktion in den Ar-
gonautica des Valerius Flaccus, Göttingen 1999, 130-176; Dräger P., Die Argonautika des Apollonios 
Rhodios, Das zweite Zorn-Epos der griechischen Literatur. München/Leipzig 2001, 570ff. 
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den Argonautenzug als ersten einer Folge von Frauenrauben, die jeweils zur 
Translation der globalen Herrschaft führen, in einen weltpolitischen 
Gesamtzusammenhang einzuordnen (Pio 9, 20f.; 9, 91-97; 10, 81-85).  

Darüber hinaus setzt Pio in seiner Version der Rückfahrt der Argonauten 
nach Griechenland aber auch eigene Akzente, die weder auf eine Apollonios- 
noch auf eine Valerius-Nachahmung zurückzuführen sind. Auf diese Weise 
entsteht ein reizvolles Konglomerat aus Apollonios-Übersetzung und 
Valerius-Fortsetzung, das aber durchaus auch Reflexe auf zeitgenössisches 
Gedankengut aufweist. Dieses typisch humanistische Nebeneinander von 
Rezeption und Produktion, von interpretatio, imitatio und aemulatio spiegelt 
sich in besonderem Maße in Pios Iasondarstellung wider: 

2. Die Iasongestalt des Apollonios stellt eine Kontrastfigur zu homerischen 
Helden dar, da sie weder über besondere körperliche Stärke noch über 
herausragenden Mut oder Tapferkeit verfügt. Vielmehr wird Iason bei 
Apollonios zu einem Helden, der zwar durch Schönheit und Sexappeal 
besticht, als Anführer eines so gewagten Unternehmens wie der Fahrt nach 
Kolchis durch seine Schwäche und Unsicherheit aber wenig geeignet 
erscheint. Apollonios stellt Iason also als Antihelden dar, dessen 
charakteristische Eigenschaft in seiner ¢mhcan…a besteht.12  

Im Gegensatz dazu entspricht Iason bei Valerius wieder dem Prototypen 
eines homerischen Heros. Er wird wieder zu einem unangefochtenen 
Haupthelden mit Führungsqualitäten, der sich durch typisch römische 
Qualitäten wie virtus und gloria auszeichnet. Trotzdem bleibt er – 
beispielsweise im Umgang mit Medea, deren Liebe er hemmungslos für seine 
eigenen Interessen ausnutzt – ein Held mit moralischen Defiziten, so dass er 
keineswegs als ungebrochen positive Heldenfigur erscheint.13 

                                                 
12  Die Forschungsmeinungen zum Heldentum Iasons bei Apollonios divergieren beträchtlich in der 

Definition bzw. Negierung seines Heroismus. Zu einem Überblick über die unterschiedlichen In-
terpretationstendenzen vgl. Klein Th. M., Apollonius’ Jason, Hero and Scoundrel, QUCC 42, 1983, 
115-126; Hunter R. L., Short on Heroics. Jason in the Argonautica, CQ 37, 1988, 436-453; Thiel 
K., Aietes der Krieger – Jason der Sieger. Zum Heldenbild im hellenistischen Epos, Stuttgart 1996, 
2-5; Pietsch Ch., Die Argonautika des Apollonios von Rhodos: Untersuchungen zum Problem der 
einheitlichen Konzeption des Inhalts, Stuttgart 1999, 99-104 und den Forschungsbericht von Glei, 
R. F., Outlines of Apollonian Scholarship 1955-1999, in: Papanghelis Th.D., Rengakos A., (Hrsg.): 
A Companion to Apollonius Rhodius, Leiden/Boston/Köln 2001, 6-13. 

13  Auch der Iason des Valerius erfährt in der Forschung keineswegs eine einheitliche Beurteilung; 
vor allem die Frage nach dem Verhältnis zwischen gloria und religio wird kontrovers diskutiert 
und dementsprechend Iasons moralische Integrität unterschiedlich bewertet. Vgl. u.a. Adamietz 
J., Jason und Hercules in den Epen des Apollonios Rhodios und Valerius Flaccus, A&A 16, 
1970, 29-38; Adamietz J., Zur Komposition der Argonautica des Valerius Flaccus, München 
1976, 6ff.; Hash R. W., The Jason Theme in Greek and Roman Literature. Diss., Vanderbilt 
1970, 133ff.; Lüthje E., Gehalt und Aufriß der Argonautica des Valerius Flaccus, Diss., Kiel 
1971, passim; Burck E., Jasons Kämpfe in Kolchis bei Apollonios Rhodios und C. Valerius 
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Pio ist nun zunächst in Übereinstimmung mit Valerius um eine Re-
Heroisierung seiner Iasongestalt bemüht. Ohne den Rahmen der durch den 
Mythos nach der Fassung des Apollonios vorgegebenen Fakten zu sprengen, 
sucht Pio seinen Iason als herausragenden Haupthelden zu präsentieren, der 
als aktiv und mutig handelnder dux seiner Führungsposition gerecht wird und 
die Argonautenfahrt zur Mehrung seines Ruhms zu einem erfolgreichen Ende 
führen will. Wie Valerius nähert auch Pio damit seinen Iason wieder dem 
Ideal eines homerischen Helden an. Deutlich wird dies schon im Proömium 
zum 9. Buch, in dem Iason eine exponierte Stellung zugewiesen wird:  

Pio 9, 1-4:  Nunc mihi, Calliope, primae ratis ausa canenti 
erroresque ducis varios iterumque remensum 
aequor et Adriaco lustratas marmore terras 
adspira! 

Während Apollonios in seinen Proömien zum 3. und zum 4. Buch Medea 
in den Vordergrund rückt, kündigt Pios Erzähler die errores ducis als 
thematischen Schwerpunkt des folgenden Buches an und stellt Iasons 
Erlebnisse so ins Zentrum des Interesses.  

Deutlicher noch wird Pios Bemühen um eine Re-Heroisierung Iasons z.B. 
anhand eines Gleichnisses, das bei Apollonios dazu dient, Iason von der 
homerischen Heldenkonzeption zu distanzieren: Nachdem die Argonauten in 
der libyschen Syrte gestrandet sind, ruft Iason seine Gefärten zu einer 
Versammlung zusammen. Apollonios vergleicht Iasons Ruf nach den 
Argonauten mit dem Brüllen eines Löwen nach seiner Gefährtin, das Rinder 
und Hirten in Furcht erstarren lässt, während auf die Argonauten die Stimme 
ihres Freundes jedoch keineswegs furchterregend wirkt (AR 4, 1337ff.). 
Indem Apollonios explizit das Moment der Inkongruenz durch ein negatives 
tertium comparationis betont, erscheint Iason gerade nicht wie homerische 
Helden ‘als ein Löwe’.14  

                                                                                                     
Flaccus, In: Dauer und Überleben des antiken Geistes, Festschrift für Diller H., Athen 1975, 11-
43; dens.: Die Argonautica des Valerius Flaccus, In: Ders. (Hrsg.): Das römische Epos, Darm-
stadt 1979, 238ff.; Hull K. W. D., The Hero-Concept in Valerius Flaccus’ Argonautica, In: 
Deroux C., (Hrsg.): Studies in Latin Literature and Roman History I, Bruxelles 1979, 379-409; 
Cecchin S. A., Giasone alla conquista del vello d’oro. Personaggi e intreccio nelle Argonautiche 
di Valerio Flacco, Orpheus 5, 1984, 271-318; Ferenczi A., Sine Honore Labores. Zum Virtus-
begriff bei Valerius Flaccus, Philologus 139, 1995, 147-156; Hershkowitz D., Valerius Flaccus’ 
Argonautica: Abbreviated Voyages in Silver Latin Epic, Oxford 1999, 35-128; Ehlers W. W., 
Einhundert Jahre Prinzipat. Über den Sinn der Argonautica des Valerius Flaccus, In: Holthau-
sen J., (Hrsg.): Psyche, Seele, Anima: K. Alt zum 7. Mai 1998, Stuttgart 1998, 152. 

14  Vgl. Effe B., Tradition und Innovation. Zur Funktion der Gleichnisse des Apollonios Rhodios, 
Hermes 124, 1996, 295f.; dens.: The Similes of Apollonius Rhodius. Intertextuality and Epic 
Innovation, in: Papanghelis Th. D., Rengakos A., (Hrsg.): A Companion to Apollonius Rhodius, 
Leiden/Boston/Köln 2001, 152; Goldhill S., The Poet’s Voice. Essays on Poetics and Greek 
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Pio setzt in seiner Version des Gleichnisses mit der traditionellen 
Gleichnisstruktur auch den traditionellen Heldentypus wieder in sein Recht: 

Pio 10, 365-372:  Dixit et assurgens socios dux convocat omnes 
                                 fauce siti exusta atque arenti pulvere siccus. 
 Ut leo per nemus amissam si forte leaenam 
 vestigans rugit, fluvii vallesque profundae 
 voce gravi montesque tremunt praeduraque saxa, 
 agrestes horrent tauri durique bubulci: 
 Sic ducis horribili strepuit vox magna fragore 
 et rigido commista sono est cogentis amicos. 

Statt wie Apollonios das Gleichnis durch die Negierung der Vergleichbar-
keit in gewisser Weise wieder aufzuheben bzw. zu einem Antigleichnis 
werden zu lassen, betont Pio ausdrücklich die Kongruenz zwischen den 
furchterregenden Stimmen Iasons und des Löwen. Diese ‘Re-Homerisierung’ 
des Gleichnisses dient der Heroisierung Iasons, der auf diese Weise von 
einem Gefährten (AR 4, 1343) wieder zu einem dux (Pio 10, 371) wird, 
dessen Autorität nicht in Zweifel steht.  

Entscheidend über Valerius hinaus geht Pio allerdings in dem Bestreben, 
seinem Iason auch moralische Qualitäten zuzuschreiben. In Anlehnung an 
Vergils Aeneasfigur stilisiert er ihn zu einem pius Iason, der sich sowohl in 
seinem Verhalten den Göttern als auch den Menschen gegenüber von seinem 
‘römischen’ Vorbild unterscheidet. Vor allem scheint Pios Iason ehrliche 
Liebe für Medea zu empfinden, so dass er dementsprechend liebevoll und 
einfühlsam mit ihr umgeht. Z. B. intenisiviert Pio die teilnahmsvolle und 
zärtliche Fürsorge, mit der Iason sich bei Kirke um Medea kümmert, im 
Vergleich zu Apollonios (AR 4, 749-752) sehr deutlich. 

Pio 9, 276-280:          Sic ait. Illa gravi iamdudum oppressa dolore 
desiccat levi rorantia lumina peplo, 
donec Iolchiacus deflentem sustulit heros 
et – iuvenem comitatus Amor – suadere salutem 
incipiunt blandoque levant sermone gementem. 

Pio lässt Iason Medea im physischen und psychischen Sinn aufrichten, sie 
mit schmeichelnden Worten trösten und ihren Blick wieder auf die Zukunft 
richten. Besonders durch die eigenständige Einführung des personifizierten 

                                                                                                     
Literature, Cambridge 1991, 307ff.; Gummert P. H., Die Erzählstruktur in den Argonautika des 
Apollonios von Rhodos, Frankfurt/Main 1992, 115f.; Hunter R. L., The Argonautica of Apollo-
nios, Literary Studies, Cambridge 1993, 133; Reitz C., Zur Gleichnistechnik des Apollonios 
von Rhodos, Frankfurt/Main 1996, 141. 
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Amor charakterisiert Pio Iason eindeutig als Liebenden und spricht ihn damit 
von dem Vorwurf frei, Medea nur ausgenutzt zu haben.  

Am sinnfälligsten wird Pios Bemühen um eine moralische Aufwertung 
Iasons bei der Beschreibung des Apsyrtos-Mordes, den er zu einer im 
Rahmen der pietas vertretbaren Tat umwertet:  

Pio 8, 548-563  Tantum effatus: "Abitne heros per stagna profundi 
 Cimmerii, soror, Aesonides? Relegitne priora 

 litora vel portus alios subiturus et urbes?", 
 fallax, ut iuvenes Graios pubemque Pelasgam 
  excipiat ferro atque inimico remige claudat, 
 cum subito Aesonides densis subit actus ab umbris 
 attollitque manu nudatum fervidus ensem.  

... 
                           Qualis cervice iuvencus 

 saucius a Libyco reboans immane leone 
 se rotat et gyris redeuntibus implicat orbes,   

talis ab Haemonio percussus Ponticus ense   
 Absyrtus, licet attonitus et corde gelato 
 saxeus, arma tamen iuvenilibus apta lacertis 
 corripit et saevo fert comminus ora tyranno. 

Zunächst einmal ist bemerkenswert, dass bei Pio anders als bei 
Apollonios Medea allein zur Initiatorin des Verbrechens wird. Vor allem 
erzielt Pio aber eine moralische Entlastung Iasons durch die grundlegende 
Änderung der Charakteristik des Apsyrtos: Pio präsentiert Apsyrtos nicht wie 
Apollonios als unschuldigen, naiven jungen Mann, der einem Kind 
vergleichbar ist, das sich, ohne die Gefahr zu kennen, in einen reißenden 
Fluss wagt (AR 4, 460f.),15 sondern zeigt ihn als hinterhältigen Schurken, der 
seinerseits keineswegs auf eine friedliche Lösung des Konflikts bedacht ist 
und ebenfalls einen heimtückischen Anschlag auf Iason plant. Dadurch kann 
der folgende Mord, auch wenn er in seiner Ausführung ein feiges Verbrechen 
ist, doch in gewisser Weise als Folge eines Kampfes zweier gleichwertiger 
Gegner angesehen werden.  

                                                 
15  Zur Interpretation dieses Gleichnisses vgl. Drogemöller H. P., Die Gleichnisse im hellenistis-

chen Epos, Diss., Hamburg 1956, 164; Fränkel H., Noten zu den Argonautika des Apollonios, 
München 1968, 497; Stanzel K. H., Jason und Medea: Beobachtungen zu den Gleichnissen bei 
Apollonios Rhodios, Philologus 143, 1999, 262f; Gummert P. H., Die Erzählstruktur in den Ar-
gonautika des Apollonios von Rhodos, Frankfurt/Main 1992, 112 Anm. 44; Natzel S. A., Klša 
gunaikîn: Frauen in den Argonautika des Apollonios Rhodios, Trier 1992, 105; Glei R., Natzel-
Glei S., Apollonios von Rhodos: Das Argonautenepos, herausgegeben, übersetzt und erläutert. 
Bd. 2., Darmstadt 1996, 194 Anm. 49; Reitz C., Zur Gleichnistechnik des Apollonios von Rho-
dos, Frankfurt/Main 1996, 116ff. 
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Des Weiteren sucht Pio seinen Iason zu entlasten, indem er ihn mit 
Aeneas bei der Tötung des Turnus parallelisiert: Wie Aeneas (Aen. 12, 951) 
wird Iason als fervidus beschrieben, als er auf seinen Gegner zustürmt. 
Außerdem ist bezeichnend, dass der eigentliche Akt der Ermordung des 
Apsyrtos nicht als solcher berichtet wird: In Vers 8, 554 erhebt Iason nur die 
Hand zum Schlag und in Vers 8, 558 ist Apsyrtos bereits getroffen. So wird 
Iason nur indirekt als Mörder dargestellt.  

Noch evidenter wird Pios Absicht zur moralischen Entlastung Iasons auch 
hier im Rahmen eines Gleichnisses: Apollonios qualifiziert Iason (AR 4, 468) 
als barbarischen Verbrecher vom Schlage eines Amykos, indem er ihn mit 
einem brutalen Schlächter, der einen Stier niedermetzelt, vergleicht.16 Pio 
hingegen parallelisiert Iason stattdessen in 8, 557ff. mit einem Löwen und 
charakterisiert ihn so als einen Kämpfer homerischer Prägung, der mutig 
gegen seinen Widersacher antritt. Wie Apollonios setzt Pio Apsyrtos mit 
einem Stier gleich, der allerdings nicht als hilfloses Opfer erscheint, sondern 
auch nach dem Angriff durchaus noch aktionsfähig und weiterhin gefährlich 
ist. Die Beschreibung seines ziellosen Hin-und-Herlaufens verweist wiederum 
auf Turnus, der sich nach dem Verlust seines Schwertes im Kampf mit 
Aeneas ganz ähnlich verhält (Aen. 12, 743). Apsyrtos’ innere Haltung 
dagegen wird, ebenfalls in Entsprechung zu der Reaktion des Turnus auf den 
Anblick des Aeneas (Aen. 12, 447), als feige und schreckhaft qualifiziert. 
Insgesamt wird Iasons Verhalten so zum einen als Akt der Notwehr in der 
Auseinandersetzung mit einem ebenbürtigen Gegner entschuldigt, zum 
anderen erscheint seine unerschrockene Tapferkeit im Vergleich zu der 
Feigheit seines Gegners umso herausragender. 

Darüber hinaus gewinnt Iasons pietas bei Pio jedoch eine ethische 
Dimension, die die moralische Integrität eines Aeneas übersteigt: Er wird 
gleichsam zu einem modernen ‘humanistischen’ Helden, dessen Verhalten an 
dem Ideal der Menschlichkeit ausgerichtet ist und von Grundsätzen der 
Humanität bestimmt wird. Während sein griechisches Vorbild (AR 4, 489ff.) 
ironischerweise zum Kampf gegen die Kolcher nach dem Apsyrtosmord zu 
spät kommt und so als feiger Meuchelmörder offensichtlich ein offenes 

                                                 
16  Vgl. Livrea E., Apollonii Rhodii Argonauticon liber quartus. Introduzione, testo critico, tradu-

zione e commento, Firenze 1973, 153, 149f; Beye C. R., Epic and Romance in the Argonautica 
of Apollonius: Literary Structures, Carbondale 1982, 150; Porter J. R., Tiptoeing through the 
Corpses: Euripides’ Electra, Apollonius and the Bouphonia, GRBS 31, 1990, 266ff.; Stanzel K. 
H., Jason und Medea: Beobachtungen zu den Gleichnissen bei Apollonios Rhodios, Philologus 
143, 1999, 262f.; Byre C. S., The Killing of Apsyrtus in Apollonius Rhodius’ Argonautica, 
Phoenix 50, 1996, 13. 
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Gefecht scheut,17 gibt Pio Iason im Gegensatz dazu Gelegenheit zu einer 
eigenen Aristie: 

Pio 9, 28-30, 36f.: Emicat Aesonides inimica corymba revellens 
 rostraque perfringens Argois aemula rostris 
 nec minus et laterum tabulas perrumpit inertes. 
                                   ... 
                                                    Subsistit Iason 
 contentus vicisse feros sine sanguine Colchos. 

Dennoch unterscheidet sich Iasons Kampfeinsatz von dem eines 
homerischen Helden, weil er seinen Angriff statt gegen die Gegner selbst, 
lediglich gegen deren Schiffe richtet. Bemerkenswert ist aber vor allem seine 
Genugtuung darüber, einen Sieg ohne Blutvergießen erzielt zu haben.  

Mit dieser Iasonfigur, die auf die Schonung von Menschenleben und das 
Vermeiden von Blutvergießen bedacht ist, konstituiert Pio eine ganz neue Art 
des Heldentums, das sich vom altepischen Heldenideal durch seine 
moralischen Werte und humanen Qualitäten unterscheidet, dennoch aber im 
Vergleich zu dem von Apollonios vorgestellten hellenistischen Heroismus an 
traditionellen Heldentugenden wie Mut und Tapferkeit festhält. Pio scheint 
also hier seinen Helden einerseits von dem Iason des Apollonios durch seinen 
Heldenmut und andererseits von dem des Valerius durch seine moralische 
Lauterkeit differenzieren zu wollen. 

Diese Gestaltung der Iasonfigur entspricht dem positiven Iasonbild der 
Renaissance, das von allen negativen Implikationen befreit ist. Iasons 
Popularität in der Renaissance ist so groß, dass er sogar zum Ordenspatron 
des 1430 von Philipp dem Guten gegründeten Ordens ‘Vom Goldenen Vlies’ 
werden kann.18 Dementsprechend präsentiert Pio seinen Iason als Vertreter 
eines modernen, humanistischen Heldentypus, der dem Ideal der 
Menschlichkeit verpflichtet und Reflex des Humanitätsgedankens der 
Renaissance ist. Denn das auf Wiederbelebung der Antike ausgerichtete 
Bildungsideal der Renaissance-Humanisten war keineswegs Selbstzweck, 

                                                 
17  Glei R., Natzel-Glei S., Apollonios von Rhodos: Das Argonautenepos, herausgegeben, übersetzt 

und erläutert, Bd. 2. Darmstadt 1996, 194f. Anm. 54. 
18  In der Folge entstand eine Vielzahl von literarischen Bearbeitungen, die der Heroisierung Ia-

sons dienten und seine Heldentaten propagandistisch verbreiteten und für den Orden aufbereite-
ten, z.B. Raoul Lefèvres Histoire de Jason oder Guillaume Fillastres L’histoire de la toison 
d’or. Zum Orden ‘Vom Goldenen Vlies’ und den in diesen Zusammenhang gehörenden litera-
rischen Bearbeitungen des Argonautenstoffs vgl. De Terlinden, Ch.: Der Orden vom Goldenen 
Vlies, Wien/München 1970; Domínguez F. A., The Medieval Argonautica: Sources, Transmis-
sion and Interpretation, Diss., Ann Arbor 1974; und die Beiträge in Ch. van den Bergen-Pantens 
(Hrsg.): L’ordre de la toison d’or, de Philippe le Bon à Philippe le Beau (1430-1505): Idéal ou 
reflet d’une société? Turnhout 1996.  
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sondern stand im Dienst einer neuen Sensibilisierung für die ethische Natur 
des Menschen. Insofern ist die humanistische Wertschätzung der Antike mit 
einem christlichen Humanitätsideal verbunden und erstrebt die Formung eines 
humanen Menschen, der sich der Verantwortung seinen Mitmenschen 
gegenüber bewusst ist.  

Pios Iasondarstellung ist demnach nicht nur an dem Ziel der Heroisierung 
nach Valerianisch-Vergilischem Verständnis ausgerichtet, sondern wird auch 
von der Tendenz zur Humanisierung im Sinne einer Orientierung an ethischen 
bzw. christlichen Grundwerten bestimmt.  

So streng sich Pio also auch an seiner greichischen Vorlage orientiert und 
diese teilweise wörtlich in die lateinische Sprache zu übertragen sucht, bleibt 
sein Supplement keineswegs reine Apollonios-Übersetzung, sondern ist 
gleichzeitig Valerius-Fortsetzung mit Renaissance-Kolorit. 
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Gvantsa Koplatadze (Tbilisi) 

CHRISTIAN TROPOLOGY OF THE ARGONAUT MYTH 

The unbiased study of the culture created on the basis of the history of 

Christian religion and Christian outlook more and more exposes the 

erroneousness of the viewpoint that Christianity irreconcilably opposed 

ancient world as soon as it established itself. Of course, this does not mean 

that the instances of hostility did not occur at all; however, they should not be 

identified with the general stand of Christ’s Church regarding pagan 

civilization and culture. Distinguished thinkers and Church Fathers duly and 

timely appreciated the merits and significance of the best works of ancient 

culture on the way of spiritual development of the humankind and did not 

spare efforts for the creative reception of the works. 

For example, in the opinion of Clemens of Alexandria, one of the great 

fathers of the Alexandrian school, development of spiritual culture was 

accomplished under the guidance of the Divine Logos and therefore, he 

believed that every science and art had the heavenly origin.
1
 

A particularly significant role in the creative reception of ancient culture 

was played anyway by the Cappadocian school. The understanding of the 

Christian religion as hostile to the past and in general, to the world around 

was unacceptable for great Cappadician fathers. It even may be admitted that 

they determined the attitude of Byzantine Christian thinkers to ancient 

culture, finding themselves the rightful successors to its best traditions and 

advancements. The Cappadocian fathers not only used those achievements in 

their own works, but also advised others to start education with the study of 

pagan culture. For example, according to Basil the Great, young people were 

first to train their eyes by reading the best works of ancient authors, as owing 

                                                 
1
  Лосев А., Философия, Мифология, Культура, М., 1991. 
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to the ‘natural faith’ (Saint Paul), which means conscience, they offered many 

spiritually beneficial and unforgettable examples of high morality. 

Basil the Great also specifies what should be learned from pagan culture 

and what should not. Young people can learn a lot when poets describe the 

images and deeds of noble characters. They should love them, follow their 

example and compete with them. But if an author pictures an immoral 

behavior with sympathy and attempts to make it more presentable, young 

people should block their ears in the way Odysseus did it so that he could not 

hear the sweet but disastrous tunes of the Sirens.
2 So, Basil the Great himself 

offers a specific and memorable example of what can be taken and learned 

from ancient literature or mythic characters. 

Gregory the Theologian so often referred to ancient mythological plots 

and characters in his homilies in order to embellish and render artistically his 

ideas that his works, distinguished by laconic style and requiring 

explanations, were primarily attached with mythological comments, which 

survived to our times under the name of Nonnos of Panopolis.
3
 

Of course, such attitude of Christianity towards mythology was altogether 

unacceptable in the sphere of religious consciousness, and the synthesis of 

Christianity and Hellenism was likewise out of the way.
4
 

Before dwelling on the Christian tropology of the Argonaut myth, it is 

necessary to first present which particular method and position of its reading I 

use and support. This method and position was developed by A. Losev, the 

greatest scholar of our times.
5
 

According to this method, the interpretation of the myth should be based 

on the material offered by the mythic consciousness and not on the personal 

outlook of a researcher. Although this statement sounds indisputable, the 

actual fact is that the 17
th
-19

th
 century scholars tried to study the scholarly 

reality on the basis of subjectivism, almost neglecting the actuality and 

objectiveness of its categories and sometimes even taking pride in the 

arguments such as ‘we offer the study of a particular subject, but actually we 

are not concerned about whether they truly exist or not’, which is altogether 

opposite to the mythic consciousness. 

This problem exists in our contemporary academic world as well and 

compels us to face the following dilemma: 1. We talk not about the mythic 

consciousness itself, but about either our own, or other scholar’s attitude, 

                                                 
2
  Basil the Great, Address to Young Men on the Right Use of Greek Literature, PG. vol. XXXI, 

564-590. 
3
  Georgian translation of pseudo-Nonnos mythological comments was published by A. 

Gamkrelidze and O. Otkhmezuri, Tbilisi, 1989 (in Georgian). 
4
  Fleury E., Hellénisme et christianisme, Paris, 1930. 

5
  Лосев А., Философия, Мифология, Культура, М., 1991. 
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which can be either positive or negative (the myth is wonderful, divine, 

sacred; the myth is a childish invention, it is irreal and frail in philosophical 

terms) and 2. we should not be willing to express either our or other’s 

attitude, or even to try to develop scholarly consciousness, but to explain the 

mythic consciousness itself. If we share the second position, we will not find 

it difficult to agree with the opinion that myth, naturally, ‘for mythic 

consciousness, which is altogether specific, is the highest, the maximally 

intensive, and extremely tense reality. It is not an invention, but the most 

genuine truth; it is an altogether indispensable category of thought and life, 

standing apart from any kind of chance and arbitrariness.’... ‘There is nothing 

accidental, redundant, arbitrary, invented or fantastic’ in the myth. It is not an 

invention, but has the most firm and definite structure and is logical i.e. 

primarily dialectical and indispensable category of consciousness and being 

in general.’
6
 

A. Losev provides a convincing argument in favor of the opinion that 

myth is neither an ideal being, nor a primitive-academic and philosophical 

string of ideas, nor a scheme, an allegory or a piece of poetry, but in contrast 

to them is lively perceptible and creatable, material reality, containing its 

own, non-academic pure mythic truth, genuineness, and distinguished for its 

own principal norms and structure. It may also incorporate in itself schematic, 

allegorical and live-symbolic layers. It is a personal being, or more precisely, 

the image and form of a personal being. 

Myth should by no means be regarded as a scheme. If it was a scheme, the 

supersensible and the ideal in it would turn into an abstract idea, while the 

sensible as meaning would remain inessential and would add nothing to the 

abstract idea. Myth always relates not about mechanisms, but about 

organisms and even more than that, about personalities; its characters are not 

abstract ideas, but live beings, in which the important thing is exactly the 

specific, the sensible, the particular, the actual and the figurative. 

As concerns the allegory of myth, almost every popular mythological 

theory puts an accent on the allegorical character of myth, discerning therein 

personified natural elements or deified historical personalities. In those 

theories, mythic characters are interpreted in a special, allegorical sense; they 

point to some other reality, apparently more important and conceptualized, 

but are not actual themselves. But if we follow the above-mentioned 

viewpoint, according to which mythic reality is neither metaphorical, nor 

allegorical or allusive, but is an actual, completely self-existing one, we will 

come to the inevitable conclusion that it should be perceived as it is, naively 

                                                 
6
  Лосев., 1991, 24. 
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and word by word.
7
 Allegory will not facilitate its understanding, as it always 

implies misbalance between the signifier and the signified; the image is 

always more than idea, being always embellished and illuminated, while the 

idea is abstract and unexpressed. As concerns myth, we find a full balance 

between ‘idea’ and ‘image’, ‘inner’ and ‘outer’, the ideal and the actual. 

There is nothing in the image that is missing in the idea. Therefore, the 

expression can be symbolic, which implies the above-mentioned balance 

between image and idea. ‘Idea’ is by no means superior to ‘image’, and 

neither is ‘image’ ‘particular’ in any way, but is perceived as an abstract 

concept. ‘Image’ on its part refers to expressed ‘idea’ and not merely to 

‘idea’. It is impossible to discern in the symbol ‘idea’ without ‘image’ or 

‘image’ without ‘idea’. The symbol is an independent reality. Although it 

implies two planes of being, they are offered through absolute integrity.
8
 This, 

of course, does not mean that ‘idea’ and ‘symbol’ do not at all differ in myth 

– otherwise, symbol would lack expression. Besides, as the very fact of ‘the 

inner’ is identified with the fact of ‘the outer’ in symbol, ‘idea’ and ‘matter’ 

are united not simply by conceptual, but also by material sameness. For 

example, the beasts of a fable, whose actions are conscious and who 

sometimes even utter philosophical ideas, are allegorical, as nobody believes 

in the actuality of their actions and speeches; however, the author presents 

one of the horses of Achilles, which suddenly speaks up and prophesies the 

approaching death of his master, as real, to be interpreted straightforwardly 

and accepted with naive directness. Hence, here we have a symbol and not an 

allegory. So, myth is neither a scheme, nor an allegory, but first of all a 

symbol, which may incorporate in itself schematic, allegorical and 

complicated symbolical layers. 

Naturally, all diverse methods of myth interpretation accepted in the 

scholarly community were applied in connection with the Argonaut myth as 

well. One of such interpretations attributes the act of child-slaughter 

committed by Medea to the cult of Hecate, the representative of the receding 

matriarchal culture and to the frequent practice of offering young boys as a 

bloody sacrifice in the last phase of the matriarchate, in this particular case 

performed by Medea, the priestess of Hecate. In another opinion, the myth is 

allegorical and Medea’s killing of children implies the state of a new life. 

Some scholars go even farther and not only regard Medea as the priestess 

of Hecate, but even identify her with this Thracian goddess of moon and 

consider that owing to her special state, she was authorized to have at her 

disposal the Golden Fleece, which embodied masculine aggressiveness. 

                                                 
7
  Лосев., 1991, 47. 

8
  Лосев., 1991, 48. 
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Medea is to be interpreted as the destructive force against the masculine 

element, as the power which, from the matriarchal point of view, rejects the 

masculine force. Such interpretation of the myth presents the integrated image 

of Medea and Hecate as the protector and at the same time demolisher of the 

masculine. 

According to Kerenyi, Jason and Medea, as the representatives of 

masculine and feminine aggressive cultures, are incompatible as there is 

nothing that would unite them, which the author of the theory calls ‘the 

hermetic principle’.
9
 

It is clear that such and other similar methods of interpreting the Argonaut 

myth are based on subjectivism; the scholars seem to forget that in terms of 

mythic consciousness, the mythic reality is an actual and self-existing reality 

and not a metaphorical or allegorical one, and therefore, myth should be un-

derstood as it is, naively and word by word, and its characters should be 

perceived as actual beings. In these circumstances, Medea and Jason cease to 

appear as the representatives of feminine and masculine aggression 

respectively; in fact, the former is the woman skilled in sorcery, whose 

unkindly intentions are helped by evil spirits, while the latter is a person, who 

cannot be called a hero despite his heroic feats as he accomplished them with 

woman‘s help, and not with his own bravery and intelligence. 

The Argonaut myth, as well as its literary versions, captures attention not 

by the sublime qualities of its characters, but by the psychological truth which 

underlies them. Their unity is achieved by a firm inner logic characteristic of 

truly high art and indispensable for the creation of coherent characters – one 

of the requirements for poets, posed as early as by Aristotle.
10

 This logic on 

its part implies a deep insight into and analysis of the characters’ qualities, 

which motivate their actions. 

The characters of Medea and Jason develop in such a surprisingly logical 

way that this consistency is never violated, and neither of their words or 

actions bring disharmony into the unity of their characters. In this respect, I 

dare not agree with the distinguished scholar Grigol Tsereteli, who 

maintained that Apollonius Rhodius failed to logically develop Medea’s 

image, presenting her in Book 3 as a tender virgin in love struggling against 

herself, and in Book 4 as a cold, matter-of-fact and implacable witch.
11

 In my 

opinion, the psychological authenticity of Medea’s character is determined by 

her actions after she betrayed her father and homeland. For example, there is 

                                                 
9
  Kerenyi K., Das hermetische Prinzip in Mythologie, Zűrich, 1943. 

10
  Aristoteles, Poetik, Leipzig, 1972, 54.  

11
  Аполлоний Родосский, Аргонавтика, перевод, введение и примечания Г. Церетели, Тб., 

1964, 14. 
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nothing unexpected in the fact that she doomed her brother to a brutal death, 

which repeats in all the versions of the myth. I dot not agree with the opinion 

that Medea did this for the sake of ‘the great cosmic love’
12

, as love is an 

integral emotion and treachery and murder, especially of a close person, is 

altogether alien to those endowed with this gift, and what is more, on the part 

of those who love, this feeling implies self-sacrifice and not the sacrifice of 

others. 

The emotion, gripping the heart of the king’s daughter after she met the 

strange guest, not only failed to turn into the fire of love, which would be at 

the same time a light-giving source, but went out, and Medea was possessed 

by darkness and bleakness. She was doomed to such an agonizing state by 

herself, when she decided to win Jason’s favour and love at the expense of 

betraying her father and homeland. The virgin, skilled in magic, ruined with 

her evil deeds the remnants of her tender and beautiful feeling, if there was 

such, and eventually became a callous witch, provoking fright, or intimidation 

at best. 

Considering the above-mentioned, the fact that after fleeing Colchis, 

Medea has nothing in common with Jason except crimes is the very evidence 

of the logical and coherent development of the character. She is not able to 

love, and is well aware that neither can Jason love the woman, who, although 

for his sake, has committed so much evil. Therefore, it is quite natural that 

Medea requires his protection not because of love, but because of the debt 

which Jason owes her, and shows surprising practicality like those skilled in 

bargains. 

Skilfulness in magic implies help from evil forces and not only kills the 

gift for love in a person, but makes him/her implacable and ruthless. After the 

merciless murder of her own brother, the killing of Peleas, Jason’s uncle, 

Creon, the king of Corinth and his daughter because of vengeance is 

perceived as Medea’s normal behaviour, and therefore does not have very 

strong impact on the reader. But this is not all. The principle of logical 

development of her character requires of her an unparalleled, the most 

appalling crime. According to various versions of the myth, Medea either 

kills her children herself, or they die from the hands of the Corinthians, or 

because their mother wanted them to join the ranks of the immortals. 

Euripides had her murder her own children intentionally, to revenge upon 

Jason. According to R. Gordeziani, this innovation of the playwright proved 

indeed successful, as following the 5
th
 century, Euripides’ Medea was almost 
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  Бауер В., Дюмотц И., Головин С., Энциклопедия символов, М., 1998, 155. 
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the only source referred to as the model for the development of Medea’s 

theme in ancient culture.
13

 

Although the first performance of Euripides’ Medea in 431 failed to 

appeal to the spectators, horrified with the brutal murder, as soon as the first 

and the most painful impression was past, the spectators, as well as the 

readers, easily accepted the psychological authenticity of the character 

pictured by the tragedian as the evil, which ruins itself, is unable to spare 

anyone. As neither Jason is distinguished by high morality, his union with 

Medea is quite logical. It is likewise logical that vainglory Jason, who did not 

have enough power to carry out his ambitions, as he failed to recover the 

throne of Iolcus and decided to become a king in Corinth, once again with a 

lady’s help, through marrying Creusa, abandoned the woman whom he owed 

the retrieval of the Golden Fleece to his homeland. They more or less deserve 

each other, which is clearly attested by the dialogue, in which the spouses 

rebuke each other remembering the service they gave each other. 

The above-mentioned reveals that in the characters of the Argonaut myth 

the idea and the image are assimilated in actual terms, at the level of matter. 

Neither the idea is somewhat more than the image, nor is the image 

something particular. According to Losev, such a balance is characteristic 

only of symbol. That is why Medea became the symbol of betrayal and 

ruthlessness, and Jason the symbol of an average little man, whose actions are 

motivated only by ambitions and profiteering, but as he does not have enough 

power himself, he tries to attain the goal through gaining ladies’ favour. This 

may account for the fact that the characters of the Argonaut myth were less 

popular in the Byzantine period. Since they could not have served as 

spiritually beneficial examples to be followed by the Christians, Church 

Fathers preferred to be reticent about them. Even Gregory the Theologian, 

who is distinguished among the Holy Fathers for multiple references to 

mythological materials, does not mentioned the characters of the Argonaut 

myth. Their names appear more often in historical writings, whose authors 

give an account of Colchian events, and each case of such a reference 

conveys a negative message.
14

  

                                                 
13

  Euripides, Medea, translated into Georgian by B. Bregvadze, introduced and commented on by 

R. Gordeziani, Tbilisi, 1996, 11 (in Georgian). 
14

  Georgica, The Notes of Byzantine Writers about Georgia, edited by S. Kaukhchishvili, vol. I, 

VIII, Tbilisi (in Georgian). 
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Claudio Moreschini (Pisa) 

MEDEA IN ITALIAN LITERATURE 

Nota omnibus Medea (Petrarch) 

The myth of the Argonauts and Medea was well known in Greek and Latin 

culture, for it embodied feelings and behaviours, which are typical of human 

nature. No wonder, therefore, that it spread through Italian literature soon 

from its beginning. In the Italian schools, during the Middle Ages, Latin lan-

guage was currently taught and spoken, and the most important works of 

Latin literature were fundamental for a sound education. Among these works, 

there were Ovid’s Metamorphoses, which contain the longest narration of 

Medea's tragedy, full of psychological details. And we cannot forget that the 

myth of the Argonauts was considered an example of human boldness and 

ingenuity, for it describes the first human’s tentative of navigation. So it is not 

without reason that Petrarch uttered the words we have put in the beginning 

(De remediis utriusque fortunae, I 52, 8), though he blamed Medea’ passions 

and deeds. 

1. The Argonauts’ myth 

The great, heroic enterprise of the Argonauts, which was celebrated in 

classical times, provoked a warm admiration in the greatest Italian poet, 

Dante Alighieri. In his Comedia (Paradiso, II 16-18) he evokes "those glori-

ous men who sailed to Colchis", and Jason’s labour of ploughing, when he 

had to subdue the furious bulls.  

But another great poet and scholar, Francesco Petrarca, interpreted the 

myth in a new way, that is critically: in his opinion, the Argonauts weren’t a 

band of heroes, a group of bold young men who reached the boundaries of the 

world in search for the Golden Fleece, but a crew of pirates, such as there 

were so many in the Mediterranean Sea during the Middle Ages, in his own 
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times (De remediis utriusque fortunae (I 117, 8)): in spite of Ennius’ words 

(scaen., 250-251, which Petrarch quotes indirectly, through Cic., Tusc., I 20, 

45), they were not illustrious men, but vere predones, drawn by the fama divi-

tiarum. Indeed, the famous Golden Fleece possesses no noble signification, 

does not allegorize the desire of glory, and of confronting the most difficult 

enterprises, but simply indicates that vulgar people are in search of wealth. 

According to Petrarch, the Argonauts simply looked for luxurious clothes, 

that is the Golden Fleece. Also in Epist., Familiares, XIX 3, 5 Petrarch, medi-

tating on some Ennius’ lines (which he knew, as usual, thanks to a quotation 

in Cicero), describes the Argonauts, who "parva spe magno et procelloso mari 

Colchon barbaricam petiere, ubi regnabat incognitus rex Oethes". The ‘feeble 

hope’ is the greed of wealth, certainly not the desire of knowing the king 

Oetes and his country.  

2. Jason 

According to Jason’s characteristics he found in the classics, Dante 

strictly condemned him as a seducer, describing his punishment in one of the 

lowest ‘circles’ of his Inferno, the first of the so called ‘Malebolge’ (XVIII, 

86 ss.).  

Quelli è Iasòn, che per cuore e per senno / li Colchi del monton privati 

fene. / Ello passò per l’isola di Lenno […] Ivi con segni e con parole ornate / 

Isifile ingannò, la giovinetta / che prima avea tutte l’altre ingannate. / Lasciol-

la quivi, gravida, soletta; / tal colpa a tal martiro lui condanna; / e anche di 

Medea si fa vendetta. / Con lui sen va chi da tal parte inganna … 

Jason surely was endowed with boldness and intelligence, but had de-

ceived and abandoned first Hypsipyle and then Medea (the two heroines are 

often introduced together by poets who described Jason’s forfeits). This de-

scription is most probably drawn from Statius Thebais (books 5 and 6), a 

poem which enjoyed a great popularity in the Middle Ages and which Dante 

uses extensively.  

3. Medea 

3, 1. Medea in literature 

According to Dihle
1
, European literatures characterized Medea in three 

ways; either she is a loving woman, ready even to kill her husband and her 

sons to take vengeance for having been abandoned; or she is a demonic per-

                                                 
1
  Cf. A. Dihle, Euripides’ Medea und ihre Schwestern in europäischen Drama, Antike und 

Abendland 22, 1976, 175-184. 
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son, endowed with superhuman (that is, infernal) powers; or, lastly, she is a 

barbarian woman, whose customs don’t fit the civilized Greece. The first 

categorization has its origins in Euripides’ tragedy and spread from the Ren-

aissance theatre to the Italian ‘Opera’; demonic Medea is inspired by Se-

neca’s – but also by Ovid’s  – characterization; the third type is much more 

recent, and spread particularly in modern European literatures: in hard po-

lemic against racism and colonialism, aims at giving Medea a higher estima-

tion.  

Generally speaking, Italian literature was much more interested in de-

scribing Medea as a loving and passionate woman, whose vicissitudes excited 

warm feelings.  

Petrarch, on the contrary, reminds Medea’s drama and her wrath, in the 

Triumphus Cupidinis (I, 128-132); but he wrote this work in his old age: 

therefore, he does not justify Medea: true, she loved Jason and hoped to have 

deserved his love, but she was guilty of murdering her father and her brother.  

The poet who was more interested in Medea was Giovanni Boccaccio. 

Many of his works, just as his Decameron, are romantic and erotic, and he is 

moved in many, different, ways, considering the fortunes of the heroine. 

Medea was exceedingly beautiful, he says in Comedia delle ninfe fiorentine 

12; she appears in the crowd of loving women, whose catalogue is given in 

Filocolo, IV 83, and in Rime parte II 38,75 (because of her love to Jason, she 

abandoned her father); she is a poisoner and a sorcerer (Teseida, I 102; Com-

media delle ninfe fiorentine, 34). As usual in Mediaeval treatises on love, 

sometimes Boccaccio cites Medea as an example of the changes love pro-

duces in humans: disputing with the queen (a character of his novel, Il Filoco-

lo), Caleone says that Medea was forced by love to abandon herself, her hon-

our and her country, and to follow Jason. This means that, thanks to love, 

humans utterly immolate themselves; but the queen replies that love usually 

produces dangerous effects, just as those mentioned above (Filocolo, IV 45). 

The terrible consequences of love and the madness it causes, are a common-

place in Mediaeval literature, and Boccaccio mentions them several times (for 

instance in Commedia delle ninfe fiorentine, 29, Amorosa Visione, IX 25 ss., 

containing a catalogue of famous women
2
).  

In the Amorosa Visione the whole chapter XXI is interesting. Boccaccio 

represents not only Hypsipyle and Medea, but also Creusa: both are angry 

with the young bride (they are "con Creusa sospette"); Jason is on the scene, 

                                                 
2
  "In abito crucciato con costei [scl., with Hypsipyle] seguia Medea crudele e dispietata; con 

voce ancor parea dicere: "Omei, / se io più savia alquanto fossi stata /né sì avessi tosto preso 

amore, / forse ancor non sarei suta ingannata"". Here, again, Medea is mentioned together with 

Hypsipyle.  
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but doesn’t utter a word. In a tone, which recalls Ovid’s Heroides, first Hyp-

sipyle reproaches him for his treachery: he loved her, but he abandoned her 

while she was pregnant with the twins Thoans and Eunaeus. She hoped to see 

Jason coming back soon, but she heard that he had fallen in love with a 

woman in Colchis and had changed his feelings
3
. So now, Jason does not 

mind her and takes delight of Hypsipyle’s foe. Her sufferings are terrible, but 

she begs in vain Jason not to leave her. Medea too is moved by wrath: she 

reproaches Jason for neglecting her love; indeed, she had loved him more 

passionately than any other woman did. Furthermore, she helped him to es-

cape the dangers in Colchis and to catch the Golden Fleece; and, what's most 

infamous to her, she killed her young brother Absyrtos, so that she could fly 

with him. Thanks to her magic arts, she rejuvenated Aeson, Jason’s old father, 

killed Jason’s uncle Pelias, so that he eventually could reign in Thessaly. He 

is well aware that Medea will do everything in order to please him – yet, 

longing for another woman, he forgot even his sons. As a conclusion, Medea 

begs Jason to come back to her, who is his wife, but he takes care neither of 

Hypsipyle nor of Medea and gladly embraces Creusa (XXII, 1-3).  

Elsewhere Boccaccio, considering Medea’s cruelty, somehow justifies Ja-

son’s behaviour. In Filocolo, III 18 Florio is longing of his loved Biancifiore; 

he is compared to Hypsipyle, abandoned by Jason, who fell in love for an-

other young girl – but he had to do so, because he was in danger, and he could 

not have saved himself if Medea hadn't helped him. Soon after these events, 

Jason abandoned Medea, but, again, pour cause, due to her cruelty
4
: he had 

met Creusa, who was so kind and loving. 

As a whole, Giovanni Boccaccio, the poet of love and the storyteller of 

the Decameron, was the writer most interested in Medea’s vicissitude, in her 

adventures, or faults, and eventually found some reasons for justifying her. In 

the same way, the Renaissance poet Matteo Maria Boiardo shows his sympa-

thy for her, though he knows, as every poet or narrator did
5
, that she was a 

sorcerer, skilful in magic arts; she could tie and untie the lovers by the filters 

she prepared with unknown grasses; yet she couldn’t untie herself from the 

chains of Love (Amores, I 48, 5-8).   

                                                 
3
  "ch’avevi nuova amica presa in Colcòs e mutato proposto" (vv. 41-42). 

4
  This is a topic; in the same work, there is a catalogue of cruel women (Clitemnestra, Helen, 

Procne and other): there Medea too is present: cf. III, 35. 
5
  For example, Matteo Bandello. It is worth mentioning also a miscellaneous 'novel' by Frances-

co Colonna (XVth century), the Hypnerotomachia Polifili (p. 178, 275, 390 ed. G. Pozzi, Pa-

dua 1980): the author labels Medea with the usual characterization as sorcerer, and lover.    
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3, 2. Medea on the stage 

Thanks to the rediscovery of classical theatre, a new literary genre rose in 

Italy and spread through Europe during the Renaissance. Greek and Latin 

tragedies were 'rewritten' in Italian: it was not, however, a simple translation, 

but an interpretation and a modification of Euripides’ or Seneca’s plots. In the 

Renaissance Medea is not a real, living woman of the past, as the Middle 

Ages had considered her, but a mythical character – that is, not ‘historical’; as 

such, she is an unvarying, uniform character, always identified by her magical 

arts and provided with extreme cruelty. While the Senecan tragedy was con-

sidered the model par excellence of Medea's vicissitude, Horace became the 

theoriser of her savage and uncivilized behaviour.  

3, 2, 1. Among these Italian tragedies, we can mention the Medea by Lu-

dovico Dolce, a polygraph, who wrote eight dramas (Medea was published in 

1557). As we said, in the XVIth century, translation was often a remaking: 

therefore, the source of Dolce’s Medea is Euripides’ drama. In fact, the Italian 

poet was an admirer of Euripides, as every cultivated man was in XVIth cen-

tury. At the same time, he inserted in the plot some details from Seneca. 

Tragedy was highly estimated as a dramatic genre of classical origin, even 

though it was considered as a relic of heathenism. However, interest for 

Greek tragedy wasn’t common in Renaissance Italy, and particularly in the 

years 1540 - 1560, when the Catholic Reformation didn’t approve plots end-

ing in catastrophe and desperation. Furthermore, the literary tastes of culti-

vated people preferred a ‘happy end’.  

Sometimes sentences or exhortations to Christian faith were artfully in-

serted into the tragedies, into the choruses and at the end, so that the author 

could distinguish himself from the ancient poets of pagan dramas. It was rec-

ommended introduce on the stage a feminine character, who might be not a 

heroine, but a victim, or a young girl whose destiny could arouse pathos (e.g. 

Antigone), or an old woman, whose vicissitude arose piety (e.g. Hecuba). 

Nevertheless, feminine characters were allowed acting cruelly, infringing 

laws, being liable for the evil they had done. Such was Medea, the sorcerer 

inspired by hell, merciless and unable of repentance, thanks to the long tradi-

tion we hinted at.  

4. And, as it was normal for the Italian scholars in the Cinquecento, such a 

frightful character, modelled from Euripides’ and Seneca’s tragedy, interested 

authors of rhetorical and poetical treatises
6
. In their works nothing remained 

                                                 
6
  Also a great poet, Torquato Tasso was interested in this theoric problems; he observes that 

Thyestes’, Medea’s and Oedipus’ story (Tasso is considering the most famous Senecan trage-
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of the sprightliness of the ancient and mediaeval Medea; the heroine is ana-

lysed only from the point of view of the dramatic technique and the exigency 

of how to construct a character fitting to rational rules: who is depicted by 

tradition as cruel, in no way can appear tender toward her sons. Could, there-

fore, Medea feel pity to his children? Was Jason a heroic character, or not? 

He didn’t possess any actual virtue; a hero might be, on the contrary, Charles 

the Great …  

Yet, such a schematism didn’t choke Medea’s life, her love, and her 

wrath, which were stronger than erudition, and continued to the subject of 

dramas (also musical ones) in the following centuries, until our ages. 

Of course, it is not possible to single out the whole story of Medea in Ital-

ian literature; we limit ourselves to mention some significant examples, 

drawn from the production of nineteenth and twentieth centuries: classicizing 

tragedies continued to be written
7
. But much more interesting are the modern 

distortions or adaptations of the myth. The popular feuilleton writer Francesco 

Mastriani was the author of a long novel Medea di Porta Medina (a popular 

quarter in Naples), published in 1915; Alberto Savinio wrote a short story in 

                                                                                                     
dies) attracted many ancient poets, who, thanks to their elaboration, renewed it in many ways 

("variamente tessendolo, di commune, proprio, e di vecchio, nuovo il facevano": Discorsi 

dell’arte poetica , p. 5; Discorso del poema eroico, libro secondo, p. 86 - Cf. T. Tasso, Dis-

corsi dell’arte poetica e del poema eroico a cura di L. Poma, Bari 1964.). Tasso distinguishes 

between the simple argument (the ‘materia nuda’) and the subsequent elaboration of it, which 

determines the success of the poet’s work. Indeed, if a poet wants to rise compassion, he will 

be more successful treating Oedipus’ misfortune, who killed his father unintentionally, than 

representing Medea, who, though aware of the crime she would commit, torn her sons into 
pieces: "questa appena sarà atta a intiepidire gli animi, ancora che l’artificio, nell’una e 

nell’altra (favola) usato, sia non solo simile, ma eguale". It is also very important to consider 

the nobility of the enterprises, such as those of the Argonauts, which were the subject of Or-

pheus’, Homer’s and Apollonius’ poems. However, epic poem can have its origin from an 

erotic subject, as from the myth of Jason and Medea, which was treated by the Greek Apollo-

nius and the Latin Valerius Maximus (Del poema eroico, libro secondo, p. 108. In this quota-

tion I suppose a mistake by Tasso, obviously he meant Valerius Flaccus). Reputation of piety 
and religiousness requires a 'perfect knight', as were Charles the Great and King Arthur, not 

Theseus and Jason (ibid., p. 98; cf. Trattati di poetica e di retorica del Cinquecento, a cura di 

B. Weinberg, vol. I-IV, Bari 1970-1974). Such and other similar considerations (rather pedan-

tic, we admit) can be found in Bernardino Daniello's treatise Della poetica (a. 1536 – vol. I, p. 

252), who, according to Horace’s Ars poetica, adfirms that cruel, terrible and shameful actions, 

such as those of Medea and of Procne, cannot have their place on the scene. On the contrary, 

Bartolomeo Ricci (de imitatione liber primus – del 1541, p. 444) thinks that such behaviours 

are allowed, as it is shown by Seneca’s Hercules, "et naturam suam et fortasse etiam sua tem-
pora secutus". Who is interested in this problem pertaing the history of Italian culture and lit-

erature can read also Gian Giorgio Trissino, La poetica, quinta divisione, p. 24 (anno 1549); 

Giason Denore, Discorso etc. (anno 1586 – III, p. 387); Nicolò Rossi, Discorsi intorno alla 

commedia (1589 – IV, 74. 75. 94. 96). 
7
  See e.g. the tragedies by G. B. Nicolini (1803) or C. della Valle (1810). 
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1917-18, in which he identified himself with Jason. We should mention also a 

tragedy by Corrado Alvaro, La lunga notte di Medea (1949). Finally, a brief 

section in Cesare Pavese's masterpiece Dialoghi con Leucò, written just after 

World War II, and inspired by Greek mythical characters, reproduces a dia-

logue between two Argonauts about human life and ultimate destiny
8
. 

                                                 
8
  Cfr. P. Fornaro, Medea italiana, in Atti delle giornate di studio su Medea, Torino 23-24 otto-

bre 1995, ed. by R. Uglione, Torino 1997, 117-163. M. G. Ciani (ed.), Euripide, Seneca, Grill-
parzer, Alvaro, Medea, Venezia 1999; A. Zumbo, La Lunga notte di Medea di Corrado Alva-

ro, in La riscrittura e il teatro dall’ antico al moderno e dai testi alla scena, a cura di P. Radici 

Colace e A. Zumbo, Messina 2004, 135-147; G. Ieranò, Tre Medee del Novecento: Alvaro, Pa-

solini, Wolf, in B. Gentili - F. Perusino (eds.), Medea nella letteratura e nell’arte, Venezia 

2000, 193-216. 
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MEDEA IN ITALIAN CULTURE: 
MUSIC, ICONOGRAPHY, AND CINEMA* 

In his paper Claudio Moreschini tried to show how widespread a fortune the 
myth of Medea and the Argonauts had in Italian literature from the earliest 
testimonies to the sixteenth century. Following the same lines, in turn, I will 
discuss other examples of such a fortune in Italian music (namely, opera) and 
art, which sometimes are in close connection to literary models. For the sake 
of brevity, I will take into account only Italian works and therefore I will not 
discuss other important testimonies from European art and music.1  

It is perhaps obvious saying that Greek myths were particularly suit for 
the stage and for theatrical purposes, even though, in European culture at the 
beginning of the modern era, these purposes were radically different and di-
verging from the ones that originated the tragic performances in the fifth-
century Greece, or the so-called 'rhetorical' tragedy in Rome. More specifical-
ly, musical opera since its beginnings in the sixteenth century was attracted 
by intrigues, complex plots, exaggerate passions, and extreme emotions – a 

                                                 
*  It was for me a pleasure and an honour to take part in this conference together with scholars 

from all over the world. My topic is an attempt at divulging some aspects of Italian culture; 
though, to a greater extent, investigating the offspring of an ancient myth is a confirmation of a 
well known statement by the late Platonist Secundus Salustius, mentor of the Emperor Julian, 
according to whom myths are "events that never happened but are forever". 

1  A brief but rich and interesting survey is offered by G. Tedeschi, Medea e gli Argonauti nei 
poeti greci, in Scrivere, leggere, interpretare. Studi di antichità in onore di S. Daris, ed. by 
F. Crevatin, G. Tedeschi, Trieste 2005 (available online at http://www.sslmit.univ.trieste.it/cre-
vatin/Documenti/daris/Tedeschi.pdf), with further bibliographic references, among which it is 
worth quoting E. Hall, F. Macintosh, O. Taplin (eds.), Medea in Performance 1500-2000, Ox-
ford 2000; B. Gentili, F. Perusino (eds.), Medea nella letteratura e nell’arte, Venezia 2000. 
See also J. J. Clauss, S. I. Johnston, Medea: Essays on Medea in Myth, Literature, Philosophy, 
and Art, Princeton 1996. 
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mixture of ingredients, which could easily find fertile soil in classical mythol-
ogy and in its vicissitudes. This was also a useful way to divulge or trivialize 
classical antiquity. On the contrary, I agree only partially with the Italian 
scholar Dario del Corno, when he states that tales and heroes (or heroines) 
from a remote past were favoured, because they could offer a sort of evasion 
or refuge in a mythical time.2  

As expected, the saga of Medea and the Argonauts did not escape the no-
tice of librettists and composers. As to my knowledge, there are almost twen-
ty Italian operas and a few cantatas inspired by this story. This is a significant 
number, albeit this subject, however, seems less fashionable in comparison 
with other mythical tales or stories (Dido and Aeneas, for example).  

I will take into account only the four major ones, limiting myself to a brief 
mention of the others: as it usually happens for many operas of the eighteenth 
century, in some cases, their music is now lost, or still unpublished, and we 
can only record the date of their performance. Such is the case of the various 
Medea composed by Giovanni Francesco Brusa (Venice 1726), Davide Perez 
(Palermo 1744), Gaetano Martinelli (La vendetta di Medea, Venice 1792), 
Gaetano Andreozzi (Giasone e Medea, Naples 1793), Francesco Piticchio (La 
vendetta di Medea, Naples 1798), and Antonio Sacchini (composed between 
1784 and 1786, but unperformed). In addition, there are some vocal chamber 
works, which drew inspiration from the same legend: I will mention Gli Ar-
gonauti in viaggio, by Antonio Draghi (1682), Peleo, Giasone, Pallade, a 
cantata by Pasquale Cafaro (1766), and the more significant serenade Gia-
sone, written by the famous Neapolitan composer Niccolò Porpora (1742). 
The related story of Jason and Hypsipyle, the young princess whom Jason 
meets during his voyage to Colchis, seduces and abandons, inspired many 
composers as well, who availed themselves of a libretto by the celebrated and 
prolific Caesarian poet in Vienna, Pietro Metastasio (1732). It is worth re-
cording Johann Adolph Hasse, Niccolò Porpora, Pasquale Galuppi, Giuseppe 
Scarlatti, Johann Christian Bach, Giuseppe Sarti, Pasquale Anfossi and the 
famous Christoph Willibald Gluck.3   

But let’s turn now to some major works. The first example of an opera in-
spired by the Argonauts is Giasone, composed by the Venetian Francesco 
Cavalli and first performed in 1649. Together with Egisto and Didone it con-

                                                 
2  D. Del Corno, Medea in musica: una figura nel mondo classico nel melodramma, in Atti delle 

giornate di studio su Medea, Torino 23-24 ottobre 1995, ed. by R. Uglione, Torino 1997, 107-
115. 

3  I derive these references (and the following ones about visual art) from J. Davidson Reid, The 
Oxford Guide to Classical Mythology in the Arts, 1300-1990, New York 1993, s.v. Medea; Ja-
son and the Argonauts. 
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stitutes a sort of ‘mythological’ trilogy. It is counted among the masterpieces 
of its author, despite the inconsistencies and the faults of the libretto, written 
by Giacinto Andrea Cicognini. The major reproach, as we said, is the grotes-
que libretto, which appears somewhat farfetched in its mixing of farcical and 
serious elements – but it must be noticed that this was a common praxis of the 
period (just to remember a famous case, in The Tempest by Shakespeare the 
two buffoons insert their sketches between the main, solemn, plot). As usual 
in the operatic praxis, the composer, however, seems unaffected by the incon-
sistencies of the poor libretto, and, for example, gratifies with a fine aria the 
ugly and stammering servant Demos as well. Notwithstanding the plot, often 
absurd and farfetched, the libretto shows many elements of originality and 
novelty: for example, the scene is staged in Colchos and in the Iberian coun-
tryside, whereas the more usual place is Corinth according to the ancient 
models by Euripides or Seneca. There is no chronological consistency, for the 
scene displays simultaneously characters such as Hypsipyle, Medea, Jason, 
Heracles, and also Aegeus. The backbone of the myth is only a pretext to 
display a complex intrigue: Jason and Medea are planning their marriage, 
after the slaying of the bulls and the conquest of the Golden Fleece; but the 
sudden coming of Hypsiphyle and her pretensions to marry the reluctant Ja-
son provoke Medea's suspects and jealousy. She plans to let her rival be killed 
during the night, but falls a victim to her own intrigue: the servant entrusted 
to kill Hypsipyle mistakes a woman for the other and drowns Medea into the 
sea.  

However, the most significant feature of this work consists in its astonish-
ing happy end, which is a deliberate subversion of the classical model, in 
accordance with the joyful atmosphere we already underlined. Indeed, after a 
long series of misunderstandings, Jason marries Hypsipyle, whereas Medea 
eventfully escapes to death, thanks to her old lover Aegeus, king of Athens, 
and marries him. In a broader perspective, this final section pays its homage 
to the unwritten rules of certain melodrama, which, to some extents, tended to 
avoid tragic endings. But, much more, in some respects all this is very fit to 
Cavalli’s temperament and musical style, which, according to all modern 
interpreters, is characterized by a cheerful attitude and fondness for joy, there-
fore being the actual representative of a Venetian musical fashion – it is per-
haps worth remembering that his Didone displays a happy final as well. This 
opera, therefore, contains some ironical or auto-ironical patterns and can be 
regarded as a fresco of human feebleness. Music is also pervaded, so to say, 
by sensuality: it emerges particularly in love duets (and in this respect, it can 
be considered very close to Monteverdi’s Incoronazione di Poppea). At the 
same time, the composer emphasizes, as to be expected, the ‘dark side’ of 
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Medea, namely her sorcery and her close links to chthonian deities: this is 
well expressed in the famous aria and chorus from act I, Le mura si squarcino 
("Let it be a rift in the walls"), where she performs an evocation of infernal 
gods. This passage offers a good example of Cavalli’s colourful and lively 
instrumentation.4  

Cavalli, therefore, represents an exception among the composers inspired 
by Medea and Jason: it was the tragic epilogue, according to the unanimous 
classical tradition, that most attracted composers and artists. The most impor-
tant opera about Medea, and indeed one of the masterpieces of lyric music, 
"the highest peak of dramatic music" in Brahms’ words, is undoubtedly the 
"tragédie lyrique" Médée composed by the Florentine Luigi Cherubini and 
first performed in Paris in 1797. The libretto was written by François Hoff-
mann and, as usual, omits the antecedents of the story that is the part placed 
in Colchis; conversely, it develops the events which took place afterwards, in 
Corinth. This opera was immediately considered if not the actual masterpiece, 
one of Cherubini’s most important works; it was largely admired in France 
and, most of all, in Germany. In Italy it enjoyed a revival during the fifties of 
the last century, thanks to the powerful and spectacular interpretation of the 
Greek legendary soprano Maria Callas in the main role.5  

Cherubini is in many respects a proto-romantic composer, his operas be-
ing a sort of transition between classicism and romanticism. His texture 
shows echoes from different composers, even though they are blended in an 
original ensemble. As far as Médée is concerned, this is particularly clear in 
the instrumental sections (the ouverture is a good example), whereas in the 
solo parts a sort of monumental pathos is continuously irradiated from the 
music. Despite the literary weakness and inconsistencies of the libretto, it is 
all the same possible to outline a spiritual evolution of Medea, who is a pas-
sionate woman in despair for having lost her lover. She seeks for revenge 
after having humiliated herself. Indeed, in Corinth she is an exile, and she is 
hated as a stranger and alien figure. Comprehensibly, she is the main charac-
ter. In comparison with her, the other figures result more faded (even though 
King Creon has a sort of heroic greatness in resisting her menaces). Some 
critics have labelled Médée as a ‘monodrama’. Cherubini obtains this contrast 

                                                 
4  F. Bussi, L'opera veneziana dalla morte di Monteverdi alla fine del Seicento, in Storia 

dell'opera, diretta da A. Basso, Torino 1977, vol. 1, 121-182 (in part. 131-142). This opera was 
recorded by Harmonia Mundi in 1989 (conductor R. Jacobs). 

5  Her first interpretation of Medea during the season of the Maggio Musicale Fiorentino in 1953 
(with Vittorio Gui as conductor) was particularly meaningful and decreed the international 
success of Callas as a star. Among her many recordings of this opera, we can mention the one 
conducted by Tullio Serafin (Emi Classics, 1998).  
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by employing two different kind of music, and therefore there is a sort of 
disproportion between the excited and colourful harmony characterizing Me-
dea and the plain melodic line of the other figures. However, it is all the same 
worth mentioning the only coloratura aria sung by the Corinthian rival of 
Medea, Glauce, and the melodic, more intimate, aria sung by Medea’s ser-
vant, Neris.6   

After Cherubini, two minor composers in the first half of the nineteenth 
century were attracted by the story; I mean Giovanni Simone Mayr and Gi-
ovanni Pacini. The first one performed in 1813 an extremely classicizing Me-
dea in Corinto, which is his acknowledged masterpiece. Tough born in Ger-
many, Mayr lived for a long time in Italy and tried to blend the two styles 
together, adding sometimes a touch of French vague. Mayr, who had been 
completely forgotten till recent times, was, however, one of the most success-
ful and acclaimed composers of his times: the well known rivalry against 
Rossini testifies his importance. Medea, first performed in Naples with the 
famous Isabella Colbran and Manuel Garcia in the main roles, was a triumph. 
Part of the merits should be credited to the librettist, the famous Felice Roma-
ni (who, incidentally, some decades later wrote for Vincenzo Bellini a pen-
dant of Medea’s story, namely Norma, deriving the partly similar plot from 
Chateaubriand’s Les Martyrs)7. The libretto is powerful and concise, as, for 
example, the dialogues show. Medea is a tormented figure, both a sorceress 
and a barbarian princess, and the contrast between the two different civiliza-
tions and culture is exampled in the other female figure, the mild-temperate 
Creusa, as well as in the male hero Jason, who feels himself entangled by 
Medea’s dangerous charming. The Athenian king Aegeus represents an ele-
ment of novelty in the otherwise standard plot, for he loves Creusa too and 
was formerly promised to her. Furthermore, he and Medea conjure together in 
order to prevent the marriage between Jason and Creusa. After murdering 
Creusa and the children, Medea flies away, together with Aegeus, whereas 
Jason attempts at committing suicide, his deed being prevented only by the 
Corinthians. Among the most interesting sections of the opera we can count 

                                                 
6  G. Confalonieri, Cherubini, Torino 1978, 295 ff. 
7  C. Questa, I Romani sulla scena operistica, in L'aquila a due teste. Immagini di Roma e dei 

Romani, Urbino 1988; L. Belloni, Reminiscenze da 'Medea' nel libretto di 'Norma': sulla 
memoria euripidea di Felice Romani, in Memoria di testi teatrali antichi, ed. by O. Vox, Lecce 
2006, 33-65. 
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the arias sung by Medea – they, once again, are meant to emphasize the ob-
scure power of the woman.8    

Giovanni Pacini was, likewise, a prolific composer. Among his titles, we 
can remember other two plots inspired by classical subjects, L’ultimo giorno 
di Pompei (1825), and Saffo (1840), both counted among his masterpieces. 
Pacini’s Medea, was first performed in Palermo in 1843, and after ten years, 
in a revised form, in Naples. This opera is rather interesting, for, according to 
the fullest Romantic atmosphere of the forties, it displays a sensitive use of 
instrumentation and orchestra. Of course the dark and ominous side of the 
events is emphasized as well. This is particularly clear in sections like the ill-
fated weddings between Jason and Creusa (who does not appear on stage), or 
the rites performed by Greek priests to avert Medea’s magic arts and incanta-
tions. But the main element of novelty is the sympathetic attitude towards her 
disgraces – a result which Pacini achieves by accentuating her solitude and 
her despair. His heroine is a deceived woman, exile in a stranger land, threat-
ened by losing both her children and her lover. The music is, in certain re-
spects, inconsistent, for Medea alternates passionate moods and outbursts of 
wrath and calm and peaceful, somewhat, melancholic melodies. However, the 
main elements of the story are slightly changed in order to create a coherent 
framework: for example, Medea disguises herself as a servant to persuade 
Creon to have mercy of her and her children, and at the same time advising 
him of how terrible can be Medea’s demonic fury. The tragic final demon-
strates this twofold and unresolved nature, since, after killing her children, 
Medea commits suicide. Unlike from Cherubini, however, her suicide does 
not prelude to revenge against Jason in the otherworld, but is a vain acknowl-
edgement of despair and feebleness.9  

To conclude the section about music, it can be worth recording here also 
Prospero Selli’s and Salvatore Cammarano’s Medea (1839 and 1851 respec-
tively), whose libretto was readapted from Romani’s text; and two modern 
operas, both entitled Medea, written by the Roman composer Vincenzo 
Tommasini (performed in Trieste in 1906), and by the polyvalent artist Pietro 
Canonica (Roma 1953), who himself wrote the libretto, and cared for the per-

                                                 
8  For further details see J. Commons, Medea in Corinto (foreword to the discographic edition, 

Opera Rara, 1994); P. Russo, "Medea in Corinto" di Felice Romani. Storia, fonti e tradizioni, 
Firenze 2004. 

9  A. Weatherson, Il Maestro delle Cabalette (foreword to the discographic version by Agorà 
Musica, 1998). For other bibliographic references, see the webpages dedicated to Pacini's life 
and works: http://www.italianopera.org/pacini/pacini.html; http://www.geocities.com/Vien-
na/8917/Pacini.html  
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formance details (scenes, costumes) as well10. These compositions would be 
worth of a rediscovery like the one that favoured Mayr and Pacini in recent 
times. 

As far as iconography is concerned, there are not many Italian artists in-
spired by Medea or the Argonauts. This seems a more fashionable subject in 
other European countries and regions (for example, in France). Some paint-
ings, however, are worth mentioning. For the sake of brevity, I will offer here 
just some hints. Medea performing her magical arts to rejuvenate the Athe-
nian king Aeson inspired two Tuscan artists between sixteenth and seven-
teenth century – namely Girolamo Macchietti (whose painting is now in the 
Studiolo of Francesco I in Florence) and the baroque artist Anton Maria Vas-
sallo (whose canvas, painted about 1637-48, is now in the Uffizi Museum). In 
the Mannerist age, it is worth mentioning also a drawing of the Venetian pain-
ter Andrea Schiavone (1563), now in Princeton, representing Medea flying on 
her chariot. Strangely enough, as to my knowledge, there are no iconographic 
representations in Italian art of Medea slaying her children.  

The legend of the Argonauts, in turn, inspired various painters. I will 
mention here a famous picture by the famous Ferrarese artist Lorenzo Costa 
(1464-1535, now in Padua); a pictorial cycle by Ercole Grandi da Ferrara 
(also a mannerist);11 a relief by Francesco Primaticcio in Fontainbleu Castle 
(1541-45); a fresco by Giuseppe Passeri (1678) in Palazzo Barberini (Rome); 
a quite interesting fresco by Baldassarre Peruzzi (1510) in Villa Farnesina 
(Rome), which represents Argo as a star (the so-called catasterismos); a bas-
relief by Filarete (1433-45) on the bronze portal in St. Peter’s Basilica in 
Rome, in which the tale of Jason and Medea has an allegorical meaning to-
gether with the other relieves inspired by Ovid. At the end of the nineteenth 
century the Argonauts were painted by the Istrian artist Cesare Felice Giorgio 
dell’Acqua on a fresco in Miramare Castle in Trieste (1868).12 Finally, also 
the very last period of contemporary art records an aluminium sculpture by 
Anglo-Italian sculptor and painter Eduardo Paolozzi (1924-2005).  

In my opinion, however, the most important painting inspired by the Ar-
gonauts is Giorgio de Chirico’s La partenza degli Argonauti (Departure of 
the Argonauts), which is not, however, the only painting De Chirico produced 
on the subject. The most famous paintings on this subject were painted by De 
Chirico in 1909 and 1920 respectively. It is significant that the first one, more 

                                                 
10  Cfr. http://www.museocanonica.it/museo/figura_di_pietro_canonica/canonica_musicista 
11  Cf. R. Longhi, Officina ferrarese, Roma 1934.  
12  These paintings can be viewed at http://www.castello-miramare.it/cesaredellacqua/home.htm 
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academic, represents just the harbour of Volos (that is the ancient Iolchos, 
Jason’s homeland), where De Chirico himself was born in 1888. The second 
one is more meaningful and original. De Chirico painted it just after the years 
he spent in Paris, becoming acquainted with the Surrealist movement. It is 
already possible noticing in that canvas the distinctive features of his ‘meta-
physical’ style, which gave him universal renown. The subject is particularly 
important because De Chirico was fascinated by the theme of the voyage and 
dealt with it at great length. Classical myths exerted on him a particular at-
traction because he spent part of his youth in Greece (where his father worked 
as a train engineer in Thessaly). De Chirico resumed this topic in a sort of 
autobiographic writing (Hebdomeros, published in French in 1929) too.13 It is 
perhaps worth remembering that his younger brother, the composer, writer 
and painter Alberto Savinio (a pseudonym) is the author of a brief piece about 
the Argonauts, dedicated to another Italian writer, namely Giovanni Papini.14 
Savinio, though labelled as "the most important writer between world war I 
and II" (by Leonardo Sciascia), is still a less known author and his works has 
not received until recent times the attention it deserves. Perhaps this is due to 
the difficulty and peculiarity of his style, sometimes ironic, sometimes man-
nerist, often grotesque, extravagant and eccentric. Savinio’s literary produc-
tion, like his brother’s pictorial one, is deeply influenced by classical antiqui-
ty and displays a sort of nostalgic feelings for ancient Greece and its litera-
ture, which is filtered through the lens of a modern sensibility. In particular, 
this work narrates an autobiographical journey through Italy.15 

Before concluding, I would like to hint at the cinematographic fortune of 
Medea’s story. I will not take into account the famous masterpiece by Pier 
Paolo Pasolini with Maria Callas in the main role (also because specific 
communications are going to deal with it),16 but minor works only. Besides 

                                                 
13  Hebdomeros. Le peintre et son génie chez l'écrivain, Paris 1929. This work has been consi-

dered as De Chirico's masterpiece, as a writer. He published also an Italian version of it in 
1942 and 1971 (see the modern reprints Milan, 1999 and 2003). For further information about 
De Chirico, his life and works see the website managed by the Fondazione Giorgio and Isa de 
Chirico, http://www.fondazionedechirico.it. 

14  La partenza dell’Argonauta in Hermaphrodito (A. Savinio, Hermaphrodito e altri romanzi, a 
cura di A. Tinterri, Milano 1995, 107 ff.). 

15  See S. Zampieri, Il punto su Savinio, in Bollettino '900. Electronic Newsletter of '900 Italian Litera-
ture, 1-2 (2002) (available at http://www3.unibo.it/boll900/numeri/2002-i/Zampieri1.html). 

16  See, however, M. Fusillo, La Grecia secondo Pasolini. Mito e cinema, Roma 2007; B. Zim-
mermann, Fremde Antike? P. P. Pasolinis Medea, in Bewegte Antike. Antike Themen im mod-
ernen Film, ed. by U. Eigler, Stuttgart – Weimar 2002, 53-66; B. Hessen, Pasolinis Medea – 
aus der Perspektive eines Klassischen Philologen, in Pontes II. Antike im Film, ed. by M. Ko-
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some 'peplum-movies' from the fifties and the sixties (a trivial genre, which 
now has been rediscovered after the success of the epic Gladiator – indeed, 
more distinguished),17 it is important mentioning two movies drawn from the 
feuilletton novel by Francesco Mastriani, La Medea di Porta Medina (pub-
lished posthumously in 1915). This colourful and pathetically exaggerated 
novel is placed in a popular quarter of Naples at the end of the eighteenth 
century and actualizes the story of the betrayed woman who kills her baby 
because her lover is going to marry another woman. The plot is inspired in the 
title and in its main lines by the Greek myth and the main female character, 
Coletta, is daring and fierce like her classical antecedent. At the same time, 
there are some significant differences, introduced by the author in accordance 
with the different ambiance and a sort of fondness for folkloric details: the 
‘modern’ Medea is not a princess, but an orphan who is raped and then mar-
ried by an old man; after her divorce, she falls in love with a moneylender, 
Cipriano Barca. They have a baby, but Coletta is jealous of the love Cipriano 
has for the little girl, because she feels neglected. Furthermore, Cipriano me-
ditates marrying another woman, submissive and, so to say, less dangerous. 
This provokes Coletta’s outbreak: her wrath knows no limits; she catches the 
two in the church where they are just celebrating the wedding, strangles the 
baby and stabs the rival, who will die in sufferings. Coletta is finally sen-
tenced to death. As we can see from this brief summary, the novel empha-
sized passion and intrigue, according to the literary genre of serial stories, of 
which Mastriani was acknowledged as the Italian master.18 Two films were 
drawn from it, one (silent) in 1919, by the Neapolitan director Elvira Notari, 
one of the first women engaged in cinematographic direction. The subject 
seems very fit to her professional activity, which was largely inspired by 
Neapolitan popular life and stories placed in the underworld, full of violence, 
passionate love, coups de theatre, hardships and privations of poverty, and so 
on. The other remake is more recent (1981): it was directed for television by 
Piero Schivazappa and was interpreted by a popular Neapolitan actress, Gi-
uliana de Sio. Finally, it should be mentioned a documentary by P. Benvenuti, 

                                                                                                     
renjak, K. Töchterle, Innsbruck, etc. 2002, 95-106; R. Linder, Der Heros und die Zauberin. 
Gender in Verfilmungen grichischer Mythen, ibid., 44-57.  

17  I giganti della Tessaglia (Gli Argonauti), written and directed by Riccardo Freda (1961); the 
Argonauts appear also in the farfetched Ercole e la regina di Lidia (1959), directed by Pietro 
Francisci.   

18  Among his works, in fact, we can mention novels like La cieca di Sorrento, or I misteri di 
Napoli: they follow the genre of the contemporary French feuilletton literature (e.g. Eugène 
Sue), and at the same time show some concerns towards the socialist movement. For his 
Medea, see P. Fornaro, Medea italiana, in Atti delle giornate di studio su Medea, Torino 23-24 
ottobre 1995, ed. by R. Uglione, Torino 1997, 117-163. Mastriani's novel has been reprinted in 
1988 (with a foreword by R. Reim, Rome). 
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Medea, un Maggio di Pietro Frediani, inspired by a popular opera written by 
the Pisan vernacular poet Pietro Frediani (1775-1852). This kind of represen-
tations, usually performed during the month of May ("maggio"), was meant 
both to educate and to entertain villains and humble people in the countryside 
with theatrical declamations and music. This tradition seems very close to the 
one of the Commedia dell'Arte. Frediani's Medea is inspired by the classical 
antecedents, though, in certain respects, simplified and modernized.19 His 
woman is a despaired figure, obsessed by jealousy, who in the end commits 
suicide.   

 

                                                 
19  The text was reprinted in I Maggi, with a foreword by E. Montale, Pisa 1954. 
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Natalya Orlovskaya (Tbilisi) 

THE IMAGE OF MEDEA IN THE WORK 

OF A FOURTEENTH-CENTURY ENGLISH AUTHOR 

The present paper deals with a work of John Gower, a well known writer of 

the later Middle Ages.  

In the history of English literature the fourteenth century is regarded as 

the age of Geoffrey Chaucer. His works became the starting point for the 

further development of English literature. But, among other authors of the 

same period, the most distinguished was John Gower. Chaucer wrote only in 

English language and laid the foundation for the English literary language, 

while Gower used Latin and French as well. However, his best work 

‘Confessio Amantis’ (1930) was written in English. The Cambridge History 

of English Literature highly appreciates the language of this work: ‘That 

Gower, through the purity of his English style and the easy fluency of his 

expression, exercised a distinct influence upon the development of the 

language cannot be questioned.’
1
 

The poem ‘Confessio Amantis’ includes more than a hundred stories. 

Some of them are rather long, others describe short episodes. This work of 

Gower was well known to the readers of the following centuries. It was used 

as a source of plots for the playwrights of the Renaissance, even for 

Shakespeare. Gower’s narrative style is praised in the Cambridge History of 

English Literature, but at the same time it is pointed out that his work cannot 

be compared with the stories of Chaucer: ‘We have in ‘Confessio Amantis’ 

more than a hundred stories told in a pleasing and simple style by one who 

clearly had a gift for story-telling, though without the large humanity which 

                                                 
1
  Sampson G., The Concise Cambridge History of English Literature, Cambridge University 

Press, 1970, 64.  
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makes the stories of Chaucer unique in the literature of his time.’
2
 Chaucer’s 

‘Canterbury Tales’ opened the way to the further development of literature, 

while Gower’s works wholly reflected the preceding traditions. In the opinion 

of M. Alekseev, Gower’s creative work presents interest just by ‘the summing 

up of the extensive and diverse poetic heritage of the Middle Ages.’
3
 

Gower is known to have been one of the most erudite persons of his age. 

For his poem ‘Confessio Amantis’ he used a great number of different 

sources, highlighting in them didactical, moral aspects, typical of his manner 

of writing. He borrowed plots from the Bible, from ancient sources, 

collections of medieval stories, courtly romances, chronicles. Fairly often he 

referred to the works of Ovid, well known in the Middle Ages. Gower’s story, 

with Medea as the central character, was composed according to Ovid.  

Throughout ages the myth of the Argonauts attracted the attention of 

writers and received different interpretations. But, as L. Mallinger points out, 

‘the image of Medea never suffered such modifications as in the Middle 

Ages.’
4
 The courtly romances accentuated her extraordinary beauty and her 

infinite love for Jason, while the writers of the later Middle Ages were more 

concerned with her power as a sorceress. It is in the latter aspect that Medea is 

shown by John Gower. The material is borrowed from the ‘Metamorphoses’ 

of Ovid, who relates how Medea returned youth to Jason’s father with the 

help of magic medicines. This story is described in the seventh book of 

Ovid’s poem. The author gives a brief account of Colchian stories and the 

seizure of the Golden Fleece; but the main action takes place in Greece after 

the return of the Argonauts. Medea makes Jason’s father younger and ruins 

his uncle, who usurped his brother’s throne and deceived Jason as well. 

Gower’s story is written according to Ovid’s ‘Metamorphoses’. However, 

the comparison of the English text with that of Ovid shows that Gower did 

not simply translate this episode of the Latin poem, but in many ways altered 

it. To begin with, the English version says nothing about Jason’s uncle. 

Consequently, the composition of the story is entirely connected with one 

central problem. It is generally known that Gower is distinguished by his 

good, logical manner of narrating. 

The changes made by Gower are seen in many episodes of the story. To 

begin with, Gower says nothing about Colchis and starts the narrative with 

the happy return of the Argonauts to Greece: 

                                                 
2
  Ibid., 63. 

3
  Алексеев М. П., Литература cредневековой Англии и Шотландии, Москва, 1984, 189. 

4
  Mallinger L., Medée, Paris, 1898, 195.  
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Jason to Grece with his preie 

Goth thurgh the see the rihte weie.
5
  

The history of Jason’s father is also told differently. According to Ovid, 

when the Argonauts returned home Jason’s father – Aeson – was so weak that 

he could not take part in the joyous celebration: 

Haemoniae matres pro gnatis dona receptis 

Grandaevique ferunt patres, congestaque flamma 

Tura liquefaciunt, inductaque cornibus aurum 

Victima vota litat. Sed abest gratantibus Aeson, 

Iam propior leto fessusque senilibus annis.
6
 

In Gower’s version, at that time Aeson is in good health and celebrates his 

son’s victory more than anyone else: 

Eson, whan that he wiste of this, 

How that his sone comen is, 

And hath achieved that he soughte, 

And hom with him Medea broughte, 

In al the wyde world was non 

So glad a man as he was on.
7
 

Jason’s father feels likewise well enough in the following years when his 

grandchildren are born: 

And olde Eson gret joie made 

To sen th’encress of his lignage; 

For he was of so gret an age.
8
 

Only later the old man becomes weaker, and Jason asks Medea to use her 

magic power and make his father young again.  

This episode is another point of difference between the Latin and English 

texts. In Ovid’s work, Jason wishes to make his father’s life longer at the 

expense of shrinking his own life: 

Cum sic Aesonides: ‘o cui debere salutem 

Confiteor, coniunx, quamquam mihi cuncta dedisti, 

Excessitque fidem meritorum summa tuorum: 

                                                 
5
  Gower John, Medea as Queen of Air and Darkness, The Age of Chaucer, vol. I, Penguin Books, 

1976, 429. 
6
  P. Ovidius Naso, Metamorphoses, Lipsiae, 1886, 131. 

7
  Gower, 1976, 429. 

8
  Ibid., 429. 
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Si tamen hoc possunt, – quid enim non carmina possunt? –  

Deme meis annis, et demptos adde parenti.’
9
 

In Gower’s poem, Jason says nothing about himself and only asks Medea 

to make his father younger: 

Jason, which sih his fader old, 

Upon Mede made him bold, 

Of art magique, which she couthe, 

And preith hire that his fader youthe 

She wolde make ayeinward newe.
10

 

The central part of the work is devoted to the description of Medea’s 

magic art, which the author finds miraculous: 

Bot what she dede in that matiere 

It is a wonder thing to hiere.
11

 

In many places Gower modifies the text of Ovid’s poem: some episodes 

are omitted, others are extended. In the same way as in the ‘Metamorphoses’, 

Medea leaves home at midnight pronouncing some magic words and flies in a 

chariot driven by dragons. Gower gives a more detailed account than Ovid 

concerning the places where Medea goes to find herbs and other materials 

that she needs. Very eloquent and impressive is Gower’s description of how 

Medea prepares her mysterious solution and afterwards walks with magic 

yells around the old man who has already fallen asleep. The poet himself 

admires Medea’s superhuman faculties and calls her a goddess: 

For with the craftes that she can 

She was, as who seith, a goddesse.
12

 

It should be noted that in the title of the work Medea is called ‘Queen of 

Air and Darkness’. 

The story has a happy end: Medea fulfilled her husband’s request, and her 

father-in-law became young and strong. The wonderful transformation is 

compared with the month of May, when nature revives after cold rains. 

The narrative is quite logical and clear; its short poetic lines are easy to 

read. According to critics, these are characteristic features of Gower’s 

                                                 
 
9
  Ovidius, 1886, 131. 

10
  Gower, 1976, 430. 

11
  Ibid., 430. 

12
  Ibid., 434. 
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narrative style. As A. Fowler writes in his ‘History of English Literature’, 

‘Gower was our first major poet of formal elegance in narrative’.
13

 

In the fourteenth century the theme of magic, sorcery certainly attracted 

the reader’s attention. That is why Gower tried to describe the magic art of his 

heroine as fully as possible. In J. Speirs’ opinion, Medea’s image presented 

by Gower ‘is typically medieval by character’.
14

 

John Gower was a great erudite and his works clearly show the aesthetic 

interests of his age. The fact that Gower wrote a story about the myth of the 

Argonauts, proved that the image of Medea was well known in fourteenth-

century English literature. 

  

                                                 
13

  Fowler A., A History of English Literature, Harvard University Press, 1987, 12. 
14

  Speirs J., A Survey of Medieval Verse, The Age of Chaucer, vol. I, Penguin Books, 1976, 52. 



Phasis 10 (II), 2007 

 

 

 Tamar Tarkhnishvili (Tbilisi) 

THE ARGONAUTICA AND ANCIENT MYTHOLOGY 

IN MEDIEVAL GEORGIA 

The development of medieval Georgian Christian literature and translating 

activities, apart from their main purpose, contributed to general education of 

Georgian readers as well. Among various issues was also the information 

from Greek mythology. The format of a conference paper does not allow 

referring to the numerous sources of medieval Georgia that reflected the 

awareness of Georgian authors of Greek mythology and antiquity in general. I 

will dwell only on several facts. I have selected two significant sources for 

consideration: "Hellenic Tales" and George Hamartolus’ "Chronographer".  

"Hellenic Tales" represents comments on the works of Gregory of 

Nazianzus. Such explanation was necessary to comprehend the works as the 

medieval reader was not familiar with Greek mythology and these questions 

were also unknown to him. The Georgian version of Nonnos’ "Hellenic 

Tales" was made by Ephraem the Lesser. Nonnos provided comments for the 

fragments where Gregory of Nazianzus mentioned names from Greek 

mythology.  

Translation of Nonnos’ explanations represented one of the most 

important sources for becoming familiar with ancient mythology in Georgia 

of that period. Nonnos did not aim at spreading and promoting the names of 

pagan deities but intended to clarify the essence of the characters and items 

mentioned in the work of Gregory the Theologian. This work, written from 

the Christian perspective, to a certain extent threw light on pagan religion. 

Ephraem the Lesser had perfect knowledge of Greek mythology and 

philosophy, and required the same of clergy so that they could oppose anti-

orthodox opinion more effectively and knowingly. He applied this knowledge 

for the purpose of strengthening the Christian doctrine and church. As 
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concerns the full Georgian version of the "Hellenic Tales", it was published 

by Il. Abuladze.  

 "Hellenic Tales" includes the following fragment: "The eighteenth story 

is about ... the sown and sprouted heroes. In Beotia they say that either 

Cadmus or Jason or some other hero took the Dragon’s teeth and sowed them 

into the ground, from where sprouted armed people, visible above the ground 

up to their waists, who in such a posture fought each other as well as others."
1
 

"Hellenic Tales" offers the traditional version of the story of mythological 

characters – Jason and Cadmus (Book III). According to Apollonius Rhodius 

(Book III), Aeetes sets a difficult task for Jason. In order to obtain the Golden 

Fleece, he must yoke two fire-breathing and brazen-footed bulls to a plough 

and at a short notice still the ground that requires four-day labor. Then he 

must sow dragon’s teeth in the ploughed soil and beat the armed heroes that 

will spring out.
2
  

As the significant episodes of the Argonauts’ adventures are connected 

with Georgia, and namely with Colchis, the legend, or at least this very 

episode, could have aroused particular public interest; however, no such 

tendency can be observed in Georgian literature. The Argonaut episodes and 

characters are mentioned along with other fragments of Greek mythology 

only with respect to the context that required clarification for readers. It is 

noteworthy that in this period of the Middle Ages (the 11
th
 century), the 

contents and ideology of literature were predetermined by the Christian 

religion and all remaining questions, including those related to paganism, 

served this purpose. Therefore, as it might have been expected, Ephraem the 

Lesser made no comments on this episode.  

Ephraem the Lesser’s translation of the "Hellenic Tales" could have been 

among important sources about the Greek mythology for literate Georgians of 

the medieval period. This is evidenced in the works of poets of this period.  

One fragment of Shavteli’s poem attests that the author was acquainted 

with the Georgian translation of the "Hellenic Tales". In particular, I mean the 

usage of Mount Etna as a literary image:  

"The abyss of wisdom, the language-rhetorician,
3
 

  You are similar to Mount Etna" (7-8). 

  In the "Hellenic Tales" we read:  

                                                 
1
  I. Abuladze, Hellenic Tales, The Bulletin of the History of Language and Material Culture, X, 

Tbilisi, 1941.  
2
  Apollonius Rhodius, Argonautica, Greek texts with a parallel Georgian version edited, intro-

duced, commented and supplemented with an index by A. Urushadze, Tbilisi, 1970, 197-98.  
3
  "Droeba" (a periodical), 13, Tiflis, 1873.  
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 "The fire [of Etneos] is said to be emerging from the forge of Hephaestus 

on Mount Etna and then it submerges into the field streaming like water" 

[Fairy Tales, 3. 1].  

"... The emergence of the fire of Etneos", "in Sikila there is (a town) 

called Katana, and above it is a mountain called Etna, on which there is 

unceasing fire emerging on its own, which is called the Etna fire" (3. 46).  

The author of "The History and Laudation of Royalty" ("Istoriani and 

Azmani Sharavandedtani") had good knowledge of Greek-Roman mythology. 

Apparently, he referred to the "Hellenic Tales" as well as George Hamartolus 

"Chronograph" to portray Tamar and George III. He used the epithets and 

names which Nonnos had provided with appropriate notes and comments. 

When telling us the story of King Tamar, he mentions famous couples from 

various works: "Similar to Pelope fighting for Hippodamia, daughter of 

Oenomaus, Pluto fighting for Persephone, Ramin fighting for Vis."
4
 He 

compares George III as a hunter to Artemis (367). When talking about David 

Soslan he notes, "He, the keen shooter, threw a dagger at Mosimakhos."
5
 In 

K. Kekelidze’s opinion, the name of Mosimakhos must have been adopted in 

the chronicle from George Hamartolus’ "Chronograph".
6
 The author of "The 

History and Laudation of Royalty" thinks that David Soslan was an excellent 

archer, as if trained by Centaurus.
7
  

Describes King David Aghmashenebeli as a matchless archer, the 

historian of the king also notes that Achilles was trained in archery by 

Centaurus: "Who has seen anyone so victorious in hunting [as David] … 

Achilles of the Hellenes is said to have been trained by Centaurus in archery 

…, none of them were able to become his equal."
8
 It seems that the historian 

had a profound knowledge of the "Hellenic Tales" and was even guided by it.  

"When Achilles was born by Thetis, he was entrusted to Chiron. Chiron 

was half man and half horse. He took him and seated him on a horse back to 

front. And thus he tested him and trained him in archery, fed him on milk and 

bread" [Fairy Tale, 2.4].  

Similarly to the historian of David Aghmashenebeli, the author of "The 

History and Laudation of Royalty" is aware of the image and function of 

Centaurus in Greek mythology. However, none of them mentions Jason, who 

was also raised by Centaurus. It is hard to say whether they were not familiar 

                                                 
4
  Kartlis Tskovreba (Georgian Chronicle), the text is identified according to all relevant manu-

scripts by S. Kaukhchishvili, Tbilisi, 1959, 36. 
5
  Ibid., 6. 

6
  Ibid., 69. 

7
  K. Kekelidze, The History of Georgian Literature, vol. II, Tbilisi, 1958, 270. 

8
  Kartlis Tskhovreba (Georgian Chronicle), edited by Z. Chichinadze, 369. 
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with the Argonaut legend or gave preference to Achilles as they sought 

comparison for the image of the King.  

As observed by Pavle Ingorokva, the elements of the "Hellenic Tales" can 

be traced in the following popular episode of "The Knight in the Panther’s 

Skin":  

"Hearing the knight's singing, beats came to listen to him; the sweetness 

of his voice even prompted stones to come out of water."
9
 

An analogical phrase can be found in the "Hellenic Tales", which points 

to the musical gift of Orpheus:  

"Orpheus, who was skilled in the art of music, used to sing so sweetly that 

even the inanimate were attracted and followed him" (1.17). 

According to mythology, as certified by Apollonius Rhodius (and the 

"Orphic Argonautica"), Orpheus was among the Argonauts even though his 

connection with the Argonautica and Colchis is not mentioned either in the 

"Hellenic Tales" or in George Hamartolus’ "Chronograph". Only his divine 

voice and gifts are discussed.  

George Hamartolus mentions Thracian Orpheus in the "Chronograph". 

"Prometheus and Thracian Orpheus were the wisest among the Hellenes."
10

  

What accounts for George Hamartolus’ mentioning of the Greek pantheon 

is certainly not his liking for them. He needs to use mythological names in his 

work to show the readers how false and harmful idolatry is. He basically 

dwells on Zeus’ pederasty and perversity. Aphrodite is connected with 

adultery and Rhea with insatiability. "The Chronograph" includes traditional 

descriptions of other gods and goddesses; Poseidon is the patron of sailors, 

Asclepius – the god of healing, Apollo – of music, Athena – the goddess of 

wisdom and weaving, Artemis – of hunting, Demeter – the goddess of grain 

and fertility. Aphrodite is the goddess of love; Athena – of knowledge; 

Hephaestus is the founder of forging while Hermes is connected with theft. 

According to V. Asatiani, George Hamartolus mentions only theft with 

respect to Hermes and is reticent about the fact that he personified the 

omnipotent force of nature, was the god of cattle-breeding, taught people to 

light a fire on an altar, etc.
11

 This unambiguously points to the purpose of 

picturing Greek gods in George Hamartolus’ "Chronographer".  

The paper accentuates only several medieval sources attesting to the 

awareness of medieval Georgian scholars of Greek mythology and pantheon. 

As concerns the Argonaut story, and more precisely, the above-mentioned 

                                                 
9
  P. Ingorokva, The Literary Heritage of the Rustaveli Age, Tbilisi, 1928, 4, 51. 

10
  S. Kaukhchishvili, The Chronograph of Monk George, Tiflis, 1920, 68. 

11
  V. Asatiani, Ancient and Byzantine Traditions in Old Georgian Writing, Tbilisi, 1996, 199. 
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episode, it is touched upon only in the "Hellenic Tales". So we cannot be 

certain that medieval Georgian readers were acquainted with this epic plot, or 

at least with the episode taking place in Colchis. The "Hellenic Tales" could 

have raised certain interest in pagan epics; however, if we bear in mind that 

these works were mainly read by the clergy and all questions were treated 

from the perspective of Christian ideology, this interest may not have been 

reflected in literary works.  
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THE ARGONAUTICA AND  CONTEMPORARY WORLD 

Medea Abulashvili (Tbilisi) 

THE PHENOMENON OF RITUAL IN PIER PAOLO PASOLINI’S 

MEDEA AND LARS VON TRIER’S MEDEA 

Ritual is a very mystical, old, diverse and mysterious phenomenon. We can 

hardly imagine any historical period, individual or public life, the space of 

time, of being or country which ritual has not penetrated in some form or 

other. And it is absolutely impossible to perceive, conceptualize and interpret 

the age of mythology without comprehending ritual. It is relevant to the scope 

of any field of the humanities. Ritual dissolves local and chronological 

boundaries between the spaces.  

My immediate goal to consider ritual phenomenon in the films with the 

same name Medea directed by Pier Paolo Pasolini and Lars von Trier is 

motivated by several factors: 

It is impossible to imagine Medea, the niece of sorceress Circe, and the 

priestess of Hecate, without ritual; 

Contemporary studies tend to look for the cases of ritual not only in 

various tales and legends, but first of all in myths, religions and literary 

works. And Medea is a mythological, literary and religious character at the 

same time. 

 Cinematic presentation of ritual seems particularly interesting as cinema 

originated from theatre. And according to widely admitted theories, the latter 

is rooted in rituals long lost and subjected to modification and evolution along 

with the changes in consciousness and the development of human artistic 

vision. 

The more remote is the period in chronological terms, the more difficult it 

is to perceive the magic and moral implications, the meaning, the form, the 

functional logic, ethnic connotation, world outlook, and specific properties of 
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the corresponding ritual. And in these circumstances, one may yield to the 

temptation to perceive ancient rituals through the interpretation, imagination 

and horizon of great masters of the cinematic art. 

Lars von Trier’s Medea starts with an impressive scene: Medea, lying on 

the ground, is washed over several times by the sea-water. At first, the viewer 

has the impression that the scene renders the despair of an ill-fated and 

exhausted woman, but Medea’s movements, expression and the words that 

follow compel to perceive the scene as an intentional behavior of a sorceress. 

Soon afterwards appears the daughter of Creon, the King of Corinth. Maids 

are washing the would-be-bride, i.e. the ritual of pre-bridal washing is being 

performed. After this, the viewer will interpret the preceding scene with 

Medea as water-based ablution, which the sorceress performs prior to an 

important decision or action. The emotion is intensified by the perception that 

the ablution of the bride is performed by hosts of maids, while the abandoned 

woman is assisted by nature itself. The director most skillfully makes a soft 

allusion that Medea is washed off by the waves produced by a passing ship – 

and, the vessel belongs to Aegeus, whom Medea is to heal from childlessness. 

The tragism conveyed through the juxtaposition of these scenes is echoed 

in the words of Pasolini’s Medea: ‘Chastity is also a curse. Gods love and at 

the same time hate.’ Pasolini also presents the scene of ablution twice: the 

first scene features purification by the fire, while the second one – by water. 

The first scene of ablution is set in Colchis: ‘Put dresses on me. I must pray in 

the temple’, Medea orders. The servants quickly array the daughter of Aeetes, 

set the fire, and the sorceress walks through it before entering the temple. The 

second scene of ablution presents the children, doomed to be slaughtered, as 

there are being washed and dressed in white. 

None of the above-mentioned ablution rituals are described in Euripides’ 

Medea, which in fact is the primary source for both films. However, owing to 

the marvelous mithopoetic design of both directors, all the four scenes fully 

correspond to the forms of mysteries connected with ancient Greek traditions 

and described in literature. I will recall several examples: ‘Thee I will hallow 

in the ocean waves’,
1
 says Iphigenia. On another occasion, Orestes reminds 

Iphigenia of the following: ‘For Aulis did thy mother bathe thy limbs?’
2
 

Greek literature illustrates the purifying power of fire as well: the episode 

when Odysseus cleans his home with fire and sulphur is certainly 

                                                 
1
  Iphigenia in Tauris, translated by R. Potter, The Plays of Euripides, Everyman’s Library, vol. I, 

1906, 1932, 362. 
2
  Ibid., 356. 
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unforgettable.
3
 And putting on white normally follows the ritual of 

purification and indicates its completion.
4
 

Lars von Treir skillfully uses the third option of purification as well – 

roaming – when an ousted person leaves their sins on the way and is cleaned. 

This scene effectively accentuates the wavelike motion of colors, which 

shows how gradually the earth and the air take the burden of Medea’s sins. 

Contrary to this, I will recall the scene from Pasolini’s Medea, where the 

earth is covered all over with cracks, and the woman, who has betrayed her 

father and fatherland, shrieks in despair: ‘I touch the earth with my feet, but 

do not feel it, I watch the sun with my eyes, but do not recognize it!’ 

To produce a sharp sensation of tragism, Euripides has the daughter of 

Creon killed in the bridal attire: ‘Their charm and heavenly gleam will entice 

her to put on the gown and the circlet of the fashioned gold. But the bridal 

bed she lies in will be with the dead.’
5
  

The mythical connection of wedding and death is fulfilled through putting 

on the bridal gift sent by Medea: ‘Already the crown is on her head and the 

royal bride is perishing in the robe ...’
6
 In their cinematic versions, both Pier 

Paolo Pasolini and Lars von Trier increase the number of characters taking 

part in the scene and present a real ritual of dressing up a bride. Pasolini goes 

even farther: he presents the scene when, upon Medea’s arrival in Corinth, the 

locals put on her Corinthian clothes instead of her Colchian garment in the 

same mysterious way as they will later dress up Creon’s daughter. 

Pasolini’s Medea includes another highly impressive ritual: the scene is 

set in Colchis, where a human sacrifice is performed. The Colchians 

dismember a lad of distinguished appearance, adorned with the wreath of 

ears. The offering ritual is attended by the royal family as well. The 

participants of the ritual dip their hands in the blood of the sacrificed lad and 

then put the blood on the trees and leaves. The event is undoubtedly related to 

fertility. The Colchians softly tap each other with the twigs of the trees 

covered with leaves. The ceremony grows into dancing and games and 

closely resembles the ceremonies at Dionysian festivals or Georgian folk 

fertility celebrations. Medea, the daughter of the King, recites the main 

phrase, the phrase of the supreme order: ‘You gave life to the seed and the 

sun rised from the seed.’ 

This is the first scene of Pasolini’s Medea. Now let us recall the last one: 

Medea does not allow her unfaithful husband to perform the ritual of burying 

                                                 
3
  Homer, Odyssey, translated from Greek into Georgian by P. Beradze, Tbilisi, 1979, 490-495.   

4
  Ratiani N., The Reflection of Ritual in Ancient Greek Literture, Tbilisi, 2001, 123. 

5
  Euripides, Medea, The Loeb Classical Library, 1994, 2001, Stasimon IV, Antistrophe 1, 373.  

6
  Ibid., 1994, 2001, 381. 
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and mourning their slaughtered children, sacrificed for the revenge. The same 

is described in Euripides’ tragedy: Medea categorically turned down Jason’s 

request: ‘Allow me to bury these dead children and to mourn them.’
7
 ‘But 

with all the strength I have, I make my lament and adjure the gods, calling the 

heavenly powers to witness that you killed my sons and now forbid me to 

touch them or bury their bodies’,
8
 utters Jason.  

The first and the final scenes of Pasoloni’s film make up a circle: they 

both picture human sacrifice. In the first case, the offering is made for the 

sake of fertility, while the sacrifice in the final scene brings about 

childlessness. The fulfillment of the mystery is the final touch of the tragedy. 

If in the beginning Medea is the guarantee for the accomplishment of the 

ritual, for the observance of moral rite and custom, in the end she becomes the 

prohibitor of ritual. Medea’s performance of ritual in the beginning of the 

film suggests regular progress of life, while its prohibition indicates the 

greatest tragedy. In this way, Pier Paolo Pasolini and Lars von Trier attempt 

to intensify the sensation of tragism and dramatism, and make it perceptible 

for contemporary viewers through reviving the remotest past. 

Owing to the performance of rituals, dictated by social morality and 

traditions, the world has been following a more or less regular path of life 

from ancient times till nowadays.  

 

                                                 
7
  Ibid., 409. 

8
  Ibid., 413. 
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TΑ AΡΓΟΝΑΤΣΙΚΑ ΣΩΝ EΛΛΗΝΩΝ YΠΕΡΡΕΑΛΙ΢ΣΩΝ  

H αλαβίσζε ηνπ αξραίνπ κχζνπ ζηελ πνίεζε ηνπ 20νχ αηψλα είλαη έλα απφ 

ηα πην ζχλζεηα θαη δχζθνια πξνβιήκαηα πνπ απαζρφιεζαλ ηε ζχγρξνλε 

ινγνηερληθή ηζηνξία θαη θξηηηθή. Οη δπζθνιίεο νθείινληαη ζην φηη νη 

κνληέξλνη αλέιαβαλ λα δψζνπλ ζε αηνκηθφ επίπεδν έλα λέν λφεκα θαη κηα 

πξνζσπηθή εξκελεία ζε κχζνπο παιηνχο, αλαηξέπνληαο ηηο παξαδνζηαθέο 

ρξήζεηο ηνπ κχζνπ σο κέξνπο κηαο θνηλά απνδεθηήο αθήγεζεο, ε νπνία 

αλαβίσλε ζπκβνιηθά _ θαη ζπρλά δηαθνζκεηηθά _ ην αξραίν παξειζφλ, φπσο 

ζπλέβε ζηελ πνίεζε ησλ παξλαζζηθψλ θαη ησλ ζπκβνιηζηψλ, κε θχξην 

παξάδεηγκα ζηελ Διιάδα ηνλ Κσζηή Παιακά.  

Eίλαη θνηλά απνδεθηφ φηη ε ρξήζε ησλ κχζσλ ζηε δηακφξθσζε κηαο 

πξνζσπηθήο κπζνινγίαο ππήξμε έλα απφ ηα θχξηα ραξαθηεξηζηηθά ζην έξγν 

ησλ θνξπθαίσλ πνηεηψλ ηνπ 20νχ αηψλα, φπσο ν T. S. Eliot, πνπ εηζήγαγε 

ηελ πεξίθεκε ζεσξία ηεο «κπζηθήο κεζφδνπ». Ληγφηεξν δηεξεπλεκέλε είλαη ε 

ρξήζε ησλ αξραίσλ κχζσλ ζηελ πνίεζε ησλ πξσηνπνξηαθψλ θαιιηηερληθψλ 

θηλεκάησλ ησλ αξρψλ ηνπ 20νχ αηψλα, φπσο ν θνπηνπξηζκφο θαη ν 

ππεξξεαιηζκφο, ε νπνία, θαηά ηε γλψκε κνπ παξνπζηάδεη εληειψο μερσξηζηφ 

ελδηαθέξνλ. Eηδηθά ν κχζνο ησλ Aξγνλαπηψλ απνηειεί κνλαδηθφ παξάδεηγκα 

γηα λα εμεηάζνπκε γεληθφηεξα ηελ αληηκεηψπηζε ησλ αξραίσλ κχζσλ απφ 

ηνπο θαιιηηέρλεο εθείλνπο νη νπνίνη δελ πεξηνξίζηεθαλ απιά ζηελ αλαλέσζε 

ησλ εθθξαζηηθψλ ηνπο κέζσλ, αιιά, ζε αληίζεζε κε άιινπο κνληέξλνπο, 

επηδφζεθαλ ζε πεηξακαηηζκνχο θαη πηνζέηεζαλ εληειψο πξσηφηππεο θαη 

ξεμηθέιεπζεο ηερληθέο.  

Eηδηθά γηα ηνπο ππεξξεαιηζηέο, θαη ηνπο άκεζνπο πξνδξφκνπο ηνπο, ν 

αξγνλαπηηθφο κχζνο έγηλε, φπσο ζα πξνζπαζήζσ λα δείμσ, ζχκβνιν ηεο 

δηθήο ηνπο θαιιηηερληθήο πξνζπάζεηαο θαη, αθφκε πεξηζζφηεξν, ηεο ίδηαο ηεο 

πεξηπέηεηαο ηεο ηέρλεο ζε κηα επνρή κεγάισλ επαλαζηαηηθψλ αιιαγψλ. 
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Θα μεθηλήζσ κε νξηζκέλεο παξαηεξήζεηο ζρεηηθά κε ηα ηζηνξηθά θαη 

πνιηηηζκηθά ζπκθξαδφκελα. Σα θαιιηηερληθά πξσηνπνξηαθά θηλήκαηα 

γελλήζεθαλ ζηηο αξρέο ηνπ 20νχ αηψλα ζηελ Eπξψπε, σο αληίδξαζε ζηηο 

κεγάιεο θνηλσληθέο αιιαγέο θαη ζηε ζεακαηηθή πξφνδν ηεο επηζηήκεο θαη 

ηεο ηερλνινγίαο. Σελ ίδηα επνρή παξαηεξνχκε κηα κεγάιε άλζεζε ηνπ 

ελδηαθέξνληνο γηα ηε κπζηθή ζθέςε ζε δπν λένπο επηζηεκνληθνχο θιάδνπο, 

ηελ εζλνινγία θαη ηελ ςπραλάιπζε. 

 Γηα ηνπο εζλνιφγνπο, ηνλ Άγγιν James Frazer θαη ηνπο Γάιινπο Marcel 

Mauss θαη Lucien Lévy-Bruhl νη κχζνη ησλ πξσηφγνλσλ έγηλαλ έλα πεδίν 

έξεπλαο κε κεγάιεο πξνεθηάζεηο θαη ζπλέπεηεο ζηελ αληίιεςε γηα ηνλ 

άλζξσπν θαη ηνλ πνιηηηζκφ ηνπ. Αληίζηνηρα γηα ηνλ Freud νη αξραίνη κχζνη, 

θαη εηδηθφηεξα απηφο ηνπ Οηδίπνδα, έγηλαλ θιεηδί γηα ηελ εμεξεχλεζε ηνπ 

αζπλείδεηνπ, ελψ ν καζεηήο ηνπ Carl Young αζρνιήζεθε κε ηελ αλάδεημε 

ησλ ζπκβνιηθψλ ζεκαζηψλ ηνπο θαη αλέπηπμε κηα ζεσξία γηα ηνπο 

αξρεηππηθνχο κχζνπο. 

Σνλ αξγνλαπηηθφ κχζν, θαη' εμνρήλ αξρεηππηθφ, είρε ήδε ρξεζηκνπνηήζεη 

κεηαθνξηθά ν Νίηζε ζηελ Χανμύιεκδ επζζηήιδ γηα λα εθθξάζεη ηνλ αγψλα 

ηνπ ζχγρξνλνπ αλζξψπνπ: «Καη ηψξα, κεηά απφ ηφζν δξφκν πνπ δηαλχζακε, 

εκείο, νη Αξγνλαχηεο ηνπ ηδεψδνπο, πην ηνικεξνί ίζσο απφ φηη ζα απαηηνχζε 

ε ζχλεζε, ζπρλά ζαιαζζνπληγκέλνη θαη θαηαπνληηζκέλνη, αιιά κε πγεία 

θαιχηεξε απφ απηήλ πνπ ζα καο επέηξεπαλ, επηθίλδπλα εχξσζηνη _ κε κηα 

πγεία πάληα θαηλνχξγηα _ καο θαίλεηαη φηη έρνπκε κπξνζηά καο, σο 

αληακνηβή, κηαλ άγλσζηε ρψξα, πνπ θαλείο αθφκε δελ έρεη δεη ηα ζχλνξα 

ηεο…»   

Ζ αλαθάιπςε απηήο ηεο άγλσζηεο ρψξαο ζα γηλφηαλ ν ζηφρνο ησλ 

θαιιηηερληθψλ πξσηνπνξηαθψλ θηλεκάησλ, θαη ν αξγνλαπηηθφο κχζνο ζα 

εμέθξαδε ηδεσδψο ην εγρείξεκά ηνπο. 

Μέζα ζ' απηφ αθξηβσο ην πλεχκα βξίζθνπκε αλαθνξέο ζηνλ αξγνλαπηηθφ 

κχζν ήδε ζηηο αξρέο ηηο δεθαεηίαο ηνπ 1910 ζηνλ Γάιιν πνηεηή Guillaume 

Apollinaire, πξφδξνκν θαη θίιν ησλ ππεξξεαιηζηψλ. «Αξγνλαχηεο» 

νλνκαδφηαλ ην πεξηνδηθφ ηνπ Camille Lemercier d'Erm ζην νπνίν ν 

Apollinaire δεκνζίεπζε πνηήκαηα ην 1910. Ο ίδηνο, ηελ επφκελε ρξνληά, 

εμέδσζε ην πεξίθεκν πνίεκά ηνπ «Bestiare»
1
 ή «Cortège d’ Orphée». Δίλαη 

γλσζηφ φηη ν Apollinaire ζεσξνχζε φηη ην φλνκά ηνπ – γηνο ηνπ Απφιισλα- 

ηνλ ζπλέδεε ζπκβνιηθά κε ηνλ Οξθέα. ΢ην πνίεκα απηφ, ηα δψα πνπ 

αθνινπζνχλ καγεκέλα ηνλ Οξθέα, πιαηζηψλνπλ κηα ηειεηή κχεζεο 

κπζηηθηζηηθνχ ραξαθηήξα. 

Πξσηαξρηθή ζεκαζία απέθηεζε ν αξγνλαπηηθφο κχζνο γηα ηνλ Ηηαιφ 

δσγξάθν Giorgio de Chirico, θίιν θαη πξνζηαηεπφκελν ηνπ Apollinaire, φπσο 

                                                 
1
  Δηθνλνγξαθεκέλν βηβιίν κχζσλ κε ζέκα ηα δψα. 
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θαη γηα ηνλ αδειθφ ηνπ, κνπζηθφ θαη ζπγγξαθέα Alberto Savinio. Ο De 

Chirico είρε γελλεζεί ζην Βφιν, ζηνλ Παγαζεηηθφ θφιπν, ζηα κέξε απφ φπνπ 

απέπιεπζε ε Αξγψ. Μεηά απφ ζπνπδέο ζην Μφλαρν, φπνπ είρε δερζεί ηελ 

επίδξαζε ηνπ Nietzsche θαη ηνπ Schopenhauer, έδεζε ζην Παξίζη, φπνπ ζα 

αλαδεηθλπφηαλ ζε θπξίαξρε κνξθή ηεο κνλέξλαο ηέρλεο. Σν 1918 ν αδειθφο 

ηνπ Alberto Savinio, είρε δψζεη ζην εκεξνιφγηφ ηνπ απφ ηηο εκπεηξίεο ηνπ 

πνιέκνπ ηνλ ηίηιν «Ζ αλαρψξζε ηνπ Αξγνλαχηε». Σν 1921 ν De Chirico 

δσγξάθηζε ηνλ δηάζεκν πίλαθά ηνπ «Ζ αλαρψξεζε ησλ Αξγνλαπηψλ», πνπ 

αλήθεη ζηε «κεηαθπζηθή» πεξίνδν ηεο ηέρλεο ηνπ: ζην αξηζηεξφ κέξνο ηνπ 

πίλαθα απεηθνλίδνληαη δπν άλδξεο γπκλνί, ν έλαο αλεκίδεη ιάβαξν, ν άιινο 

έλαλ καλδχα ή παλί, ελψ δεμηά θάζεηαη έλαο άλδξαο κε ριακχδα, ζαλ αξραίνο 

θηιφζνθνο· ζην βάζνο θαίλεηαη ε ζάιαζζα θαη έλα θαξάβη. Δδψ ε πξννπηηθή 

ηεο αλαρψξεζεο κνηάδεη λα ζπκβνιίδεη ηελ επνίσλε πξννπηηθή κηαο 

ζσηήξηαο πλεπκαηηθήο δξαζηεξηφηεηαο. 

Σνλ αξγνλαπηηθφ κχζν ηνλ μαλαβξίζθνπκε ην 1919 ζε έλα απφ ηα πξψηκα 

πνηήκαηα ηνπ ζεκαληηθνχ Γάιινπ ππεξξεαιηζηή πνηεηή Robert Desnos, «Le 

fard des Argonautes» (Σν βάξνο ησλ Αξγνλαπηψλ), πνπ αθνχγεηαη ζηα 

γαιιηθά θαη ζαλ «Φάξνο ησλ Αξγνλαπηψλ». Σν πνίεκα, γξακκέλν ζε 

παξαδνζηαθή κνξθή, ζε αιεμαλδξηλνχο νκνηνθαηάιεθηνπο ζηίρνπο, εθθξάδεη 

πιήξσο ηε ζεκαζία πνπ ζα απνθηνχζε ν κχζνο γηα ηνπο πξσηνπφξνπο 

θαιιηηέρλεο. ΢ην ηέινο ηνπ πνηήκαηνο, πέξα απφ ηνπο κπζηθνχο ήξσεο, ν 

κχζνο δηεπξχλεηαη ζε νηθνπκεληθφ φζν θαη άκεζα πξνθεηηθφ επίπεδν κε ηελ 

αλαθνξά ζε έλαλ γεξν-Ηζξαειίηε, πνπ ζα νδεγνχζε ην έζλνο ηνπ ζε καχξεο 

ζιηβεξέο ζάιαζζεο – ν Desnos ήηαλ εβξαίνο.  

Απηφ αθξηβψο ην πλεχκα ηεο ηνικεξήο θαη επηθίλδπλεο αλαδήηεζεο ζα 

εμέθξαδε ν αξγνλαπηηθφο κχζνο γηα ην ππεξξεαιηζηηθφ θίλεκα πνπ 

ζπγθξνηήζεθε ζηε Γαιιία απφ κηα νκάδα πνηεηψλ θαη δσγξάθσλ γχξσ απφ 

ηνλ Αληξέ Μπξεηφλ ην 1924.  

Σν ελδηαθέξνλ ησλ ππεξξεαιηζηψλ γηα ηε κπζηθή ζθέςε, θάησ απφ ηνλ 

δηπιφ αζηεξηζκφ ηεο εζλνινγίαο θαη ηεο ςπραλάιπζεο, δηαπηζηψλεηαη άκεζα 

απφ ηα ζρεηηθά δεκνζηεχκαηα ζηα ηξία ζεκαληηθφηεξα πεξηνδηθά ηνπ 

θηλήκαηνο: La révolution surréaliste, Le surréalisme au service de la 

revolution, Minotaure. Αθφκε πην ζπζηεκαηηθφ ελδηαθέξνλ δείρλνπλ 

νξηζκέλνη ζπγγξαθείο πνπ απνζρίζζεθαλ απφ ην θίλεκα, θαη εηδηθφηεξα ν 

André Bataille, εθδφηεο ηνπ πεξηνδηθνχ Documents (1929), θαη (Acéphale) 

1936, ν νπνίνο, ζην πεξίθεκν College de sociologie πνπ ίδξπζε ην 1936, καδί 

κε ηνπο Michel Leiris θαη Roger Caillois, επερείξεζε κε ηνπο ζπλεξγάηεο ηνπ 

κηα λέα εξκελεία ησλ κχζσλ, κε ηε ζπκκεηνρή δηαλννχκελσλ απφ 
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δηαθνξεηηθέο θαηεπζχλζεηο, φπσο νη Julien Βenda, Drieu la Rochelle θαη 

Walter Benjamin.
2
  

O Breton θαη νη θίινη ηνπ είραλ δηδαρζεί πνιιά απφ ηνλ Apollinaire θαη 

ηνλ De Chirico, ηνπο νπνίνπο ζεσξνχζαλ δαζθάινπο ηνπο. Γη’ απηνχο ν 

αξγνλαπηηθφο κχζνο εμέθξαδε ην ίδην ην πλεχκα ηεο ηνικεξήο θαη 

επηθίλδπλεο αλαδήηεζεο, αιιά θαη θάηη πεξηζζφηεξν, ην ηαμίδη πξνο ηε 

κχεζε, δειαδή ηε δηαδηθαζία κηαο αλαγέλλεζεο, πνπ δίλεη άιιε ζπκβνιηθή 

ζεκαζία ζην πέξαζκα κέζα απφ ηηο ΢πκπιεγάδεο. ΋πσο παξαηεξεί ν Alain 

Moreau: «Μπνξεί θαλείο λα ππνζεζεη φηη ν Απνιιψληνο ζεσξεί φιν ην ηαμίδη 

ησλ Αξγνλαπηψλ ζηελ θνηιηά ηεο Αξγψο ζαλ ηελ ηζηνξία κηαο θχεζεο. Ζ 

ηειηθή απνβίβαζε ζηνλ Παγαζεηηθφ είλαη ε γέλλα θαη ε αλαγέλλεζε ησλ 

εξψσλ. Σν θαξάβη Αξγψ γελλά ηνπο Αξγνλαχηεο φπσο ην άινγν ηεο Σξνίαο 

ηνπ Αραηνχο πνιεκηζηέο».
3
  

Ζ ίδηα ε ζεσξία θαη ε πξαθηηθή ησλ ππεξξεαιηζηψλ, βαζηζκέλε ζηε 

ζεσξία ηνπ θξνυδηθνχ αζπλείδεηνπ, πξνυπέζεηε κηα κπεηηθή δηαδηθαζία: 

δσγξάθνη θαη πνηεηέο θαινχληαλ λα εηζρσξήζνπλ ζην βάζνο ηνπ εαπηνχ θαη 

λα απνθαιχςνπλ ηε βαζχηεξε, αζέαηε πιεπξά ηνπ, απηήλ πνπ απέθξππηε θαη 

απνζησπνχζε ε πνιηηηθή ηνπ νξζνινγηζκνχ, ηελ νπνία ζπλέδεαλ κε ηελ 

θπξηαξρία ηεο αζηηθήο ηδενινγίαο.  

Μέζα ζηελ επαλαζηαηηθή πξννπηηθή ηνπο, πνπ απνζθνπνχζε αθξηβψο 

ζηελ αλαηξνπή απηήο ηεο ηδενινγίαο, νη ππεξξεαιηζηέο πηνζέηεζαλ 

ξεμηθέιεπζεο ηερληθέο ηφζν ζηε δσγξαθηθή φζν θαη ζηελ πνίεζε: ε ηερληθή 

ηνπ «θνιιάδ», ε «απηφκαηε γξαθή» θαη ε ρξήζε ησλ ειεχζεξσλ ζπλεηξκψλ 

ήζαλ γη’ απηνχο δξφκνη πνπ νδεγνχζαλ ζηε δηεξεχλεζε ηνπ αζπλείδεηνπ. Ο 

ζηφρνο ηνπο, πνπ μεπεξλνχζε ηα ζηελά πιαίζηα ηεο ηέρλεο, απέβιεπε ζηελ 

επαλαζηαηηθνπνίεζε ηεο ζθέςεο θαη ζηελ απειεπζέξσζε ηνπ αλζξψπνπ απφ 

ηηο αζηηθέο ζπκβαηηθφηεηεο θαη ηελ θαηαπίεζε ηεο επηζπκίαο. Γη’ απηφ 

αθξηβψο νη θεηκεληθέο πξαθηηθέο ησλ ππεξξεαιηζηψλ επλννχζαλ νηηδήπνηε 

κπνξνχζε λα ιεηηνπξγήζεη αλαηξεπηηθά θαη λα ππνλνκεχζεη ηηο αηζζεηηθέο 

ζπλήζεηεο: ηνικεξέο κεηαθνξέο, ινγνπαίγληα, παξσδία, γθξνηέζθν, καχξν 

ρηνχκνξ.
4
 Με ηνλ ηξφπν απηφ δηάβαζαλ θαη ρξεζηκνπνίεζαλ θαη ηνπο 

αξραίνπο κχζνπο, επηρεηξψληαο νπζαζηηθά ηελ επαλεξκελεία θαη ηελ 

επαλαγξαθή ηνπο ζε έλα δηαθνξεηηθφ πιαίζην θνζκναληίιεςεο, ζηνπο 

αληίπνδεο ηνπ δπηηθνχ νξζνινγηζκνχ. 

                                                 
2
  Βι. Ν. Λντδίδε, O ιύεμξ ημο Mζκώηαονμο ζηδκ πνςημπμνία ημο ιεζμπμθέιμο, Nεθέιε, Aζήλα, 

1988. 
3
  A. Moreau, Le mythe de Jason et Médée: le va-nu-pied de la sorcière, Les Belles Lettres, col-

lection "Vérité des mythes", Παξίζη, 2006, 118. 
4
  Βι. ζρεηηθά ζην Surréalisme et pratiques textuelles, (επηκ. E. Rubio) Phénix Editions, Παξίζη, 

2002. 
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Ζ εμέηαζε ηνπ αξγνλαπηηθνχ κχζνπ ζην έξγν ησλ δπν θνξπθαίσλ 

Διιήλσλ ππεξξεαιηζηψλ, ηνπ Αλδξέα Δκπεηξίθνπ θαη ηνπ Νίθνπ 

Δγγνλφπνπινπ, καο δίλεη έλα ραξαθηεξηζηηθφ παξάδεηγκα αηξεηηθήο 

αλάγλσζεο θαη επαλαγξαθήο ελφο αξραίνπ κχζνπ. Tν ειιεληθφ παξάδεηγκα 

απνθηά πξνζζεην ελδηαθέξνλ γηα ηελ ηνικεξφηεηά ηνπ, εάλ ιάβνπκε ππφςε 

ην ηζηνξηθφ πιαίζην ζηελ Eιιάδα ηεο δεθαεηίαο ηνπ '30 _ φηαλ 

πξσηνεκθαλίδνληαη νη δπν πνηεηέο _, θάησ απφ ηηο ζπλζήθεο ηεο κεηαμηθήο 

δηθηαηνξίαο, ε αλαθνξά ζε νηηδήπνηε είρε ζρέζε κε ηελ ειιεληθή αξραηφηεηα 

απνηεινχζε πξάμε θνξηηζκέλε ηδενινγηθά θαη απνθηνχζε πξφζζεηε 

ζεκαζία, θαζψο νη κχζνη απνηεινχζαλ θνκκάηη ηεο εζληθήο θιεξνλνκηάο, 

ελψ ην αίηεκα γηα κηα ηέρλε εζληθή, δεκέλε κε ηελ παξάδνζε, δελ ίζρπε κφλν 

γηα ηε ζπληεξεηηθή αιιά θαη ηελ πξννδεπηηθή παξάηαμε, ηελ νπνία 

εθπξνζσπνχζαλ πνηεηέο φπσο ν Γηψξγνο ΢εθέξεο θαη ν Οδπζζέαο Διχηεο.  

Eίλαη αμηνζεκείσην φηη εηδηθά ν αξγνλαπηηθφο κχζνο ζηελ πνίεζε ηνπ 

Eκπεηξίθνπ θαη ηνπ Eγγνλφπνπινπ κνηάδεη λα είλαη ε απάληεζε ζηνλ 

θιαζηθίδνληα κνληεξληζκφ ηνπ ΢εθέξε. Ζ πξνζέγγηζή ηνπο κνηάδεη κε ηε 

δηθή ηνπ απνθιεηζηηθά θαη κφλν ζε έλα ζεκείν, απηφ ηεο ηαχηηζεο ηεο 

πεξηπέηεηαο ηνπ ζχγρξνλνπ αλζξψπνπ κε ην ηαμίδη ηεο Aξγψο _ κηα ηδέα ήδε 

παξνχζα ζην κπζηζηφξεκα Aνβώ ηνπ Γηψξγνπ Θενηνθά, ελφο απφ ηνπο 

επηθαλέζηεξνπο εθπξνζψπνπο ηεο γεληαο ηνπ '30. Καηά ηα άιια νη δπν 

ππεξξεαιηζηέο πξνηείλνπλ ηε δηθή ηνπο δηαθνξεηηθή θαη έληνλα πξνζσπηθή 

αλάγλσζε θαη επαλαγξαθή ηνπ κχζνπ. 

Eλα πξψην ραξαθηεξηζηηθφ είλαη φηη θαη νη δπφ εκπλένληαη φρη απφ ηελ 

πεξηπέηεηα ηνπ Iάζσλα θαη ηεο Mήδεηαο, αιιά απφ ηα κέιε ηνπ πιεξψκαηνο, 

ηνπο εκίζενπο θαη ήξσεο πνπ έηξεμαλ λα ζπλδξάκνπλ ηνλ Ηάζσλα ζηνλ 

επηθίλδπλν άζιν ηνπ. Αλάκεζα ζηνπο άιινπο «πνληνπφξνπο» δείρλνπλ 

πξνηίκεζε ζηνλ Οξθέα, ηνλ Ζξαθιή, ηνλ Κάζηνξα θαη Πνιπδεχθε. 

O πξψηνο πνπ «μαλαγξάθεη» ηνλ αξγνλαπηηθφ κχζν είλαη ν Nίθνο 

Eγγνλφπνπινο, ν νπνίνο κνηάδεη λα γλσξίδεη θαιά ηα Ανβμκαοηζηά ηνπ 

Aπνιιψληνπ, αιιά θαη ηα νξθηθά Ανβμκαοηζηά. Aπηφ δείρλεη φρη κφλν ην 

πνηεηηθφ αιιά θαη ην δσγξαθηθφ έξγν ηνπ. Oη ζπλερείο αλαθνξέο ηνπ ζηνλ 

Oξθέα, θαζαξά απηναλαθνξηθνχ ραξαθηήξα, θαη νη απεηθνλίζεηο ηνπ Oξθέα 

ζε κεγάιν αξηζκφ πηλάθσλ, καο ππνβάιινπλ ηε ζθέςε φηη ν Eγγνλφπνπινο 

ελδηαθεξφηαλ γηα ηε κπζηηθηζηηθή-νξθηθή πιεπξά ηνπ κχζνπ, θαη ηνλ 

«δηάβαδε» σο κπεηηθή δηαδηθαζία, φπσο είρε θάλεη παιαηφηεξα ν Άγγεινο 

΢ηθειηαλφο ζην πεξίθεκν πνίεκά ηνπ «Σν ηξαγνχδη ησλ Αξγνλαπηψλ», απφ 

ηελ κεγάιε πνηεηηθή ηνπ ζχλζεζε Πάζπα ηςκ Δθθήκςκ (1918). Eθεί ν κχζνο 

πξνζιάκβαλε θαζαξά κπεηηθφ ραξαθηήξα θαη απνηεινχζε ραξαθηεξηζηηθφ 

δείγκα ηνπ ζηθειηαληθνχ ζπγθξεηηζκνχ, ζηνλ νπνίν ν Oξθέαο, φπσο θαη ν 

Xξηζηφο, έπαηδαλ πξσηεχνληα ξφιν. 
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Aπηήλ αθξηβψο ηελ κπεηηθή δηάζηαζε έρνπλ θαη νη αλαθνξέο ηνπ 

Eγγνλφπνπινπ ζην ηαμίδη ηεο Aξγψο. Oη πεξηζζφηεξεο θαη πην ελδηαθέξνπζεο 

βξίζθνληαη ζηα πνηήκαηα «Tν θαξάβη ηνπ δάζνπο» απφ ηελ πξψηε ζπιινγή 

ηνπ Mδκ μιζθείηε εζξ ημκ μδδβόκ (1938), «΢εβάρ ν ζαιαζζηλφο», θαη 

«Aθξηβψο φπσο…» απφ ηελ δεχηεξε ζπιινγή ηνπ Tα ηθεζδμηύιααθα ηδξ 

ζζςπήξ (1939), θαη ζην πνίεκα «H εξσηηθή πιεθηάλε» απφ ηε ζπιινγή H 

επζζηνμθή ηςκ πμοθζώκ (1946).  

΢ην «θαξάβη ηνπ δάζνπο» βξίζθνπκε κηα ππφκλεζε ηεο Αξγψο, θαξαβηνχ 

«απφ νμία/κε θνππηά απφ έιαην» ζηα Αξγνλαπηηθά ηνπ Οξθέα. ΢ην πνίεκα 

«΢εβάρ ν ζαιαζζηλφο», πάιη έλα θαξάβη ιεηηνπξγεί σο ζπκβνιηζκφο ηεο 

πνίεζεο: 

«θη ελψ καίλεηαη γχξσ κνπ ε θαηαηγίδα / θαη ζθεπάδεη / ην θαηάζηξσκα / 

ηνπ έξκνπ/θαξαβηνχ κνπ / ε αγξηεκέλε ζαιαζζα / κε ηα πφδηα / γπκλά / 

ζθαξθαιψλσ / ζην ην ςειφ θαηάξηη/θαη θξαηψ ζθηρηά / κεζα ζηα ρέξηα / έλα 

πνηήξη / απφ κπιέ γπαιί.»  

Ο πνληνπφξνο πνηεηήο κέζα ζην θαξάβη παιεχεη κε ηελ θαηαηγίδα. Tν 

κπιε πνηήξη αλαθαιεί κπεηηθή ηειεηνπξγία. 

΢ην πνίεκα «Ζ εξσηηθή πιεθηάλε» νη επαλαζηαηεκέλνη πνηεηέο, πνπ 

ραξαθηεξίδνληαη βξπθφιαθεο (vampires), εηνηκάδνπλ θαηλνχξγην θαξάβη: 

ζίκσζ’ εδψ θνληά ζην παξαζχξη 

θαη παξακέξηζε ηνπο ζθνηεηλνχο ηνπο βαξείο κπεξληέδεο 

θχηηα 

νη βξπθνιαθεο εθηάμαλ 

ζην αθξνγπάιη 

εθεί ζην μχιηλν ζπηηάθη φπνπ θαηψθεη 

έλαο αξραίνο ζεφο 

ηρζπνηξφθνο 

θη αθνχ ρπζήθαλε κέζα ζηνπο θξχθηνπο αξζαλάδεο 

ζθαξηά θαηλνχξγηα εζθαξθηζηήθαλε λα ζηήζνπλ 

γηα λαλ ηα ξίμνπλε ζηε ζάιαζζα 

λα θχγνπλ. 

Δίλαη ραξαθηεξηζηηθή ε αλαθνξά ζηνλ ηρξπνηξφθν ζεφ, ηνλ Οξθέα. 

΢ηελ πνίεζε ηνπ Δγγνλφπνπινπ ην κπζνινγηθφ ζηνηρείν, κε κνξθή 

νλνκάησλ ή ζπκβφισλ, ζπρλα είλαη έκκεζν, θαη ρξεζεκνπνηείηαη σο δείθηεο 

ζεκαζηνινγηθνχ πξνζαλαηνιηζκνχ ηνπ πνηήκαηνο: νλφκαηα κπζηθψλ κνξθψλ 

απφ ηα αξγνλαπηηθά φπσο ηνπ Οξθέα, ηνπ Iάζσλα, ηεο Mήδεηαο, ηεο 

Δπξηδίθεο, ηεο Iππνιχηεο, θέξλνπλ ζην θείκελν ηηο ζεκαζίεο ηνπο θαη 

γίλνληαη θιεηδηά λνεκαηνδφηεζεο γηα ηνλ αλαγλψζηε.  

Σν θαξάβη γηα ηνλ Δγγνλφπνπιν εκθαλίδεηαη κε ηα ραξαθηεξηζηηθά ηεο 

θαιιηηερληθήο κχεζεο: «γηα λ’ αξκαηψζνπλε θαξάβη, λ’ αλνηρηνχλ, λα 
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θχγνπλε», γξάθεη ζηελ αξρή ηεο ζεκαληηθφηεξεο πνηεηηθήο ηνπ ζχλζεζεο 

Mπμθζαάν (1944). Tν θαξάβη είλαη ην κέζν πνπ νδεγεί ζηελ πξαγκάησζε ηνπ 

αλζξψπνπ θαη εηδηθφηεξα ηνπ θαιιηηέρλε, θαη ην ηαμίδη είλαη πάληα ε 

πεξηπέηεηα πνπ ζπγθεληξψλεη ηα ραξαθηεξηζηηθά κηαο επαλάζηαζεο ζε φινπο 

ηνπο ηνκείο, πξνζσπηθφ, εξσηηθφ, θνηλσληθφ, θαιιηηερληθφ. Eίλαη 

ραξαθηεξηζηηθφ φηη ζηα πνηήκαηα απηά ν πνηεηήο δηαιέγεηαη φρη κφλν κε ηνλ 

Aπνιιψλην αιιά θαη κε ηνλ ΢ηθειηαλφ. Mηα αθφκε επαλαγξαθή ηνπ κχζνπ 

βξίζθνπκε ζην πνίεκά ηνπ «΢ηνπο θίινπο ησλ πφιεσλ», απφ ηελ ηειεπηαία 

ζπιινγή ηνπ ΢ηδκ ημζθάδα ιε ημοξ νμδώκεξ (1978), φπνπ κηιά γηα ηελ 

θαηαδίσμε ησλ πνληνπφξσλ, κε ηνπο νπνίνπο ηαπηίδεη ηνπο επαλαζηάηεο 

θαιιηηέρλεο. 

΢ηε δσγξαθηθή ηνπ Δγγνλφπνπινπ, εθηφο απφ ηνπο πνιπάξηζκνπο πίλαθεο 

κε ην ζέκα ηνπ Oξθέα, ν Eγγνλφπνπινο έρεη δσγξαθίζεη έλαλ πίλαθα κε ζέκα 

ηελ Aξγψ, ελψ ην 1970 θηινηέρλεζε ηνλ πίλαθα «Iάζσλ θαη Mήδεηα». ΢’ 

απηφλ παξηζηάλεηαη ε Mήδεηα λα θξαηά κηα ιάκπα. Tν γπάιηλν κέξνο ηεο 

βξίζθεηαη ζηε ζέζε ηνπ θεθαιηνχ ηεο εξσίδαο θαη κπνξνχκε λα ππνζέζνπκε 

φηη ζπκβνιίδεη ηε γλψζε θαη ην θσο αιιά θαη ηηο καγηθέο γλψζεηο ηεο 

Mήδεηαο πνπ ηζνδπλακνχλ κε ηελ ηέρλε ηνπ πνηεηή. 

Έλα αθφκε πξφζσπν ηνπ αξγνλαπηηθνχ κχζνπ, ηελ ακαδφλα Ηππνιχηε, 

βξίζθνπκε ζην πνίεκα ΋ζηξηο. Eδψ «άγξηνη θη αηκνβφξνη Αιβαλνί» (ίζσο απφ 

ηελ Αθκπαλία ή Αιβαλία ηνπ Καπθάζνπ) ζθνηψλνπλ ηνλ «θπλνθέθαιν» 

εξαζηή ηεο Ηππνιχηεο. Ζ Ηππνιχηε ίζσο λα είλαη απιά έλα εξσηηθφ πξφζσπν, 

ίζσο φκσο ε αλαθνξά ζην ζπγθεθξηκέλν κπζηθφ πξφζσπν επηηπγράλεη λα 

αλαθαιέζεη ζηνλ αλαγλψζηε ηελ αηέξκνλε βία, ζην κχζν φζν θαη ζηε δσή, 

πνπ ηνλίδεηαη θαη απφ ηε κνξθή ηνπ Αηγππηηαθνχ ΋ζηξη, ζενχ ηεο δσήο θαη 

ηνπ ζαλάηνπ. 

΢ηνλ Aλδξέα Eκπεηξίθν ν αξγνλαπηηθφο κχζνο έδσζε ηνλ ηίηιν ζε έλα 

απφ ηα ηνικεξφηεξα θείκελά ηνπ, ην πεδνγξάθεκά ηνπ Ανβώ ή πθμοξ 

αενμζηάημο, πνπ έγξαςε ηνλ ΢επηέκβξην ηνπ 1944 θαη δεκνζίεπζε γηα πξψηε 

θνξά ζε ζπλέρεηεο ζην πεξηνδηθφ Πάθζ ην 1964-65, παξαιείπνληαο νξηζκέλεο 

ηνικεξέο εξσηηθέο ζθελέο, ελψ ε νινθιεξσκέλε κνξθή ηνπ θεηκέλνπ, ρσξίο 

παξαιείςεηο, δεκνζηεχηεθε ην 1980, πνιιά ρξφληα κεηά ηνλ ζάλαην ηνπ 

πνηεηή. Πξφθεηηαη γηα έλα θείκελν ζην νπνίν εκπιέθεηαη ε πξνζσπηθή 

κπζνινγία ηνπ πνηεηή κε ηελ άθξαηε επηζπκία γηα ηε ζεμνπαιηθή 

απειεπζέξσζε.
5
 O πξσηαγσληζηήο ηνπ αθεγήκαηνο θαζεγεηήο Πέληξν 

Ρακίξεζ νλεηξεχεηαη φηη βξίζθεηαη ζην θαξάβη Αξγψ, πνπ εηνηκάδεηαη λα 

απνπιεχζεη, ιίγν πξηλ ηελ πηήζε ελφο αεξνζηάηνπ πνπ θέξεη ην ίδην φλνκα. 

                                                 
5
  Βι. Γ. Aλαγλσζηνπνχινπ, H πμζδηζηή ημο ένςηα ζημ ένβμ ημο Aκδνέα Eιπεζνίημο, 

Όςηινλ/βηβιία, Aζήλα, 1990· βι. επίζεο G. Saunier, Aκδνέαξ Eιπεζνίημξ. Mοεμθμβία ηαζ 

πμζδηζηή. Γνθίκηα, Άγξα, Aζήλα, 2001. 
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΋κσο ν Pακίξεζ, παξάιιεια κε ηα επηζηεκνληθά ηνπ ελδηαθέξνληα, πνπ ηνλ 

ζηξιεθνπλ πξνο ηελ πηήζε ηνπ αεξφζηαηνπ, ηξέθεη θαη αηκνκηθηηθά 

αηζζήκαηα γηα ηελ θφξε ηνπ, πνπ έρεη εξσηεπζεί έλαλ κηγάδα. O επηζηήκσλ 

θαη νξζνινγηζηήο Pακίξεζ είλαη δέζκηνο ησλ ελζηίθησλ θαη ησλ παζψλ ηνπ, 

θαη εχθνια πεξλά ην θαηψθιη ηνπ απφιπηνπ αλνξζνινγηζκνχ. 

Ο Ρακίξεζ, ν νπνίνο νλεηξεχεηαη ηνλ εαπηφ ηνπ σο Αξγνλαχηε, αιιά θαη 

σο ζεφ Πάλα, βαζηθά εθπξνζσπεί ηελ δηπιή θαηάζηαζε ζπλείδεζεο θαη 

αζπλείδεηνπ πνπ βηψλνπλ ζπλερψο νη άλζξσπνη, κέζα ζην πέιαγνο ηεο 

αλεμέιεγθηεο εξσηηθήο επηζπκίαο. Χζηφζν νη Αξγνλαχηεο, ζχκθσλα κε ηα 

ιφγηα ηνπ Eκπεηξίθνπ, είλαη νη «λνζηαιγνί θαη πιαζηνπξγνί ηνπ κέιινληφο 

ησλ», είλαη εθείλνη πνπ θαηνξζψλνπλ λα πξαγκαηψζνπλ ηε γηγαληηαία 

δεκηνπξγηθή πξνζπάζεηα ηεο γλψζεο ηνπ εαπηνχ. Ο δπζηπρήο Pακίξεζ 

απνηπγράλεη ζηνλ αγψλα ηεο απηνγλσζίαο θαη αθήλεη λα ηνλ θπξηεχζεη ην 

πάζνο _ ζθνηψλεη ηελ θφξε ηνπ θαη ηνλ εξαζηή ηεο _ φκσο ε Aξγψ, ην 

αεξφζηαην, μεθηλά ζξηακβηθά ην ηαμίδη ηεο. ΢ην θείκελν απηφ κπνξνχκε λα 

αλαγλσξίζνπκε κηα επαλαγξαθή ηνπ κχζνπ σο αγψλα γηα ιχηξσζε κέζσ ηεο 

ηέρλεο, ζην πιαίζην ελφο θξνυδηθνχ, εξσηηθνχ Mεζζηαληζκνχ. 

Eιπίδσ πσο απηή ε πεξηδηάβαζε ζηα αξγνλαπηηθά ησλ ππεξξεαιηζηψλ 

έδεημε θάηη πνπ έρεη ζρέζε θπξίσο κε ηελ αγσλία ησλ θαιηηερλψλ ησλ 

πξψησλ δεθαεηηψλ ηνπ 20νχ αηψλα _ θαη ηνλ πνιπκέησπν αγψλα ηνπο κε ηελ 

παξάδνζε ελφο πνιηηηζκνχ ζε θξίζε. ΋κσο ην γεγνλφο φηη νη πην αθξαηθλείο 

αλάκεζά ηνπο δηάιεμαλ λα ηαμηδέςνπλ κε ηελ Aξγψ, θαη λα μαλαγξάςνπλ ην 

κχζν ηεο, καο δείρλεη θάηη γηα ηελ ίδηα ηελ νπζία απηνχ ηνπ κχζνπ πνπ 

απνδείρζεθε ν πην πνιπδηάζηαηνο θαη ν πην δηαρξνληθφο κεηά απφ ην ηαμίδη 

ηνπ Oδπζζέα, θαη ίζσο πην επίθαηξνο: ηα καγηθά θίιηξα κηαο «βάξβαξεο» 

ηέρλεο παξακέλνπλ ίζσο ηα κφλα κέζα ζεξαπείαο ελφο πνιηηηζκνχ πνπ 

ζπλερψο αλαθπθιψλεη ηα κνηίβα ηεο ηεξήο ή βέβειεο πεξηέξγεηαο, ηεο 

θαηάθηεζεο, ηεο πξνδνζίαο θαη ηεο ηηκσξίαο.  
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THE AUDIO-AESTHETIC EFFECT OF READING 

THE TEXT OF THE ARGONAUTICA  

Greek texts were universally recited in accordance with two traditional ways 
of pronunciation: similar to Modern Greek and to Erasmus’ scheme. Modern 
linguistics offers different opinions on the tradition to follow. Such discussion 
started in the XVI century and the most important was the work of Erasmus 
"Dialogus de Recta Latini Graecique Sermonis Pronunciatione" (Dialogue on 
Pronunciation of Latin and Greek Words) published in 1528, where the author 
proved suitability of reading in accordance with the pronunciation established 
in the Classical Period. Approximate restoration and reconstruction of ancient 
pronunciation were carried out in accordance with the pattern of phonological 
system. Moreover, scholars take into account data of ancient writers, 
grammarians and scholastics as well as etymology of words and hyphenation 
pattern for Ancient Greek.  

Since then the issue about which tradition is more reasonable for reading 
of ancient Greek texts has been hotly debated.1 The majority of classical 
scholars favors reading ancient Greek texts in accordance with Erasmus’ 
scheme, while the greater part of Modern Greek scholars maintains for 
opinion that the reading of ancient Greek texts in accordance with Erasmus’ 
scheme is not science-based taking into account the fact that pronunciation 
strongly varied in different geographical areas as well as at different periods 
of language development; therefore, it must have been impossible to use 
similar rules for all texts.2 Taking into account their opinion, the reading of 

                                                 
1  For additional information and bibliography see Gordeziani R., Darchia I., Shamanidi S., An-

cient and Modern Greek Grammar (Comparative Grammar), Logos, Tbilisi 2001, 23.  
2  For details see Μπαμπινιώτης Γ., Ερασμική και Νεοελληνική προφορά, Ιστορική γραμματική 

της Αρχαίας Ελληνικής Γλώσσας, Εκδόσεις Γ. Γκέλμπεσης, Αθήνα 1985, 38-39.  
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ancient texts using Modern Greek pronunciation will help people who know 
Ancient Greek, to study Modern Greek Language.3 In my opinion the reading 
of ancient Greek texts in accordance with Erasmus’ scheme will help people 
who study Modern Greek Language, to understand phonetic system of 
Ancient Greek and consequently, to study orthographic issues of Modern 
Greek Language. 

Since the moment when comparative historical linguistics of the XIX 
century admitted the superiority of pronunciation in accordance with 
Erasmus’ scheme, scholars started hot debates on how to read ancient Greek 
texts – "εξ επασυνθέσεως" (reconstructed), according to Erasmus’ scheme or 
"εξ εξελίξεως" (developed), according to Modern Greek Pronunciation. 

There is no doubt that the phonetic system of the Ancient Greek language 
differed from Modern Greek. The majority of scholars, including Greek 
scholars, acknowledge that Erasmus’ scheme is more precise for reproducing 
phonological system of Ancient Greek language. However, it remains unclear 
whether the use of reconstructed pronunciation for reading all text, is to be 
approved. Thus, according to G. Babiniotis, on the one hand reading digrams 
given in texts from the VII/VI centuries B.C. up to the II century as 
diphthongs diverts attention from different pronunciation of true and non-true 
diphthongs4 and on the other hand, we do not consider their monophthong 
phonation in different districts. For both cases, using i.e. "correct" ("ορθή") or 
"Erasmus’" pronunciation we deny scientific truth.5 Naturally, different 
periods of language development and different geographical areas were 
characterized with different pronunciation as well as dialect differences of 
Ancient Greek language. Thus, it was impossible to take into account all 
possible dialect differences. Generally, we use Attic dialect to study the 
phonetic system of Ancient Greek language, and consequently, using Attic 
dialect, we compare Erasmus’ pronunciation with Modern Greek.  

Our research issue does not consider which pronunciation is more correct 
from the scientific point of view, but we want to expose, which one has an 
audio-aesthetic effect on audience. Thus, we can determine which 
pronunciation will be more efficient for the study of ancient Greek texts. 

For this purpose we carried out phonetic experiment using phonetic 
software "Sound Forge". We recorded a short fragment of the first song of the 
"Argonautica" by Apollonius Rhodius recited in accordance with Erasmus’ 

                                                 
3  Χαραλαμπάκης Χ., Η Ερασμική προφορά, Ιστορία της Ελληνικής γλώσσας, Επιστημονική 

επιμέλεια: Κοπιδάκης Μ. Ζ., Ελληνικό Λογοτεχνικό και Ιστορικό Αρχείο, Αθήνα 1999, 124-125.  
4  For true and non-true diphthongs of Ancient Greek Language see Соболевский С. И., Древне-

греческий язык, издательство литература на иностранных языках, Москва 1948, 8.  
5  Μπαμπινιώτης Γ., op. cit., 38-39.  
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scheme as well as with the principles of Modern Greek. Afterwards, the third 
and the forth year students of the Modern Greek Studies department at the Iv. 
Javakhishvili Tbilisi State University, listened to the texts and were later 
asked to present a written opinion on the pronunciation they appreciated or 
disliked as they listened to ancient Greek texts. Before presenting, we will 
proceed to statistical results of the experiment, which will help to determine 
reading efficiency in accordance with Erasmus’ scheme during the study of 
ancient Greek texts, we would like to introduce graphical results of phonetic 
records as well as phonetic differences between readings in accordance with 
Modern and Erasmus’ Schemes.  

Ancient Greek language had short and long vowels. Short vowels are – 
. Long vowels are – . Modern Greek Language has 
only short vowels. The loss of long vowels started in the Ancient Period and 
finished in the VIII-X centuries A.D. There is an opinion that the loss of 
short-long vowels was caused by the changes in the stress-accent system. 
Namely the length of vowels lost its function when the musical stress was 
replaced by an expiratory stress. This process must have accelerated by the 
100 years A.D. and finished in the middle of the third century.6 Thus, it was 
impossible to reveal differences between long and short vowels during the 
recording.  

Ancient Greek language had a very large system of diphthongs, replaced by, 
digraph system in Modern Greek. The conditioning factor of different phonetic 
records was different pronunciation of diphthongs and sounds:  – e (Ancient 
Greek), i (Modern Greek),  – iu (Ancient Greek), i (Modern Greek) etc.  

Consonants were altered as well. Changes can be observed in 
pronunciation of the following sounds: β, γ, δ, ζ, θ (Modern Greek Language) 
and b, g, d, zd (dz), th (Ancient Greek language). 

Aspiration and stress-accent are very important for diagrams. Naturally, it 
was impossible to distinguish acute (accentus acutus), circumflex (accentus 
circumflexus) and grave (accentus gravis) accents, but the metres of texts 
were of great importance as well. Taking into account that we have analyzed 
the text of the "Argonautica", naturally, the difference between Modern and 
Erasmus’ pronunciation depended on dactylic hexameters. Apollonius 
Rhodius tried to keep to the language and style of ancient epos in the 
"Argonautica". The poem was written in Ionic dialect with Aeolic elements of 
Ancient Greek language. Here and there the poet tried to use modern forms, 
so, his language varied between Ancient and Modern forms.7 

                                                 
6  Allen W. S., Vox Graeca, The Pronunciation of Classical Greek, Cambridge University Press, 

Cambridge 1974, 88-89.  
7  Urushadze A., Introduction, Apollonius Rhodius, ″The Argonautica″, Metsniereba, Tbilisi 1970, 22.  
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We have processed a fragment of the "Argonautica" (Apollonius Rhodius, 
"The Argonautica", with an English translation by R. C. Seaton, Harvard 
University Press, MCMLXVII, Book I, 3, 1-17) using phonetic software 
Praat.8 The software developers are Professors Paul Boersma and David 
Weenink, Institute of Phonetic Sciences, University of Amsterdam. The 
program provides phonetic analysis of records, composition of diagrams and 
curves. Program Praat – is a tool for comparative analysis, synthesis and 
manipulation of speech. Using the program we can analyse the following 
data: pitch of sound, intensity, shimmer, interval between sounds, duration of 
sound, spectral analysis (spectrograms, spectral slices etc.) etc.9 Generally, 
the program is used for experimental phonetics. So, we can meter and 
calculate articulation.10  

See diagram N1-2 

The diagrams show 17 lines of the first volume of the "Argonautica". 
Horizontal line shows record time; its duration is 95.790000 seconds. Vertical 
line shows frequency, which is calculated in HZ. Spectrogram is given under 
the record diagram. The starting point of spectrogram is 0 HZ, its peak is 
equal to 5000 HZ. Dark lines given on spectrogram show that the 
pronunciation of sound produces large amount of power, while less dark lines 
indicate less power. Blue lines or points show pitches of sound. Pitches of 
sound increase as a result of jitter increase and decrease – as a result of jitter 
decrease. Pitches of sound change in accordance with type of phrase, 
emotional load or sound timbre.11 Especially important is who the voice 
belongs – to a female or a male. For a male voice the minimum pitch equals 
75 HZ, the maximum – 300 HZ; for a female voice – 100 – 600 HZ. On the 
diagrams, yellow lines show intensity, red lines – sound formants (generally, 
vowels), and blue lines – sound impulses. 

What kind of differences was revealed between the two diagrams? 
Naturally, vowels pronunciation is especially relevant. It is impossible to see 
difference between short and long vowels. Very important are stress-accent, 
aspiration and diphthongs. After pronunciation of vowels we shall determine 
their formants, which are acoustic representatives of vowels and depend on 
sound frequency. Using formants we determine sound timbre, which provides 
melodic pattern of sounds. Melodic pattern has an impact on human brain.  

                                                 
8  http://www.praat.org.  
9  For additional information about Praat see Lobzhanidze I., Modern Methods of Experimental 

Phonetics for Fragments of Udian Language, Tbilisi 2006, 19-20.  
10 For experimental phonetics see Akhvlediani G., Introduction to General Phonetics, Ganatleba, 

Tbilisi 1996, 19-21.  
11  Матусевич М. И., Введение в общую фонетику, Учпедшиз, Москва 1959, 19.  
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To have a more accurate idea, we have to consider spectrogram of a word. 
Let us take a word, where the pronunciation of vowels (taking into account 
that we don’t distinguish short and long vowels) does not differ in Ancient 
and Modern Greek, but gives different spectrograms. E.g. a word – 


See diagrams N 3-4 

For us the most important is the number of formants and their numerical 
signs. Apparently, the first diagram recited in accordance with Erasmus’ 
scheme has less formants than the second recited in accordance with Modern 
Greek principles. Though, the quantity of vowels is similar. Vowel has a 
different number of formants, but generally its number does not exceed four 
formants per frame. For some languages the initial two formants (vowel 
height (F1) and vowel place (F2) are enough to determine a vowel. So, Greek 
Language needs determination of the initial two formants. Apart from this, we 
have some cases, when the formants of i and e or, u and o coincide with each 
other. In such cases, the decisive importance belongs to intensity of formants. 
Intensity of the second formant is higher for o and e than for u and i sounds.12 

Formants of a word read in accordance with Erasmus’ scheme can be 
observed at the beginning of a word – "a" vowel and at the end – "o" vowel, 
while, a word read in accordance with Modern Greek has a great number of 
formants. Formant number for "a" vowel given on the first diagram is the 
following:13 

F1 = 1169.875977, F2 = 2739.800049  

Whereas, the formant number on the second diagram is the following: 
F1 = 1215.073120, F2 = 2223.470703 

We have similar conditions for the other sounds, e.g. "o" vowel: 
F1 =314.390472, F2 = 1472.985352  

On the second diagram 
F1 = 365.693726, F2 = 1493.943726  

What can we conclude from the above-mentioned? The first formants are 
higher in HZ for the text read in accordance with Erasmus’ scheme than for 
text read in accordance with Modern Greek pronunciation. It means that 
Erasmus’ pronunciation is characterized with low-HZ frequencies. The 
second formants depend on vowel place: in the first case we have "a" front 

                                                 
12  Кибрик А. Е., К вопросу о методе определения дифференциальных признаков при спект-

ральном анализе (На материале гласных новогреческого языка), Вопросы языкознания, 5, 
Наука, Москва 1962, 83-84.   

13  We have considered only initial two formants taking into account that the initial two formants 
are sufficient for vowel system of Greek Language.  
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vowel and "o" back vowel. Differences in HZ of formants depend on epic 
metre or dactylic hexameter of the "Argonautica". 

Differences are caused by different pronunciation in Ancient and Modern 
Greek Languages: – e (Ancient Greek), i (Modern Greek),14  – iu (Ancient 
Greek), i (Modern Greek) etc. We come across these sounds in text, e.g. 
Differences mentioned above can be observed in the diagrams. 
We will not consider each word separately, but it is important to highlight that 
Greek Language, as a result of development, tends to simplication, while 
Greek phonetic – tend to become more melodic. So, changes in pronunciation 
of sound – from "e" to "i" show that the middle vowel became high 
vowel,15 and changes in pronunciation of  sound – from "iu" to "i" show that 
the high hard sound became soft. We can present the above-mentioned using 
vowel triangle approved all over the World, which is known as V-shaped 
scalene triangle.16 

 
So, the vowel system of Greek Language is transformed to high, closed 

and soft sounds. Modern Greek becomes more melodious as compared to 
Ancient Greek language. 

Ancient Greek language was characterized with a large diphthong system. 
Diphthongs are widely presented in different languages worldwide, but their 
phonological value is different. Each language represents diphthongs 

                                                 
14 For details about "" vowel in Ancient Greek see Μπαμπινιώτης Γ., Ιστορική γραμματική της 

Αρχαίας Ελληνικής Γλώσσας, Εκδόσεις Γ. Γκέλμπεσης, Αθήνα 1985, 34.  
15 The fact can be confirmed by a formant number for "" sound given on spectrogram of a word 

"", which is the following: F1 = 450.951924 HZ according to Erasmus’ scheme and 
F1 = 409.298004 HZ according to Modern Greek pronunciation. F1 for high sounds is always 
less than for middle or open vowels.  F 

16  Трубецкой Н. С., Основы фонологии, Издательство иностранной литературы, Москва 
1960, 123.  
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a 

e o 
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differently,17 sometimes they are considered as difficult vowel phoneme or a 
liaison of two vowel phonemes. Ancient Greek had two types of diphthongs: 
diphthongs with two pronounced vowels and diphthongs with one 
pronounced vowel.18 Modern Greek transformed diphthongs to 
monophthongs. So, their pronunciation was changed as well. 

Let us consider a word  with "" diphthong, which was 
pronounced as "ai" in Ancient Greek and "e" in Modern Greek Language.  

See diagrams, N 5-6 

The most interesting are diphthongs given at the absolute end of the word, 
which are differently represented on both diagrams. Let us consider formants 
of the diphthong. Formant number for "" diphtong given on the first 
diagram is the following: 

F1 = 321.566437, F2 = 2341.126709 HZ 

On the second diagram: 
F1 = 536.485657, F2 =1696.898315 HZ 

So, we see that both parts of the diphthong were pronounced at lower 
frequencies in Ancient Greek than in Modern Greek. As concerns the second 
formant – middle vowel was replaced by front vowel in Modern Greek. So, 
the formant value was more in Ancient Greek than in Modern Greek. We 
shall pay attention to the tendency of sound replacement in diphthongs by 
high and soft vowels.  

 
ai     e 

ei    i 

oi    i 

ui    i 

ēi    i 

ou    u 

 
We should take into account that the changes took place as a result of 

iotization (ιωτακισμός), which supposed more close pronunciation of vowels 
and diphthongs or their replacement by closed front high "" sound. This 
process must have started in the Hellenistic period, and finished in the 
Byzantine period – the IX-X centuries.19 

                                                 
17  Матусевич М. И., op. cit., 19. 
18 For details about diphthongs see Gordeziani R., Darchia I., Shamanidi S., op. cit., 19-20.  
19  Μπαμπινιώτης Γ., op. cit., 35.  
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Differences between the above diagrams included in pronunciation of 
consonants as well:  

 – b – v,
 – g – ğ,
 – d – đ
 – t – ð
 – dz – z20 

Likewise, in intensity of sound waves, impulses and sound heights. We 
will not dwell on each sound separately, but will consider the data necessary 
for our research. Naturally, intensity of sound waves is represented with 
different numbers for different sounds, but the most important is the fact that 
the number is higher for the text read in accordance with Erasmus’ scheme, 
than for the text read in accordance with Modern Greek pronunciation. The 
intensity is calculated in dB-s. So, the following illustrates the comparison 
between Ancient and Modern Greek is the following:  

Ancient   Modern  
53.221355 dB   52.677667 dB 
53.277973 dB   52.699902 dB 
53.128075 dB   52.630135 dB  

Also, the quantity of sound impulses is more in Ancient than in Modern Greek. 
So, e.g. within a line of the text read in accordance with Ancient Greek the number 
of impulses is as follows: 521 impulses with average duration of 6.03356 seconds; 
and within a line according to Modern Greek: 462 impulses with average duration of 
4.92377 seconds. As concerns sound height, maximal levels calculated in HZ-s vary 
within 499-500 HZ, and minimal level for Ancient Greek equals to 66.69 HZ and 
for Modern Greek – 150.38 HZ. 

As a result of psychological surveys, it was determined that sounds 
pronounced with low frequencies, defined rhythm and jitter implemented with 
special power and intensity have very high emotional impact on human 
brains. Very often in spite of pleasant phonation the text read with melodic 
phonation has no emotional impact on the listener. As a result of neurological 
survey it was determined that sound pronounced with low frequency as well 
as musical sound activates cells of the right cerebral hemisphere of human 
brains. So, it has very high emotional impact on the listener. 

                                                 
20  For changes of consonants see Μπαμπινιώτης Γ., Συνοπτική ιστορία της ελληνικής γλώσσας, 

Αθήνα 2002, 125-129.  
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Psychoacoustics has revealed that a human being perceives sounds using 
the following parameters: height, timbre, duration, frequency variation and 
localization.21 

If we compare the two ways of reciting of the "Argonautica" we’ll receive 
the following scheme: 

                                                 
21  Смирнов А., Элементы психоакустики, http://www.theremin.ru/lectures/psycho-acoustics.htm 

Ancient Greek 
Low Frequency, Strong Power 

 

Melodic Pattern 

Rhythm 

 

Vowels, Diphthongs 

Intensity 
 

Impulses 

Ancient Greek 
Low Sounds  

Modern Greek 
High Sounds  

 

Ancient Greek 
Hexameter 

Modern Greek 
Without Rhythm 

 

Ancient Greek 
Low Frequency 

 

Modern Greek 
High Frequency 

 

Ancient Greek 
Strong 

Modern Greek 
Less Strong 

Ancient Greek 
More 

Modern Greek 
Less 
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 Thus, Ancient Greek is characterized with sounds of low frequency and 
high intensity. Nowadays, a lot of destructive weapons were developed as a 
result of physical impact on human brains caused by sounds. Naturally, we 
mean the impact of very low frequency sounds that are inaudible to humans, 
but the most significant is that sounds of very low frequency and high 
intensity were used for the development of such weapons.22 Ancient Greek 
texts read in accordance with Erasmus’ scheme do not cause destructive 
impact on humans, but great emotional effect on cells of human brains 
concluding in subconscious sense of catharsis.  

As about students’ opinion about reading in accordance with Erasmus’ 
and Modern pronunciation, the majority voted for Erasmus’ pronunciation. 
Out of 16 students taking part in the experiment 14 voted for Erasmus’ 
pronunciation, 1 – for Modern pronunciation and 1 abstained from voting. 
Although, the majority could not answer the question – why have they chosen 
Erasmus’ pronunciation? 9 students answered that they found it original, 1 
student answered that the principle was more usual, and 4 students could not 
answer. It prompts us think that the phonetic structure of the text has 
subconscious effect on the listener.  

It is impossible to look through all aspects within the framework of a 
paper. But we tried to consider a short fragment of the "Argonautica" from 
the phonetic-acoustic point of view and to determine on audio-aesthetic effect 
of two traditions of reading. 

                                                 
22  Altmann J., Acoustic Weapons – A Prospective Assessment, Science and Global Security, 

Princeton University 2002, vol. 9, 165-234. 
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Gia Bughadze (Tbilisi) 

THE ARGONAUTS AND MEDEA 

IN MODERN GEORGIAN FINE ARTS 

The Argonauts and Medea is a comprehensive and diverse theme, but at the 

same it proves very interesting even to a practicing painter and an amateur 

theorist.  

I believe the function, the duty and even the mission of national culture 

and a nation in general is to realize what its culture has sacrificed to fill in the 

universal cultural landscape; what, which tunes and sounds, with motifs and 

impulses it has contributed to the universal cultural space. Admittedly, epo-

chal cultures have specific properties relevant to the fulfillment of the univer-

sal purpose – telos (perhaps, it is not appropriate now to argue over the con-

ception that the humankind has a high and specific purpose in the world). For 

example, by its attitude, world view, texts and images, the Indo-Asian culture, 

regarded as the origin of our civilization, is the culture of overcoming ‘Maya’, 

the world molded by spiritual boundaries. 

Ancient Iranian-Chaldean culture is the culture of overcoming the con-

flict, the clash between Ahura Mazda and Angramana, which has contributed 

artistic masterpieces to world literature, architecture and fine art. 

The next cultural stage is certainly the Egyptian-Babylonian culture, 

which represents the epoch of detecting and revealing wisdom in the world. It 

is followed by the culture which seeks for the beautiful in the world, and the 

wisdom in the human mind. This culture is called Greek-Roman and is distin-

guished by the perception and establishment of fair proportions, beauty in 

general, harmony and logic. If the Indian world regards the created material 

world as illusory, which consequently should be overcome, for ancient Persia, 
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this profane world is the actual area for the conflict between the good and the 

evil. It means that at the post-illusory stage, the material world acquired the 

properties of the conflict between the opposite forces. The following 

Egyptian-Babylonian period objectified, materialized wisdom. The human-

kind – or in Hegelian terms, the spirit of the age, the universal telos, exposed 

humans to the hidden wisdom and regularities, logic of the world, while later 

all was crowned with the revelation of the zeitgeist of earthly beauty in Greek 

and Roman period. I believe that it was in this very period that the great 

culture of carnal beauty developed. This very age, this very culture accepted 

Christ in the body, i.e. the supreme principle of the universe was embodied, 

which marked a new starting point for the fulfillment of cultural and epochal 

telos. Humankind will go through the reverse process – from the renaissance-

reflective culture to the reflective process of perceiving wisdom. We have just 

entered this age. In fact, the Renaissance was the reflection of Greek and 

Roman beauties and ideals, while at present we are in the age of reflecting 

Egyptian-Chaldean period. Although this may seem disputable, it is beyond 

doubt that the Greek world largely contributed exactly to the establishment of 

the concept of beauty and played an important role for the humankind through 

the development of beautiful images. These very images convey multiple 

implications and messages about the deepest and most complex secrets of the 

universe. The source of such implications for Georgians is the central images 

of the Hellenic-Greek imaginary and mythological genius, the Golden Fleece 

and the Voyage of the Argonauts. I believe that an individual and a nation are 

appreciated by what they have contributed to the humankind and what they 

have intentionally sacrificed to the fulfillment of the universal telos. The 

viability of a nation is determined by the extent to which it is capable of 

devotion and self-preservation. The image of the Golden Fleece and the act of 

offering committed by Medea is in fact such a large-scale self-sacrifice for the 

development of European and Western culture. This is the offering which 

fertilized European civilization, and which is expressed through the image of 

Medea. Medea is the ideal symbol for selfless readiness to sacrifice and to fall 

as a victim. She can be regarded as the sun rising from the depth, lavishly 

giving away her own power, rays, warmth, without sparing herself and thus 

justifying her existence. 

Medea is the sun of the depth and represents the mystical aspect of the 

sun, reflected in the female element of the universe. The sun is identified with 

a female element in Georgian mythological beliefs. Medea too is the sun, the 

bearer of the profound female astral element of the sun. Therefore, in the 

Argonaut myth, Georgians, Georgian painters and artists in general are 

primarily concerned with the theme of Medea. And interpretations offered by 

Georgian painters have always reflected the point of sacrifice justified in 
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epochal terms. Medea’s offering and at the same time, her active and 

intentional self-sacrifice is the sign and image of this. In my opinion, the 

exact symbol of our contemporary Georgian reality is the great monument by 

M. Berdzenishvili, erected in Bichvinta, Abkhazia, the separatist region of 

Georgia. It is a prophetic work of art. The great figure of Medea against the 

background of the sea is the most splendid plastic image of tragedy and great 

pain. This interpretation of Medea’s image follows the traditional thematic 

principle implying the greatest sacrifice of offering one’s own children. The 

tragism is conveyed through the plastic meta-language, the composition is 

solid and at the same time it is highly dynamic inwardly, even violent. It even 

seems to me that through this work, the sculptor foresaw the tragedy of the 

two most valuable regions of Georgia, Abkhazia and Tskhinvali. I would not 

certainly like to speak in political terms about the idea which the artist has 

rendered so dynamically in the language of sculpture. Anyway, it should be 

admitted that great art suggests multiple interpretations and prophetic 

concepts. Merab Berdzenishvili’s Medea seems to imply the tragedies of 

Abkhazia and Tskhinvali as well.  

An absolutely different message is reflected in Medea’s monument 

recently erected in Batumi. It does not convey the energy of the Medea in 

Bichvinta; it lacks the ample plastic impulse, the energy. However, the 

Batumi monument also suggests sacrifice, or rather the concept of offering 

oneself. This is the creation which renders the idea of intentional sacrifice, or 

rather offering the most precious. Although it conveys this meaning barely 

and directly, and despite its plastic imperfections, I believe that such an idea 

and attempt of its interpretation has serious grounds, and primarily refers to 

the contribution of ancient Colchis to the development of common Western 

culture and thought. The mission and importance of Georgia was, in fact, 

expressed through the sacrifice of the Golden Fleece. In this way, our country 

played its extremely significant role in the development of European, Western 

culture. If we consider the issues in teleological terms, this gift, which 

Georgia had preserved and taken care of with great toil, and which 

subsequently Medea presented to Europe, the Golden Fleece can be regarded 

as one of the principle forces stimulating European thought and 

consciousness. And all this was accomplished through Georgia. 

Georgian fine arts offer multiple interpretations of Medea’s theme: Elguja 

Berdzenishvili’s sculpture The Sea is distinguished by Hecatean magic and 

carnal attractiveness. In my interpretation, Medea is playing with fate with the 

cords of magic, and the monument conveys the idea of coming in touch with 

ancestors’ experience. 

I would like to make a special accent on a very unusual monument by 

Elguja Amashukeli, erected in Poti and dedicated to the memory of young 
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people killed in the World War II, the soldiers who died in the sea during the 

war activities, who were devoured by the waves. Even an idle look at the 

moment makes us feel that something different is hidden beyond its structure. 

Many various ideas come to mind as the sculpture itself drives us in many 

ways. It embodies the killed and missing youth in general. It is a fatalist work, 

in which hopelessly gigantic waves threaten a young body. In my opinion, the 

monument implies the image of Absyrtus. It is absolutely opposite to the 

concept of making an offering to Europe as it conveys the message of inner 

immobility, stiffness, numbing; and inner stiffness equals to death. So, the 

waves behind the lad have petrified in a strange and portentous way. 

I believe that the multiple interpretations of the Argonaut myth and 

Medea’s image produced by Georgian art reflect a desire to participate in the 

development of common universal cultural space and in building common 

European cultural structure through evoking the events of the past. It is a 

desire to consider and perceive the role and place of Georgian culture in the 

context of world culture. The theme itself is inexhaustible and suggests many 

diverse interpretations. 

I believe that along with the tragic and sharpest resound, the theme of 

intentional sacrifice, of giving away one’s own essence, implies also the idea 

of love, which is not amply emphasized in Georgian painting. As mentioned 

above, the theme of Medea suggests two basic interpretations: 1. The 

intentional sacrifice related to the accomplishment of the mission of Georgia 

(Colchis) in world culture; 2. The idea of magic, sorcery, which, along with 

healing, is related to prophecy. Both motives imply the idea of incorporating 

national culture and national consciousness into common universal context, 

i.e. at the level of imagination, Colchis-Georgia contributed to the source of 

European and Western consciousness, the Greek mythic and artistic 

perception, which is directly reflected in Georgian fine art. 

 It should be mentioned that our painters’ interest in ancient themes is 

connected with the names of two great Georgian painters Lado Gudiashvili 

and Sergo Kobuladze. As our art has experienced neither classicism nor 

symbolism in the pure sense of the terms, ancient theme enjoyed free 

interpretation and acquired stylistic-quotational coloring in the works of these 

two artists as well as the painters of the following generations. Classical-

academic reception of ancient themes was reflected in Sergo Kobuladze’s 

works, which on their part follow the line of Polycletes and Leonardo. On the 

other hand, there is Lado Gudiashvili, who chiefly followed the Hellenistic 

and mannerist art with the symbolic accents of neo-algorism. 

If we refer to Nietzsche’s oppositions, we may say that S. Kobuladze 

follows the Apollonian idea, and L. Gudiashvili – Dionysian. This may 

certainly be so if we look through the interpretations of these impulses and 
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mythic images in the works of the following period. The Dionysian element 

marks the paintings of Zurab Nizharadze and the numerous plastic works on 

the same theme by Giorgi Shkhvatsabaia. Here also belong the works by the 

‘Three’ and allegorical compositions of Temo Gotsadze. These painters in 

fact prepared the ground for new interpretations of ancient theme in the 

1980s, and the climax of such interpretations, the Dionysian climax I would 

say, were the creations by Irakli Parjiani. I hope you will not consider me 

boastful if I say that at present the intentional rendering of the Apollonian 

element in easel and monumental i.e. wall painting is carried on by your 

humble servant, Gia Bughadze as my works simultaneously imply artistic 

research and analytical study. As concerns sculpture, the Apollonian, 

analytical impulse is conveyed by the works of Gia Japaridze. 

The issue on the interpretation of the Argonaut theme and the Greek 

world in general in terms of fine arts is very complex. The comprehensive 

description of it at different levels of perception is in fact a topic for a 

separate scholarly research. However, it is also obvious that other nations 

may have not produced so many interpretations as the idea of sacrifice has not 

been so relevant in any other culture. This may be attributed to the fact that 

their genetic past lacks Medea’s most valuable image, filled with love and the 

idea of sacrifice. Sacrifice is Medea’s duty to the humanity. She sacrificed, 

and at the same time remained for ever in the consciousness of the following 

generations, which at the verbal level can be expressed in the following way: 

‘here is, Europe, my gift and offering to you, so that you could become 

stronger and make us stronger as well. The time will come when you, 

powerful and enriched, will respond with the same goodness, so that we could 

survive together and rescue our children and the future.’ 
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Ann Chikovani (Tbilisi) 

GRIGOL ROBAKIDZE’S NOVEL,  MEGI - A GEORGIAN MAIDEN, 
AND THE INTERPRETATION OF MEDEA’S IMAGE 

IN MODERN GREEK LITERATURE 

The present paper aims to investigate the literary image of Megi, a heroine of 
Megi – a Georgian Maiden. The novel was written by Grigol Robakidze, a 
famous Georgian writer of the first half of the 20th century, in German 
language. It was first published in 1932 in Tubingen.1 The author revived the 
myth about Medea. The fate and the character of the young Mengrelian2 girl 
are easily associated with the fate and character of the famous Colchian 
sorceress and healer – Medea. It is interesting, that the initial title Robakidze 
gave to the novel was Medea’s Braids. 

I shall discuss in the present paper Grigol Robakidze’s interpretation of 
Medea’s image, and shall draw parallels with Medea’s image and the 
interpretation of the Argonaut’s journey as offered by Modern Greek writers. 

Medea’s image, interpreted in many different ways, has been popular 
among writers for thousands of years. Medea, who contained within herself 
mutually contradictory traits, was an ideal vehicle through whom authors and 
artists could explore what modern scholarship has called the problem of 
"self" and "other". Not only her checkered career allows authors and artists 

                                                 
1  In 1934, the Italian version of Megi – a Georgian Maiden with the title Le Trecce di Medea 

(Medea’s Braids) was published in Milan. The book was introduced by the author’s Autobio-
graphy (for detailed information see G. Sharadze, Book I, 115). Unfortunately, the novel has 
never been published in Georgian language. During the preparation of the present paper I re-
ferred to the Russian translation of the novel, which was published as a book in 2003 with the 
title: Меги Грузинская девушка. The translation is done by S. Okropiridze. 

2  Mengrelia, or Samegrelo – region of Georgia, on the territory of ancient Colchis. 
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to explore the opposing concepts of self and other, as she veers between 
desirable and undesirable behavior, between Greek and foreigner; it also 
allows them to raise the disturbing possibility. . . that the "normal" carry 
within themselves the potential for abnormal behavior. . . 3 

Ancient Greek sources accentuate the otherness of the Colchians: as soon 
as the Argonauts reach the bank of the Phasis river, they discover, that in this 
country the dead are wrapped in animal skins and hung on the trees – this fact 
immediately make Greeks feel the otherness of the Colchian people. The 
different aspects of Medea – that of the other and the Barbarian – are 
observed in detail in Mariana McDonald’s essay Medea as Politician and 
Diva:4 However, the issue we would like to discuss is that the interpretation 
of Medea’s Image in Georgia and generally the position of Georgian writers, 
readers or audience is radically different from that in Greece or in the other 
parts of the world. For Georgians Medea is the Self, his/her famous past and 
consequently the boundary between the Other and the Self does not exist. 
More ever – in Greece or in other countries one can never meet anyone called 
Medea – nobody will give the name of children-murderer to his/her daughter, 
people are afraid of this name even nowadays. On the contrary, in Georgia 
Medea is an acceptable and even desirable name, wrapped with mystery and 
charm. Here the girls are often named Medea because parents want their 
daughters to inherit the wisdom, power, courage, knowledge of Medicine and 
many other merits. In Georgia nobody will ever tell you, that this is a name of 
children-murderer, this characteristic of Medea is either denied or neglected 
under different reasons. 

It is interesting to investigate Grigol Robakidze’s view about this 
character, who is beloved by Georgians and treated by them as their Self.  

From the very first pages of the novel Megi – a Georgian Maiden the 
reader is convinced that Megi, with her beauty, internal power and majestic 
charm is the descendant of Medea. This is emphasized by the author 
throughout the whole novel. In order to learn how the literary character of 
Megi does coincide with the stereotypic image of Medea, let’s see the 
differences and the similarities between the Medea from Ancient traditions 
and sources and Megi from Grigol Robakidze’s novel: 

                                                 
3  S. I. Johnston, Introduction, in the book: Medea, Essays on Medea in Myth, Literature, Philoso-

phy and Art, Princeton University Press, 1997, 7-8. 
4  M. McDonald, Medea as Politician and Diva: Riding the Dragon into the Future, in the book: J. 

J. Clauss and S. I. Johnston (Ed.), Medea, Essays on Medea in Myth, Literature, Philosophy and 
Art, Princeton University Press, 1997, 297-324. 
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Differences: 
 
1. Medea is Other 
2. Medea is helper-
maiden, with the use of 
magic she helped Jason to 
obtain the Golden Fleece  
3. Medea followed Jason 
to Greece 
4. Medea killed her 
brother, Apsyrtos 
5. Medea killed Glauce  
 
6. Medea is clever 
7. Medea is Hecate’s 
priestess 

Megi is Self, she is not Other 
Megi is not helper-maiden (but contrary to 
Jason, Astamur did not need Megi’s help and 
those factors are interrelated) 
 
Megi didn’t follow Astamur to Aphkazia  
 
Megi is the only child and this factor is also 
missing in the story 
Megi didn’t kill Astamur’s supposed fiancée, 
Khatuna Didia 
Megi’s cleverness is not emphasized 
Megi is not a priestess 

 
Similarities: 
 

1. Medea is a princess, 
king’s daughter 
2. Medea is a healer 
 
 
 
3. Medea brought up her 
children and then killed 
them 
4. After Medea’s death, 
her cult was established 
  
 
5. Medea’s aunt was the 
sorceress Circe  
 
 
 
 
 
 

Megi is a princess, daughter of the noble 
family 
Megi herself does not heal people, but her 
portrait was miracle-working and was 
healing hundreds of ill, mainly those with 
mental diseases  
[Megi did not bring up her only son,] Megi 
killed or by accident strangled her son with 
her braids  
After Megi’s disappearance, her portrait was 
healing the ill and we can speak about the 
portrait’s cult, to which people used to bring 
different offerings  
Megi’s grandmother / her mother’s nurse 
Meneki is the hypostasis of Medea or maybe 
of Circe. She is a sorceress, healer, and 
exorcist. She knows mysteries of magic 
herbs as well as ancient myths and legends. 
She is Megi’s close relative and teacher. 
Meneki was able to rejuvenate, she used 
different herbs in order to look younger than 
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6. Medea is manlike  
 
 
 
 
 
 
7. Medea is considered to 
have functions of Goddess 
 
 
8. Medea is hot-tempered 
and violent, fierce 
 
 
9. Medea is terrifying, 
frightful  
 
10. Medea is bewitching, 
enchanting 
 
11. Medea is proud 
 
 
12. Medea is a witch 
 
 
13. Medea is the  
Granddaughter of Helios, 
the Sun 

she really was 
Megi also is manlike (author sometimes 
compares her to Amazon). Megi is good at 
horse-riding, she goes hunting with a hawk 
etc. – these characterize her as manlike, but 
according to the novel, these qualities of her 
are considered normal and usual for her 
region – Samegrelo, or Colchis 
Gr. Robakidze compares Megi to the 
Goddess Diana; Megi’s portrait is called "St. 
Mary". This somehow is an endeavor to 
attribute divinity to Megi 
Megi is also violent; in a surge of wrath she 
wrung the hawk’s neck, which Astamur had 
presented her with. Megi’s wrath is 
compared to the Amazon’s axe  
Sometimes Megi is also frightful 
 

Megi is also bewitching, enchanting, the 
author frequently mentions the bewitching 
power of Megi’s eyes 
 
Megi is extremely proud 
 
The crowd accuses Megi of being a witch  
Indirectly, Megi is also Sun’s daughter;  
 
The symbolic function of Sun is attached to 
Megi’s rich red (pomegranate) Braids. This 
is emphasized throughout the novel by the 
author 

 
From the comparison we can see, that Grigol Robakidze’s Megi ‘falls 

short’ of some properties of ancient Greek Medea. Nevertheless, the 
similarity of Medea and Megi is clear and we can say that Megi is Medea’s 
hypostasis. The resemblance or the identity of Megi with Medea will become 
more evident if we add that the enchanting and bewitching power of the 
Samegrelo or Colchis land and a parallel retelling of Jason’s and Medea’s 
story by Megi’s grandmother Meneki – are leitmotivs running throughout the 
whole novel. The main difference between the story of Megi and that of 
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Medea maybe considered the following: in the Argonaut myth Medea is an 
Other, Barbarian from a land on the far edge of the world, who despite all her 
positive qualities, her power, her wisdom and the help she provided, remains 
the Other. On the contrary, in Grigol Robakidze’s novel, Megi is not Other; 
she is in her own country. Although, at the end of the novel Megi is 
marginalized from her society, because after her son’s death she is not 
able/does not want to return to her home and starts roaming around the 
country. Megi wanders from one place into another. Her beauty bred passion 
and burst of effusion everywhere, but her spirit stayed virgin, emphasizes the 
author. In the last episode of the novel, Megi is proclaimed witch by the 
crowd, because of her similarity with her own portrait, which by that time 
was considered to be holy and was healing thousands of diseases. So she goes 
on her lonely way searching for her Self and for her place under the sun. In 
the very last chapter of the novel, the author turns Megi toward the reader and 
makes us feel and believe that she is not the Other, she is the Self to a greater 
extent than one could imagine, that she is the present and the future of 
ourselves, that will exist forever, like the shafts of sunlight in her fiery red 
braids.5 

As we already mentioned, Grigol Robakidze wrote the novel Megi - a 
Georgian Maiden in German language. Consequently, the novel is primarily 
targeted at German or European reader. From this point of view, it might have 
been difficult for the Georgian writer to present Megi in the way acceptable 
for the European reader. The German reader had to accept Megi, the Other as 
a Self. This task was really difficult to be achieved, but taking into 
consideration the reviews and references, with which the novel was praised6, 
we can say, that the author succeeded in overcoming the difficulties in 
establishing the heroine’s image. Megi is an example of Self’s representation, 
with all its positive and negative sides.  

The 20th century European literature, music and art found especially 
relevant the theme, the image and the role of Medea as a stranger, other, 
whose seemingly barbarian’s deeds make people reassess their deepest 
values.  

In modern progressive world it is unacceptable to discriminate on the 
basis of nationality, race, sex or religion, it is unacceptable to discriminate 
between civilized and less civilized cultures. The Other, the different one 
enters the everyday life and makes us believe that they are like us, that they 
are not different from our Self. 

                                                 
5  Григол Робакидзе, Меги Грузинская девушка, Тбилиси 2003, 136-137.   
6   See G. Sharadze, ibid.  
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For the European literature and culture Medea as an exploited barbarian 
sometimes is considered to be a symbol of freedom fighter. Some researchers 
claim that she can be accepted as a revolutionary symbol. It is interesting that 
in Africa, Haiti and Ireland performances of Medea are staged as an 
affirmation of liberty.7  

Despite the fact that the majority of literary works dedicated to the 
Argonauts’ story and to Medea’s theme follow the Euripidean interpretation 
of the myth, in the 20th century new literary works are created where an 
author, whether openly or not, tries to rehabilitate the Colchian heroine of 
myths. From European literature we can mention Christa Wolf’s novel 
Medea. We do not intend to dwell on the work here, but would like to 
mention that the author suggests modern account of Medea’s story. Christa 
Wolf’s Medea flatly denies that she committed any of those crimes which 
have been attributed to Medea throughout centuries. Christa Wolf describes 
how the sins made by others (Aeetes – King of Colchis, or the Corinthians) 
through intrigues were ascribed to Medea – the wise and special other – who 
along with other Colchians is viewed as alien and consequently, an ideal 
scapegoat for anything that might go wrong.8 

As concerns Modern Greek literature, it is interesting to draw parallels 
with the novel Argo by Giorgos Theotokas’ (1905-1966). The author’s view 
on Argonaut’s journey is not ordinary. It is introduced in the novel through a 
young boy’s impressions and ideas. Father explains to his son a lesson in 
mythology. The theme of the lesson is the Argonauts’ story. The son can not 
understand many things – and especially, why it was right that Jason took 
away the treasure [the Golden Fleece] from the Barbarians, as far as this 
treasure didn’t belong to Greeks and the Barbarians had no wish to give it 
away. Or why Medea helped Jason – a stranger – to rob her own country of 
the treasure. It is incomprehensible why it was wrong when Medea made the 
daughters of Pelias kill him, as far as according to the lesson, Pelias was a 
wrong and evil man?9 By offering impressions and ideas of a child, the author 
emphasizes the other side of the question, formerly ignored by the Greeks. 

Destruction of Patriarchal stereotypes is attempted by the famous Greek 
writer – Lily Zographou (1922-1998) in her book: From Medea to Cindarella. 
The author notes in the foreword that she is not a feminist, and on the 
contrary she is passionate anti-feminist.10 Lily Zographou asserts that the 

                                                 
7  For detailed information about the issue, see: M. McDonald, ibid., 301-304. 
8  Christa Wolf, Medea, A Modern Retelling, Translated from German by J. Gullin, Virago Press 

London 1998 (Introduction by Margaret Atwood). 
9  Γεώργιου Θεοτοκά, ΑΡΓΩ,  Βιβλιοπωλείον της "Εστίας" Ι. Δ. Κολλάρου & ΣΙΑΣ Α. Ε, τ. 2, 172. 
10  Λ. Ζωγράφου, Από τη Μήδεια στη Σταχτοπούτα, Η Ιστορία του φαλλού, εκδόσεις Αλεξάνδρεια 

1998, 10. 
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image and the reputation of Medea had been unfairly sullied by history, that 
only the transition from matriarchy to patriarchy was the reason that Medea, a 
typical heroine of matriarchal society, was disgraced and the label of infant 
murderer was attached to her. Although Lily Zographou’s book makes no 
mention of the word Self or Other, the whole book, written in an essay style, 
is dedicated to the rehabilitation of woman, as other, and of Medea, whom 
patriarchy placed in the marginal position.  

Modern Greek Literature offers another new intrpretation of Medea’s 
image: this is the comedy Medea by Greek satirist and playwright, Bost – 
Chrysanthos Mendis Bostantzoglou. This comedy is a parody on Euripides. 
The Medea of Bost is one of the most comic plays in the contemporary Greek 
theatrical repertoire. Bost turns the Euripidean tragic protagonist into a 
tragicomic character and at the same time through the Aristophanic metaphors 
and invalid interpretations criticizes and castigates contemporary Greek 
reality. Evaluating his comedy Medea, Bost himself mentions: This is a play, 
which criticizes critics, troubles judges and liberates the audience.11 This is 
one more example of showing parallels and differences between the Self and 
the Other. 

All I have mentioned above prove that the theme of Medea is eternal and 
that it will remain in the conscience of mankind, to make us feel or to make 
us remember the opposition between the own Self and the Other. In the 
contemporary world the issue is considered to be of global importance. It 
once again attests to the vitality of mythos, and to the fact that problems 
stated in myths re-aquire relevance from time to time and revive in new 
works of literature, music, and art. Grigol Robakidze’s Megi – a Georgian 
Maiden is the graphic evidence to this, as well as Medea’s rehabilitated image 
in several works of the 20th century literature. 

                                                 
11  Newspaper: Καθημερινή, 10. 09. 2007. 
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A THOROUGHLY GEORGIAN MEDEA?:   
CLASSICAL MOTIFS IN OTAR CHILADZE’S   

A MAN WENT DOWN THE ROAD 

Otar Chiladze’s first novel, A Man Went down the Road, was published in 
Georgian, in 1973.1 The novel is based, loosely, on the story of the Argonau-
tica, the tale of Jason’s pursuit of the Golden Fleece. The opening lines of the 
novel state that it is a story about the time when the first Greek set foot on the 
territory of Vani, the capital of ancient Colchis, and humbly asked for asylum. 
The story follows the fate of Colchis after the inhabitants of Vani fatefully 
accept the asylum seeker, Phrixus.  

One of the earliest reviewers of the novel in the Soviet Press, A. Bestia-
vashvili, noted that while the novel is based on the story of the Argonautica, it 
is also full of Georgian folk elements. She predicted that it would become an 
object of controversy, which it did: subsequent Soviet critics became em-
broiled in questions such as: does it represent reality, is it mythology, or is it 
an attempt to create an anti-mythology, deconstructing the old myths, recreat-
ing new ones to replace them – an exercise in "myfotvorchestvo"? They won-
dered why the classical figures of Jason and Medea disappear at the end of 
Part I, at p. 140 of a 600 page novel; and why the author would make the fig-
ure, Farnaoz, by novel’s end the main character, such an anti-hero – after all, 
Greek heroes never partake of his cowardly, dreamy character, or as one So-
viet critic deemed it, his "moral deficiency, and social-political inferiority". 
["nravstvennaia nedostatochnost’, sots’ial’no-politicheskaia nepol-

                                                 
1  Chiladze Otar, gzaze erTi kaci midioda, merani, Tbilisi, 1973.  
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nos’ennost’ia"]2 I would like to take up the two threads suggested by Bestia-
vashvili that later Soviet critics did not take into full consideration: 

1) That the text is above all a Georgian novel, written in Georgian at a 
time when other writers from the Caucasus had elected to write in Russian.3 
Otar Chiladze, however, chose to write in Georgian, and to have his work 
translated into Russian. The contrast between the two versions offers insight 
into his novel, and helps identify and provide a sense of the Georgian national 
character that Chiladze manages to create and preserve in his work. 

 Rather than being Classical in the Homeric sense, or in the tradition of 
Athenian 

Tragedy, the text is rooted in Apollonius’ Argonautica. As such, it resem-
bles an extended Hellenistic poem, and presents in ways a reverse Argonauti-
ca. Farnaoz, the novel’s hero, unlike Jason who travels from Greece to Col-
chis and back again, travels from Colchis to Crete and then returns home. The 
Hellenistic period of Greek literature flourished when the center of the Greek 
world had shifted from Athens, to Alexandria, Egypt, under the reign of the 
Ptolomies. It was an active and creative period in "classical" Greek literature. 
The authors whose works have been preserved, such as Apollonius of 
Rhodes, Theocritus, and Callimachus, were highly self-conscious artists, mix-
ing genres, making allusions, altering canonical mythologies for aesthetic and 
creative purposes, focusing on the aesthetics of the text. It was also a period 
of humanizing the archaic, Homeric super heroes. In Apollonius’ Argonauti-
ca, for example, Heracles is left behind at the beginning of the epic, and Jason 
emerges as a new hero: a weakling compared to Heracles, treacherous, and 
dependent on Medea for his ultimate success in obtaining the Golden Fleece.4 
In Theocritus’ cycle of bucolic poetry, you see the traditionally mighty He-
racles desert his men to search for his lost lover, Hylas; or, Polyphemus, in 
Homer the picture of a lawless, man-eating Cyclops, transformed into a ba-
thetic, lovelorn shepherd who finds his drug of choice, his medicine and so-
lace, in singing poetry that is highly stylized and heavily laced with philoso-
phy.5 The political implications of this kind of poetry are not difficult to see: 
in the welter of allusions to its own classical texts, in the imbedding of philo-

                                                 
2  See Greenberg I., "И жёрнов ещё не учился помолу", Literaturnoe obozrenie, 1980, 2, 43-45 

and Nuikin A., "Взлёты и просчёты", Literaturnoe obozrenie, 1980, 2, 45-51, for some of the 
controversy surrounding Chiladze's novel. 

3  In particular, I have in mind Bulat Okudzhava, who wrote about Georgia, but primarily in Rus-
sian. 

4  References to The Argonautica are based on: Apollonius of Rhodes, The Voyage of Argo, trans. 
Rieu E.V., Penguin Books, 1975.   

5  References to Theocritus’ work are based on: Theocritus, trans. Gow, Andrew Sydenham Far-
rar, Cambridge University Press, 1973, 1950.  
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sophical buzz-words, as well as in its place as court poetry, it offered sub-
dued, yet lively political commentary when more open criticism was not en-
couraged. It provided a fine vehicle for allegorical reading of characters who 
at the same time were very real and down to earth. I would like to suggest that 
Chiladze, in this novel, is quite conscious of this Hellenistic tradition, bor-
rows from it, and plays with it on many levels.  

 In examining Chiladze’s novel, I would like to start at the very begin-
ning, in this case, with the preface. As I first began to read the text in Geor-
gian, I noticed that the prefaces of the Russian and the Georgian texts vary to 
a remarkable degree. While a preface may be a small thing, it can, in some 
cases be as important as the epigraph to a poem or a longer piece of literature. 
Thus, I would like to point to a few lines, and comment that the Russian has 
to me, a quintessentially Soviet tone to it, hailing the good and hearty, empha-
sizing the striving towards progress, etc.6 It highlights the Classical Mytholo-
gy, and overblown emotions of its characters – "full-blooded heroes, full of 
deep feelings, powerful emotions, lofty thoughts, vile intentions." But, it 
gives very little idea of what the novel is really about.  

When I read the Georgian preface, I was caught by a preoccupation with 

the word, "xalxi", "xalxi". This term gets translated as "narod," "the 

people," in Russian, but rather than having the familiar ring from the vocabu-
lary of international communism, as in "druzhba narodov", it here has a very 
different tonality. Although the novel is ostensibly about the "xalxi", 

"xalxi" of ancient Colchis, the very repetition begs the question of what the 

term really means, in its own context, in Georgia; and indeed, the novel will 
do just that: explore what "xalxi" means, in all of its manifestations, ancient 
and modern.  

The Russian preface also mentions little about the "dream and faith in the 
bright future". Rather, the Georgian preface tells us the novel is the story of 

the pain, "tkivili", or the happiness, "sixaruli" of the dream, "ocne-

ba" and faith "rwmena", specifically, of the people of Colchis: the novel is in 

large part the story of the faith in a specifically Georgian character, and the 

pain of the destruction of the lands of Colchis at the hands, or feet, of invad-

ing peoples. 
The Georgian preface also has precious little to do with ancient mytholo-

gies. Rather than playing off stereotypes of the threatening king and his 
daughter, Medea, it promises that we will see the traditional canon anew – 

"axleburad": before our eyes we will see the "source and the roots" of the 

                                                 
6  Please see my translation of both the Russian and the Georgian prefaces, which follow this 

article. 
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ancient, canonical myths. The text at once offers myths from a Georgian 
perspective, and claims, perhaps tongue in cheek, a veracity and primacy of 
these legends as they have sprung up on Georgian soil.  

The preface also offers a more realistic picture of what is actually in the 
novel. There are three parts to it: Aeetes, Ukeiro, Farnaoz, a king, a warrior, 
and a bricklayer, and these are three faces of one people. We are told outright, 
that the main hero – not just a character, but hero (gmiri), and both terms, 

"personage" and "gmiri" are used, is the people, again, the "xalxi". We get 

barely a whiff of the exaggerated emotions in the Russian version, and again, 
no mention of Jason or Medea. Finally, the Georgian has a lovely, complex 
sentence that boils down the real essence of the novel: if you can keep your 
humanity on the long road of life that is full of trouble, then your existence 
will be united with an eternal phenomenon – the people; again we see the 
term "xalxi", and connecting with that people and maintaining your hu-
manity is the real meaning of the novel. Chiladze both explores what it takes 
to maintain your humanity, and somehow equates the idea of Georgia with a 
cradle and/or a haven for humanity – which is not surprising from the country 
that beckons with its warmth and citrus plants, was a place of refuge for Pas-
ternak and Mandelstam in the early years of the Soviet period, and others 
since that time. 

Moving onward, the title deserves comment, as does Chiladze’s style. The 
Georgian title is "gzaze erti katsi midioda" which literally translates as "On 
the Road, (or Path) One Man was Walking". A key word here is "erti", or 
"one". While the title in Russian, "Shol po doroge chelovek," makes an at-
tempt to replicate the beginning of a fairy tale, as in "once upon a time a man 
was walking down the road", the Georgian has a specifically Georgian refer-
ence: it is part of a children’s counting game, which anyone who grew up on 
the streets of Tbilisi, or Kutaisi, or Poti, would recognize: one man was walk-

ing down the street, how many? Two men were walking…Three...7 

The extended meaning of the title also comes full circle at the end of the 
novel. We are given two instances of Farnaoz walking down the same road in 
Vani, at the beginning of his life, and at the end: we can presume, since he is 
the hero of the novel, that he has kept his humanity through his life of sorrow. 
This structure also gives the entire work a very neat, classical ring composi-
tion, a particular trait of the ancient Lyric poets, and which Chiladze uses 
more than once in the novel. 

                                                 
7  Information about this child’s rhyme has come to me from Dr. Aida Abuashvili-Lominadze, my 

mentor in Georgian language and culture, in Seattle, Washington. 
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Thus, the title itself is marked by multi-valence: it can be translated into a 
rather neutral title in Russian or English, but for a Georgian reader it smacks 
of hometown, of childhood, of identity as a Georgian; it gives the philosophi-
cal meaning to the text; and it wraps the entire novel into a neat aesthetic 
bundle. It also gives a first clue to the overall polyphony of the text. As one 
Soviet critic has noted, a trademark of Chiladze’s style is the use of montage: 
he will present a lyrical passage, next to a philosophical one, next to a hum-
drum domestic scene, with little connecting them, and yet they flow together 
almost seamlessly; and he will often weave many tones together in a single 
sentence.8 

As mentioned earlier, the novel is based, loosely, on the story of the Ar-
gonautica, the story of Jason’s pursuit of the Golden Fleece. But, as in a frac-
tured fairy tale, the allusions to the main, canonical Greek Mythological cha-
racters are oblique, roles and characters are often inverted and redrawn. For 
example, in Apollonius’ Argonautica, Jason loses one sandal in the mud, and 
when he appears before king Pelius with a single sandal, the king remembers 
an ancient prophecy that his ruin will follow upon the arrival of a man with 
one sandal, and so sets Jason the impossible task of retrieving the Golden 
Fleece. Chiladze has altered the story, and foregrounds Phrixus as the stranger 
who arrives in Vani with one sandal. There has been no specific prophecy, 
but, being the first Greek to wash ashore, he does eventually bring ruin to the 
ancient Colchidians.  

Other, key figures are similarly not drawn to their canonical character, but 
become humanized. Aeetes, known for his ferocity, from Hesiod, to Euri-
pides, and Apollonius, is more kind-hearted in Chiladze’s novel as he wel-
comes in Phrixus, the young asylum seeker, and insists he be treated as one of 
his own children. He is further merciful when Jason lands on his territory 
unbidden. He should, as a wise leader, kill Jason and his crew outright, and 
thinks about doing this, but because of the law of hospitality, a deeply in-
grained Georgian trait, and that Jason has brought back his four grandsons, 
spares them instead, and as a result, loses both his daughter and his kingdom. 
We get, for the first time that I’m aware of, a very warm and lively picture of 
Medea’s sister, Karisa, who marries the Greek Phrixus. We see her outdoing 

her brothers in knavery (celqi), but having no interest in learning the tradi-

tional healing techniques from her aunt. We hear her laughter, and see how 
she bears the trials and tribulations of her inter-ethnic marriage: Phrixus suf-

fers a severe case of nostalgia for his native land, usurps their sons’ loyalty, 

and the four boys abandon their mother land – deda miwa – for Greece. We 

                                                 
8  See Bestavashvili, passim. 
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actually know much more about her than we do about Medea. And, rather 
than focusing on Medea’s passion and treachery, Chiladze introduces her as 
an auxiliary character, an innocent, young girl gathering herbs in the mea-
dows.9 She is the protégé of her older aunt, skilled in the ways of folk medi-
cine. We see her as a young adolescent, who in a dream anticipates Jason’s 
arrival and her own falling in love. She indeed boils up some magic herbs to 
help Jason retrieve the Golden Fleece, but again differs from, say, Apollo-
nius’ Medea in that she runs out of the necessary herbs, not that she had 
planned the treachery. And, as the first part of the novel ends, Medea sails off 
with Jason, and we hear nothing about her for the rest of the novel. And 
Aeetes, rather than cursing his daughter and chasing after her, as he does in 
Apollonius, is further humanized, laments her fate, and wonders what she will 
do without her father to protect and help her. Apollonius’ picture of Medea 
trembling before her enraged father, or Euripides’ picture of Medea driven by 
jealousy to kill her children, are totally absent. 

Other characters are drawn, however, and they become new mythological 
figures for the Georgian novel. One central, early figure is Bakha, the wine 
merchant. He is Bacchus, but with a Georgian twist. He is the owner of the 
tavern, forty steps down, who refuses to mix water with his wine, and prefers 
watching his customers and hearing their conversations to making an enorm-
ous profit. The description of his cellar is wonderful: the voices that mix un-
der the vaulted roof form a polyphonic choir that rises and falls. In the wine 
that flows we see yet another folk element incorporated into the text: the wine 
is described flowing from a cask, or kasri, to a koki, from a koki to a doki, 
from a doki to a jami, from a jami to a stomach "stomaki" and then it pours its 

strength into arteries of the country. "gadadioda Rvino kasridan ko-

kaSi, kokidan doqSi, doqidan jamSi, jamidan ki stomaqSi..." 

This has the rhythm of a child’s rhyme, similar to "The House that Jack 
Built", but Georgian: Who ate the grapes? A goat. Who ate the goat? A wolf. 
Who ate the wolf? A gun. Who ate the gun? Rust. Who ate the rust? The dirt, 
and so on. Chiladze’s text includes the string of terms for specifically Geor-
gian vessels for wine.10 The passage in question ends with a picture of Bakha 
sitting on his favorite stool, with his chin resting on his hands, which are rest-

                                                 
9  Chilazde Otar, Bednieri T’anjuli, Logos Press 2003, 232-234. Chiladze comments that his goal 

in writing his version of Medea’s story was not to repeat the Greek version that we know from 
Euripides, but to present Medea as a young, innocent girl just awakening to the treacheries of 
adult life. 

10 See the Georgian reader: deda ena, Tbilisi, 1912. This has been presented to me as a basic 

reader with well-known folk songs, stories, lore, including terms for traditional Georgian house 
wares. 
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ing on the top of his walking stick. His hands are crossed like roof tiles – the 
word recalls the term used for the roofs of Vani earlier in the novel; the walk-

ing stick is made from the "Sindi", dogwood, and with his arms he forms 

the shape of a traditional Georgian home, which was built around a central 

post (deda boZi) – originally a live tree, and later a column or pillar: he is 

the keeper of the Georgian soul, life-blood and hearth. His hands are chapped 
and worn from the wind and the sun – he is likened to a pagan god in his tem-
ple – he is so obviously Bacchus, but so different from the Greek god, who 
more often than not is portrayed as a youthful, sensual figure, associated with 
wild maenads practicing their man-destroying rituals in the mountain tops.  

The picture of the tavern as a kind of cave is also suggestive for its philo-
sophical overtones: the stairs are the place where the darkness, dampness, and 
noise meet the blinding sunshine, which calls to mind an image of philosoph-
ical enlightenment – divine and human mingling on the stairs, and Bakha 
takes particular pride in this daily mixing of dampness, darkness, and blinding 
light.  

Another of these characters is Bedia, both the elder of the local fishermen, 
and the "lord of the sea". He is described like Poseidon, standing with his 
triton on the bow of his fishing boat, but with excruciatingly real sweat and 
salt on his sun and wind burnt face, which not incidentally, are like Bakha’s 

hands. His name actually means destiny, fate, (bedi) and as he is the one to 

bear the responsibility for rescuing the first Greek, the young Phrixus; and 
recognizing a crumpled olive leaf the boy carries in his palm as a plea for 
asylum, he also, ironically, shares the responsibility for the destruction of his 
town: if he hadn’t saved the boy, who was then welcomed in by Aeetes, who 
knows what might have or not have happened.  

Bacchus and Bedia are only two of several characters who get trans-
formed into icons of Georgian culture, and which remain to be explored in far 
greater detail.11 I would like at this point, and perhaps rather cursorily, to ad-
dress some of the novel’s contemporary political and social ramifications.  

On a general level, we get a fair critique of tyrannical behavior: in the lat-
er part of the novel we see Minos, the imperious king of Crete, and his hen-
chmen, Kusa, the executioner, and Okadjado, the new king of Vani, who is 
cruel and not particularly bright. These figures caricature tyrants/evil political 
toadies, and as others have noted, Chiladze is merciless in portraying their 
dehumanized and dehumanizing behavior.12 This criticism of tyrannical beha-

                                                 
11 My dissertation, in progress, will explore more of these characters in greater depth than is possi-

ble here. 
12  See Greenberg and Nuikin, Literaturnoe obozrenie, 1980, 2, 43-45, 45-51. 



Mary Childs 

 

144 

vior is also a point that, not incidentally, is repeatedly praised by most of the 
Soviet critics – they recognized common ground, if you will. 

The entire issue of the colonizing Greeks invites an interesting parallel to 
the various peoples who have expanded their territorial claims into Georgia –
Romans, Persians, Turks, Russians, and others.13 When Phrixus, the Greek 
boy, who is specifically called the first foreigner, is picked up by Bedia out at 
sea, and accepted into Colchis, we see the first instance of trouble: from this 
moment the sea makes up its mind to leave the city, which comes then to be 
situated in a swamp, as if the city had committed some grave sin. We see 
hints of treachery from the Greeks: We learn that Phrixus has been sent by the 
Greeks, and that the crumpled olive leaf he bears in his clenched hand had 
been planted with wicked cunning by the king. Posing as a prince, Phrixus is 
actually the son of poor pumpkin seed vendors who sell their children for 
hard cash. Thus, sent by Minos, he is the first in a string of colonizers and 
foreign controlled rulers. The significance this has for Georgia’s history is 
perhaps too transparent to mention – the visitors who promise much but then 
bring sorrow and trouble in their wake. 

Bakha’s underground tavern is again significant. Chiladze offers his read-
ers a marvelously self-deprecating, self-knowing simile: when the townsfolk 
are all gathered to talk about the rescued boy and ram, the country itself is 
likened to a frightened hare, afraid to emerge from its underground safety, 
trembling, as if sensing that the arrival of foreigners signals the loss of their 
city.  

 In the final and third section of the novel, there is an interesting echo of 
men in exile: Farnaoz is an unwanted character at home, so he is sent to Crete 
to ply his work as a master mason. One scene in particular is strikingly remi-
niscent of various accounts of prisoners working as forced laborers in the 
camps: Farnaoz is one of a thousand men, sweating to build Minos’ new pa-
lace. Putting his heart into his work so the rhythm of the physical labor takes 
away more troubling thoughts, he is a brooding Tolstoyan figure, given to 
contemplating philosophical questions. He is a man in exile, and a stranger in 
his own land. The Russian term that is used for him, over and again, is, as you 
might imagine: "lishnyi", "superfluous": although Georgian, he is tied to other 
heroes of the Caucasus, and is likewise a hero in his own time.  

To conclude: In the third section Farnaoz emerges as the main hero, a new 
hero, if you will, the Jason of a reverse Argonautica. This returns the text to 
the other Hellenistic poets: Farnaoz, in many ways defeated by life, becomes 

                                                 
13  For an excellent history of Georgia in English, see Suny R. G., The Making of the Georgian 

Nation, Indiana University Press in Association with Hoover Institute Press, Stanford Universi-
ty, Stanford, California, 1988. 
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a shepherd/philosopher, as he abandons a decrepit Vani to live in a goat’s 
cave, drinking milk straight from the source. He desperately desires to return 
to the earlier, bucolic life in Vani, to the true love of his childhood – the goat 
whose milk he drinks had once belonged to his love’s mother, and the cave 
was where he and his love had first run away to – and here he is bathetic, 
almost to the point of being ludicrous, and at the same time totally true to 
previous ideals and emotions.  

The ending of the novel is rather bleak. The children of Vani, including 
Farnaoz’s own beloved son, try to fly, and his son dies in the effort. The novel 
draws to a close with Farnaoz about to be hung for not raising his child well, 
but then switches gears unexpectedly, and in the finale Farnaoz, holding an 
invalid Ikarus, an ancient symbol of the desire for freedom, in his arms, has a 
vision of the return of the garden of Dariachangi, the garden of paradise that 
had been one of the defining features of Vani, but which had disappeared 
after the Greeks arrived, at the first sign of familial violence, when a father 
first struck his son. Rather than being a useless dreamer who suffers from 
"moral deficiency", Farnaoz is a dreamer with a purpose: to restore a vision of 
Colchis, that is closer to the true essence of its people, or what Chiladze 
would like to present as the true essence of its people, to restore the vision of 
Georgia as a haven that beckons and succors. 
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Preface to the Russian edition, 1985. 

My translation: 
    
In the novel A Man Went down the Road, by the well-known Georgian writer, 
laureate of the Shota Rustaveli Prize, Otar Chiladze resurrects the events of 
three-thousand years ago, concerning the history of the Colchidian kingdom, 
when the first Greek stepped on this land that has had blood poured down 
upon it. All of the characters – from the threatening tsar of the Colchidians, to 
his daughter Medea, from the stranger Phrixus, to the Greek Jason, who had 
sailed to the shores of Colchis after the Golden Fleece, – are living, full-
blooded heroes, full of deep feelings, powerful passions, lofty thoughts, or 
vile intentions Otar Chiladze’s work is a work about the dream and faith in 
the bright future of a people, about its striving towards peace and happiness, 
about the right of man to fulfillment: only honest, creative work can justify a 
man’s existence on the earth. 

Otar Chiladze’s work is widely popular, both in our country, and abroad. 
 
Preface to the Georgian edition, 1973. 

My translation:    
 
In Otar Chiladze’s novel, A Man went down the Road, the story is told about 
ancient Colchis, and its people, about the pain or happiness of its people, and 
most importantly, the dream and hope of the people. With this, we have the 
experience of reading the myths anew: before our eyes the poetic cover of the 
myths falls away, we see beyond the traditionally canonical views and im-
aginings, we see the source, the foundation, the root of the myths. 

The novel is made up of three parts: "Aeetes", "Ukeiro", and "Farnaoz". At 
first glance, these parts seem as if they are independent books, but between 
them truly exists a visible, organic connection. 

The main hero of the novel is the people, imagined, as a symbol of life. The 
three main characters are a king, a warrior, and a craftsman – they are three 
faces of the people seen from different angles. 

If, on the road of life, that is full of danger, you can keep your humanity to the 
end, then your existence will be united with an eternal phenomenon, the 
people. This is the fundamental idea of the novel. 
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James J. Clauss (Seattle) 

WHEN NATURE BECOMES NATURAL:  
SPIRITUAL CATASTROPHE IN PASOLINI'S MEDEA 

Jonathan Rosenbaum, film critic for the Chicago Reader, in his review of 

Pasolini's Medea stated: "Pier Paolo Pasolini's disappointing 1970 version of 

the Greek tragedy _ shot in Syria, Turkey, and Italy _ offers soprano Maria 

Callas in her only film role, playing the lead part but not singing it. Pasolini's 

Marxist, Catholic, and pagan impulses infuse the film with some life, but it's a 

step backward after Oedipus Rex (1967). It's worth seeing nevertheless." 

I remember the first time I saw Pasolini's Medea. I hated it. I hated it 

because of its poor production (the subtitles are often impossible to read), the 

gory sacrificial scene in Colchis, and what appeared to me at the time as its 

fundamental weirdness, such as the unrealistic combination of disturbing folk 

music, an Argo cast as a raft more suited to Huckleberry Finn than to one of 

the most famous heroic expeditions in Greek mythology, the confusing 

doublets, not to mention its esoteric dialogue. Despite my initial loathing of 

the film, I continued to show it in my "Myth in Film" class out of perversity 

and primarily for its shock value. After numerous viewings, however, I began 

to realize why I hated it initially: First, I did not understand critical points and 

so I blamed my inability to penetrate the film on the director; secondly, it 

pushed buttons below the surface of my consciousness, making me 

unwittingly uncomfortable, much as Pasolini's Edipo Re succeeded in doing. 

So it was the viewer, and not the director, who was the problem here! Medea 

is not a feel good film. But once the various points Pasolini explores in the 

movie emerge from his aggressively impressionistic and in-your-face 

cinematic narrative, you can at least feel good that you were able to comes to 

terms with one of the most remarkable takes on the Medea story of all times. 
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I would like to begin with the role of the Centaur, Chiron, a liminal figure 

situated somewhere between animal and human, savage and civilized, and in 

Pasolini's version, between myth and science, religion and atheism. Chiron 

guides Jason on a journey even before he meets his uncle Pelias and agrees to 

go in search of the Golden Fleece, an educational journey that brilliantly 

recapitulates Greek intellectual history. 

When we first see Jason, he is a baby, listening to an afternoon bedtime 

story told by his bearded and seemingly equine guardian. Chiron's story, an 

introduction to the Argonautic myth, mentions Ino's plot, the golden fleeced 

ram, the family of the god of the winds to which Jason belongs; in short, "una 

storia complicata." Jason's introduction to his family and the world is 

expressed in folkloric and mythic terms, with talking rams, jealous step-

mothers, wicked uncles, and usurped thrones. In this case, however, Chiron's 

grim fairytale has specific application to Jason. 

As Jason grows older, the centaur adds a new dimension to his tutorial: 

"Tutto è santo, Tutto è santo, Tutto è santo!" "Everything is holy. There is 

nothing natural in nature. When nature seems natural, everything is finished 

... Everywhere you look gods are hidden. But the gods that love at the same 

time hate." At this point in Jason's education, the mythic explanation of life 

has evolved more fully into a supernatural view of reality, wherein the 

uncertainties present in nature are viewed as the work of protecting and 

malevolent gods. With regard to the human response to this religious 

interpretation of the world, Chiron goes on to say, "For ancient man, the 

myths and rituals are concrete experiences which include him even in his 

bodily and daily existence. For him, reality is a unity so perfect that the 

emotion he experiences before the silence of a summer sky is equivalent to 

the most intimate personal experience of a modern man." Myth and ritual, 

then, are an essential part of human existence for the ancient man who 

cherishes a view that nature is not natural but rather infused with the presence 

of the divine. 

As the lesson continues, the older Jason is informed that he will go on a 

journey far from his home, where, paradoxically, life is more realistic because 

the people there are more mythic. At this point, we must ask ourselves: if the 

Colchians are more realistic because they are mythic, what are the Greeks? 

And what is Jason? Less realistic because less mythic? For Pasolini, the 

answer is, paradoxically, yes. 

For Chiron, the definitive lesson comes from the observation of 

agriculture and how seeds lose their form below the earth in order to be 

reborn: "La resurrezione, mio caro." But, he goes on to say, this definitive 

lesson no longer obtains for Jason. "That which you see in the grains, that 

which you understand from the rebirth of the seeds lacks significance for you, 
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like an old memory that no longer concerns you. In fact, there is no God." At 

this point Chiron is no longer a centaur, but a beardless man. And the 

audience seeing this film for the first time wonders at this point: what is real? 

Is Chiron a centaur or a man? This question is precisely the point, as becomes 

clearer later in the film. 

Jason's education took him from myth to religion and ultimately to what 

we might loosely describe as science: the understanding that after all nature is 

natural, that nothing is holy, that man is the measure of all things, and, for 

Jason, that he is the measure of all things pertaining to his success. As F. M. 

Cornford stated in his slender but insightful book Before and After Socrates, 

the birth of science in Greece arises from the assumption that "the whole 

universe is natural and potentially within the reach of knowledge as ordinary 

and rational as our knowledge that fire burns and water drowns ... The 

conception of Nature is extended to incorporate what had been the domain of 

the supernatural. The supernatural, as fashioned by mythology, simply 

disappears; all that really exists is natural." This is precisely the point that 

Chiron makes when he says "When nature seems natural, everything is 

finished." And it is the devastating realization of this lesson, particularly in 

the mind of Medea, that Pasolini explores in the rest of the film. 

The transition from Greece to Colchis in the film is sudden, even jarring, 

but also stunningly germane. As soon as Chiron tells Jason that the rebirth of 

the seeds has no meaning for him, we encounter Medea in Colchis, who, at 

the beginning of a rather disturbing fertility rite, prays "Grant life to the seeds 

and be reborn with the seeds." The contrast between Greece and Colchis, East 

and West, Myth and Nature, religion and atheism, male and female could not 

be more striking. The interaction between these oppositions, as we already 

know from the myth, will prove to be destructive. But in the terms established 

by the film, they can also be annihilating. 

Pasolini's representation of the great Argonautic expedition is, in a word, 

underwhelming. The Argo is a rickety raft, the crew reduced to a handful, and 

the mission depicted more as a piratical raid than a heroic quest. There is no 

sleepless dragon, only an animal relic propped on a cross set within an ancient 

Christian chapel. Medea, without ever seeing the Greek hero face to face 

(although she has a vision of him) and with the aid of her brother Apsyrtus, 

gives the fleece to Jason, kills her brother, and accompanies Jason home. 

Pasolini foregoes the representation of Medea falling in love, so elegantly 

depicted by Apollonius. Budding love is not the point of this version. 

When Medea arrives in Greece, she provides us with a first glimpse of her 

spiritual catastrophe when she expresses her feeling of complete alienation 

from the new world she has come to. "Speak to me Earth, let me hear your 

voice. I don't remember your voice. Speak to me Sun. I can't hear you. I touch 
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the earth and I don't recognize it; I look for the sun, but I don't recognize it." 

The complete _ or almost complete _ divorce between Medea and her 

mythic, supernatural, and religious core occurs when she is stripped of her 

dark, priestly vestments and dressed by the daughters of Pelias in the lighter 

secular clothes associated with Greece. A nice touch, particularly as the 

donning of Medea's clothing will in time have such disastrous results. That 

Pelias' daughters should take the initiative in making this transformation is 

particularly ironic, given that among the ancient stories, it was Medea who 

tricked them into killing their own father. If you watch Jason's reactions 

during this portion of the film, Medea's critical condition is not totally lost on 

him, though he lacks the ability to understand its full ramifications, 

particularly as it applies to himself. But this will become painfully clear in the 

years ahead. 

Pasolini veers sharply from the ancient myth by having Jason cede his 

throne to Pelias and by not having Medea orchestrate his foul murder. Jason 

states "To tell you the truth, this goat skin has no meaning outside of its 

country." Pelias had said that the fleece was the sign of the eternity of power 

and order. But this can only be the case for those who would grant it that 

significance; that is, those who inhabit a world of myth and religion, which 

Jason had abandoned long ago. 

At this point, the film leaves the Argonautic tale as Jason dismisses the 

Argonauts. He and Medea leave Iolcus and the two head to Corinth, staged 

partly at the base of the ancient acropolis at Aleppo, reminiscent of 

Acrocorinth, and partly at the famous Renaissance cathedral in Pisa, a 

fascinating study of contrasting architecture and time. The director now turns 

to Euripides' Medea. Before the play begins, however, Jason encounters 

Chiron once again, or rather the Chirons: one an unspeaking centaur as we 

first saw him, and the other a beardless man as we last saw him.  

In his vision, the beardless Chiron identifies the two of them as "the holy 

one you knew as a baby, the unholy one you knew as an adult." But he goes 

on to state: "We are still both a part of your understanding." In response to 

Jason's request for clarification, Chiron states: "He does not speak because his 

logic is different from ours. I speak for him. It is under his influence that you, 

beyond your calculations and interpretation, really love Medea. ... Moreover, 

you pity her and understand her spiritual catastrophe, the disorientation of an 

ancient woman in a world that does not understand what she believes in. The 

poor woman was converted to destruction and she never got over it. Why 

have I told you this? Nothing can stop the old centaur from inspiring 

sentiments and nothing can stop me, the new centaur, from expressing them." 

Once we come to see, and for Pasolini seeing here is literal, this 

dichotomy in Jason _ that there resides in him the dim memory of a 
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mythic/religious and sentimental understanding of the world which has been 

replaced by a logical non-mythic conception of life _ we can understand 

much better the duplication of the scenes wherein Glauce and Creon die.  

The first scene represents Medea's mythic understanding of what should 

happen; her power and the dark priestly clothing she wore in Colchis are 

momentarily restored. She gives Jason poisoned garments to present to 

Glauce, who, after putting them on, bursts into flames which consume her 

father Creon as well. The second scene provides the "natural" explanation for 

Glauce's and Creon's deaths: Glauce felt intense pangs of guilt and remorse 

for stealing Medea's husband, as a result of which she commits suicide by 

throwing herself over a cliff, and Creon, overwhelmed at the death of his only 

child, does the same. Should we ask which explanation is the correct one, our 

knowledge of ancient myths will tell us the first; our need for a natural 

explanation will opt for the second. Yet, whether we privilege our mythic or 

our scientific modes of thinking, we are left with the same awful results. 

From this vantage point, we might ask, does it really matter? What I find 

brilliant in the choice to portray two death scenes is that Pasolini has not only 

represented visually the two modes of thinking that lie at the heart of the film, 

but he also prompts the audience in their confusion at seeing two 

contradictory versions of the same scene to wonder: what is real? 

Jason's conversion from a mythic to a natural understanding of human 

existence might appear to be merely a preface to Medea's tragic conversion, 

his two centaurs prefiguring the two death scenes. There is more to it, 

however, much more. In addition to offering a succinct account of Greek 

intellectual history, Pasolini leads us into a part of Jason's soul previously 

unexplored by writers of any age. Buried inside the pragmatist, the man of 

nature, there still lurks the old centaur who has a vague sense of what was 

happening to Medea because he himself had long ago experienced spiritual 

catastrophe. Though suppressed and silent, its continued presence generates 

residual understanding, pity, and even love, albeit expressed, in the film as in 

Euripides' play, superficially. Regardless of the continued presence of the 

sentimental part, however, the pragmatist, the man of nature, wants control 

over understanding, pity, and even love, a situation that has long been his 

normal state. 

Medea, on the other hand, is fully committed to, and emotionally invested 

in, her alienation and spiritual catastrophe. Although she made one last futile 

attempt to resurrect her mythic view of life as seen in her mental projection of 

Glauce's death _ a way of thinking we first saw in the human sacrifice 

celebrated to bring forward new crops that was later perverted into the 

sacrifice of her brother to secure a husband and ultimately children _ she 

ultimately relinquishes any hope of return to her past by way of a horrifying 
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act of self-destruction as a way of taking vengeance on that husband. Medea 

could never succeed in going back, just as Jason could not, even if he wanted. 

We are left, then, with the sad, but necessary, conclusion that the loss of myth 

and the loss of connection with the supernatural is final and any attempt to 

recapture it is, as Medea states at the very end of the film, "useless", 

concluding that "Nothing is possible any more". Medea's spiritual catastrophe 

happens, as Pasolini demonstrates through his profoundly creative 

interpretation of the Medea myth, when nature becomes natural. As the critic 

Jonathan Rosenbaum noted, this film is worth seeing. 
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Irine Darchia (Tbilisi) 

SOME ARTISTIC PECULIARITIES OF BOST’S MEDEA 

Euripides’ Medea left an indelible mark on human thinking and had greatest 

impact on world literature and art. Medea remains an inexhaustible source of 

inspiration for many artists, and as a true literary masterpiece, offers many 

possibilities of interpretation. In my article I will dwell on Medea by Bost, a 

contemporary Greek writer. Being popular and appreciated in modern Greek 

literary and dramatic circles, he is less known to the European reader and 

almost unknown to the Georgian public. 

First, I would like to say a few words about the author himself. Christos 

(Mentis) Bostandzoglou – known under the pen-name Bost – was born in 

Constantinople in 1918. In 1939, he moved together with his family to 

Athens, where he died in 1995. He studied some 6 months in the High School 

of Art. Bost is known as an illustrator of books and journals, as a political 

cartoonist, an artist and a stage designer, as well as an author of up to 10 

plays, whose paintings were exhibited 16 times. When talking about Bost, I 

cannot help mentioning his shop "ΛΑΨΚΑΗ ΔΗΚΟΝΑΗ" – "Folk Images", 

which sold various utensils embellished by his original paintings. He is said 

to have painted over 27 000 objects and either sold them or given away as a 

gift. By the way, I learned about Bost’s Medea quite by chance, when I was 

visiting one Greek family where I saw an ash-tray painted by him and a few 

oil paintings, and inquired about their author.  
Bost’s Medea invites comprehensive studies in many different aspects: its 

reference to ancient Greek tradition and to the modern interpretations of the 

Argonaut myth, including those by Greek authors; the place of the play in the 

modern Greek literature; its artistic – genre, dramatic mand conceptual – 

peculiarities, Bost’s Medea on the Greek stage and its prospects at the 

international level. In my article  I will dwell on some artistic peculiarities of 

Bost’s play.   
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First of all, I should mention that Bost’s Medea is not only a modern 

interpretation of Euripides’ Medea; it is also a comedy. The characters of the 

play essentially differ from those of Euripides’ tragedy; namely, apart from 

Medea, Jason, the nurse, the messenger, the Choripheus and Chorus, here are 

a nun and a monk, a fisheman, Oedipus, Antigone and Euripides. The latter is 

the character of Aristophanes’ comedies, which in their turn were evidently 

the source for Bost. 

The plot of Bost’s play is essentially different from Euripides’ tragedy. It 

repeats the gist (a Barbarian, Colchian woman finds herself in the Hellenic 

civilized society and in the end, enraged, kills her own children). However, 

this very popular story is developed in a way that is totally different from the 

ancient tradition. 

The well-known love-story of Medea and Jason, supplemented with 

several other story-lines, runs throughout the whole work. The author presents 

a nun Polixenes (Polly) and her former love, Yannis, who, disappointed with 

his unanswered love, is suspected of sexual lust for young boys, including 

Medea’s sons. Medea offered shelter to the nun Polly and afterwords 

regretted this as Polixenes is loved either by her husband Jason, or her sons. 

Meanwhile, blind Oedipus appears in the company of his daughter Antigone. 

He complaints about unemployment, attempts to secure the position of a 

cashier in a bank, and in disappointment decides to earn his bread as a street 

musician. Euripides asks Medea for help – he is writing a play and wants to 

consult the Colchian woman on the ways of enriching the plot in order to earn 

the approval of a special drama committee.  

The most essential aspect which sets Bost’s Medea apart from the ancient 

tragedy is the motivation for the children’s murder. 

"Λέγσ λα ζθάμσ ηα παηδηά, λα θχγνπλ απ’ηε κέζε  

λα θάλσ έλα έγθιεκα ψζηε λα ηνλ πνλέζεη."  

"So, I will kill my children, 

 commit a crime to offend Jason."   

In the conclusive sonnet of the play, Medea and Jason sing a duet, 

commenting on the motivation of child-slaughter: as they didn’t do well at 

school, taking interest in nothing but a bed, and love affair with the nun and 

the monk, their mother punished them by killing them. 

"Οη πην θαθνί νη καζεηαί ήηαλ απηνί ζηελ ηάμε 

  γη’απηφ θ’ε κάλα ηνπο θαιά έθαλε λα ηα ζθάμε. 

  Γελ έπαηξλαλ ηα γξάκκαηα πεγαίλνληαο ζρνιείν 

  θαη ην κπαιφ ηνπο είραλε ζηεο κνλαρήο ην αηδνίν."  
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"They were the worst students in the class, 

  Therefore, their mother was right to kill them.  

  They went to school but did not study, 

  The nun’s pudenda drove them mad." 

In his works, including Medea, Bost jumbles up various epochs, historical 

events and characters of different periods, which brings into Bostandzoglou’s 

plays the elements of the Theatre of the Absurd.     

Even without reading the work, a mere account of the plot suffices to 

realize that a tragedy transformed into a comedy is modified not only wth 

regard to its genre, story-line and style, but in conceptual terms as well. The 

well-known mythological plot is demoralized, the problem is essentially 

transformed and is entirely set in a political and social context, acquiring a 

comic, or rather satirical and grotesque colouring. 

The play prompts the question: Why did Bost decide exactly on 

Euripides’ Medea? What accounts for the relevance of the challenges 

conveyed by this ancient tragedy?      
Euripides Medea fully grasps the complex psychological processes taking 

place in the spiritual world of a character; it offers masterly composed 

emotional monologues, dialogues – examples of rhetorical art, the so-called 

verbal Agons with Sophistic implications, extensive parts of the messenger, 

intrigues. Medea is the drama of  marital relationships and morally corrupted 

society, the society which justifies depravity. This is the tragedy of betraying 

one’s parents and homeland, of being fugitive and lonely in a strange land, of 

disappointment and lost love, the tragedy of socially and emotionally 

unprotected woman.
1
 

Bost’s Medea features the motif of marital relations, disappointment, lost 

love and unfaithfulness, but in a lesser degree. We may say that the social 

dimension takes over private life and the world of emotions. 

Bost’ play also uses the theme of loneliness and fugitive being in a 

strange land, but the modern Greek writer shifts the focus. What the play 

highlights is rather the attitude of one part of Greek society than the 

adversities of an emigrant’s life. The ancient Greek antinomy: the Hellene – 

the Barbarian is relevant in modern Greece as well. 

And most importantly, Bost’s Medea portrays the drama of a morally 

corrupted society in satirical terms, the society where immorality is justified: 

the decay of spiritual values, the depravity of monks, provinciality as well as 

xenophobia of the Greek society, belief in one’s own cultural superiority and 

Utopian nationalistic ideas; the pragmatism of marital relations and 

                                                 
1
  Darchia I., Colour Phenomenon in Greek Tragedy, Logos, Tbilisi 2006 (Monograph in 

Georgian with summaries in English and Greek), 163.  
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anticipation of material profit instead of genuine feelings; luxurious life and 

the building of the future with bank loans and credits; pseudo-promotion of 

gender equality and social pseudo-guarantees, when a doctor expects an 

envelope with an additional fee from a patient; looking for the dominance of 

one particular nation, and belief that those who speak their language will be 

privileged; bringing up the youth spoiled and idle, the cult of diploma, lack 

and depreciation of genuine education and knowledge; superficiality and the 

pursuit of appearances, unemployment at large, promotion through telephone 

calls and connections; the veil of vigorous democratic ideas over monarchist 

or imperial or in general terms, outdated intentions, the sudden transformation 

of "kings" into Democrats; hosts of victims to leisure or festive steering 

wheel; the search for the way out from spiritual crises and social deadlocks 

through the consultations with psychologists and psychiatrists.    

By the way, Bostandzoglou was frequently persecuted and oppressed. 

Being a left-winger, he nevertheless tried to remain unbiased, as illustrated in 

his Medea. Bost is derisive at right-wingers as well as pseudo-democratic left-

wingers. 

I cannot agree with Greek critics who maintain that "Bost’s original way of 

writing, Medea’s tragicomic image, Aristophanes’ metaphors and confusion 

discloses the evil of his contemporary Greek society",
2
 as the Greece of Bost’s 

Medea very closely resembles modern Georgia. 

Bostandzoglou’s Medea is regarded as one of the most funny plays of 

Greek dramatic repertoire, as "when the performance is over, spectators head 

for their homes with laughter"; while the playwright himself wanted "to have 

them laugh rather than guffaw". Bost’s irony is difficult to discern, his satire is 

naive as an infant, his humour is tender and purposeful. That is why he is 

regarded as a complicated comediograph.     
Admittedly, laugh can be caused by different impulses – invective, or 

derision, a mimic scene, grotesque look, profanity and so on. Bost’s Medea 

includes all of these devices. Bost mocks at everything and everybody – every 

layer and circle of society. He criticizes but at the same time loves and 

believes in his country.  
The playwright does not describe the appearance and dresses of the 

characters. However, he designs the stage set and costumes which convey his 

conceptions regarding Medea and Jason, Oedipus and Antigone, the nun and 

the monk. Medea and Antigone are dressed in indiscreet gowns decorated 

with pseudo-ancient ornaments, Jason is cled in a military uniform with 

                                                 
2
  Κσλζηαληηλίδεο Θ., Ο Μπνζη θαη ε Μήδεζά ηνπ, Πξφινγνο ζηελ 100

ε
 παξάζηαζε ζην Θέαηξν 

"΢ηνά", 15-4-94, Αλάηππν απφ ην Πεξηνδηθφ ΔΜΒΟΛΗΜΟΝ, η. 23-24, 1994-1995, Άζπξα 

΢πίηηα Βνησηίαο, 6.  
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modern epaulets up the waist and a short toga with ancient ornaments down 

the waist, Oedipus wears black John Lennon glasses and resembles a blind or 

roving pop or rock musician, so widespread nowadays. The appearance of the 

nurse, with a laurel diadem on her head, is inspired by the pathetic images of 

the Roman period. The nun’s dress discloses high-heeled shoes and prosti-

tute’s net-like socks, and her headwear resembles a helmet of the Soviet mili-

tary. 
The object of laughter are the costumes and images of the characters as 

well as their words, particular scenes and episodes, and the whole plot. One 

should not be surprised at Bost’s rude jokes, obscene words and expressions. 

According to Aristotle, the core of comedy is the phallic vocabulary. The 

modern Greek playwright is obscene like Aristophanes and offends "the 

tender ear of elitist society".  

"Κη αλ πεηαρζείηε ζην ζρνιεηφ θαη κφλε ζαο ζα δήηε 

  κε πφζελ άλεζηλ θ’νη δπφ ιέλε ΑΓΑΜΟΗ ΘΤΣΑΗ... 

  Οη καζεηαί εηο ην ζρνιεηφ νθείινπλ λα πεγαίλνπλ 

  θη’ φζνη πεδνχλ θαη ηνπο πεδνχλ, είδαηε ηη παζαίλνπλ. 

 Φξνληίζηε φζν είλ’θαηξφο ηψξα λα κειεηάηε 

  θη’ έρεηε φιν ηνλ θαηξφ χζηεξα λα πεδάηε."  

Remarkably, after the publication of My Mother’s Profession in the 

1960s, Bost was severely criticized for "crossing the limits of decency and 

politeness". I will specially dwell on the linguistic aspect of the play. Similar-

ly to Bost’s other works, Medea is written with the 15-syllabic meter, and is 

rhymed with homonyms, which is possible in Modern Greek. In Greek lan-

guage, the words with similar pronunciation are spelled differently and refer 

to different things. This very peculiarity of Bost’s Medea was among the 

principle factors that would cause confusion and laughter. For example, the 

Cretan and the critic are pronounced analogically, but are spelled differently, 

which causes a great deal of confusion. Bost achieves a surprising laughter 

effect through the wordplay: 

"΢αλ λένο άλζξσπνο θη εγψ θη αζψν ζειπθφ 

  ζηελ Κξήηε έκπιεμα ινηπφλ κε θάπνηνλ Κξεηηθφ 

  αιιά γηα ηχρε κνπ θαθή, απηφο ν Κξεηηθφο  

  εθηφο πνπ ήηαλ Κξεηηθφο ήηαλ θαη Κξηηηθφο." 

"As a young and innocent lady  

  in Crete I came across a Cretan, 

  but to my regret,  

  that Cretan was also a critic." 
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Although Bost’s play abounds of such examples, I will confine myself on-

ly to the following fragment: 

"΋πσο γλσξίδεηο, Μήδεηα, δελ αγαπψ ηα κχδηα 

  άιισζηε πξηλ, εηζίκπεζα ζηηθάδν κε θξεκκχδηα 

  θη αλ θάγσ ηψξα κχδηα, αγαπεηή κνπ Μήδεηα 

  ζα κε πεηξάμνπλ θνβεξά ηα επί πιένλ κχδηα."  

"As you may know Medea, I dislike mussels, 
  Besides, I have just had some beef with garlic, 
  And, my dear Medea, if I eat mussels now, 
  They will make me feel bad." 

Among the literary peculiarities of Bostandzoglou is believed to be an or-

thographically, morphologically and syntactically inaccurate writing. Accord-

ing to the stage director, Thanasis Papageorgiou, "one of the most literate 

writers found a shelter in orthographic errors, which he used to describe the 

illiteracy reigning around".
3
 Medea too abounds of such cases. I will cite only 

one fragment including wordplay and spelling mistakes. 

"ηπθιφο δελ είλαη απ’ ηελ Σπθιίδα 

  κ’ απ’ ην ρσξηφ καο ηνλ Κσινλφ."  

"The blind is not from Tbilisi, 
  He is from our Colonus."  

Bost’s Medea implies irony, used already by Euripides. The great trage-

dian could render ironical everything: the manner of depicting characters, plot 

development, the world of gods, and deus ex machina, political events and 

rituals reflected in the work, and what is the most important, his dialogues. 
The words of one of the conversers are ambiguous. The other character 

understands them literary, which makes him/her feel safe and anticipate be-

nevolence of the person he/she is talking with. However, the audience grasps 

the implications of those words and anticipates a disaster (let us recall the 

dialogues between Medea and Jason, Lycus and Amphitrion, Pentheus and 

Dionysus, Hecabe and Polymestor and so on, the dialogues full of ambiguity 

and tragic irony). Euripides’ characters pronounce the words that do not mean 

anything negative at first sight, but convey an implicit message of the ponder-

ing sorrow.
4 

                                                 
3
  See also: Βνζηαληδφγινπ Κ., Οιίγα ιφγηα δηά ηνλ θχξηνλ Βνζηαληδφγινπ, ηνλ θαιιηηέρλε θαη 

ηνλ άλζξσπνλ, in: Μπνζη, Μήδεζα, Θεαηξηθή Δηαηξία "΢ηνά", Δηθνζηή Σξίηε Θεαηξηθή 

Πεξίνδνο, 1993-1994, 12-14.     
4
  Darchia I., op. cit., 268. 



Some Artistic Peculiarities of Bost’s Medea 159 

 

One of the passages from Bost’s Medea – in particular, the dialogue be-

tween Medea and Yannis – has the same implications. The monk admits that 

the sole target of his passion were the schoolboys. He says that he has recent-

ly started a love affair with two boys who work in a post-office, and whom he 

attempts to seduce with money and sweets. Medea uncompromisingly cen-

sures the parents of those boys, who failed to look after their children and 

declares that in their place, she would kill both children. This very dialogue 

implicitly alludes to the tragedy which is bound to happen: after Medea finds 

out about her two son’s affair with the monk, she slaughters them. So, Bost 

renders this "tragic" finale of the comedy with the help of Euripidean tragic 

irony. 
By the way, Bostandzoglou’s play has one more trait of a tragedy: the 

functions of Chorus and Messenger. Chorus appears in the play at a time, 

either telling in advance about the further events or appreciating what has 

already happened. So, it is charged with the function of rendering public opi-

nion, like the Chorus of the tragedy. I should accentuate that following the 

principle of ancient tragedy, Bost’s Medea does not kill her children right on 

the stage; it is the messenger who gives a detailed account of the murder. 
As far as I know, Bost’s Medea is among the rarest cases, if not the only 

one, of the comic interpretation of the Argonaut myth, where Medea dooms 

her sons to death not because of Jason’s unfaithfulness, but because of their 

misbehaviour. So, Bost’s play can be regarded as Aristophanean interpreta-

tion of Euripides’ Medea. And it is not accidental that Bost is referred to as 

modern Aristophanes, a Modern Greek writer carrying on the tradition of 

ancient comedy.
5 

Medea’s transformation into a comedy should not be much surprising. Al-

though Aristotle called it the most tragic tragedy (Poetica, 1453, a29), tragedy 

as a genre implies a subtle comic potential. Let us recall that new Attic come-

dy borrowed from Euripides the devices of making a guess, cunningness and 

craftiness. The ending of the Iphigenia among the Taurians is not quite typi-

cal of tragedies, and besides, the play proceeds without sacrifices. The play 

abounds of tragic as well as comic elements, which assigns it to the mean 

between the tragedy and the comedy.
6 

Tragic and comic elements also converge in Euripides’ Helen. This even 

prompts scholars not to regard it as a tragedy. Helen is appreciated as a tragi-

comedy equaling a farce for the abundance of tragic irony. Helen is the drama 

where the author’s imagination competes with the traditional myth, and this 

"fabulous and fanciful game" is regarded as the origin of Menander’s comedy 

                                                 
5
  Κσλζηαληηλίδεο Θ., op. cit., 11. 

6
  Darchia I., op. cit., 209.  
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and ancient novel, as a melodramatic work. By the way, even Ion is appre-

ciated as a tragicomedy by some scholars.
7 

Greek critics regard Bost in different ways. On the one hand, he is praised 

and respected, and recognized as the legend of Greek drama, and on the other 

hand, he is criticized. Regrettably, I could not find out how he is regarded by 

European scholars and therefore, I cannot be aware of how Bost is apprecia-

tions in the West. 
As far as I know, Bost’s Medea is frequently staged in Greece by profes-

sional as well as amateur artists. For the first time, it was staged by Thanasis 

Papageorgiou in the "Stoa" in 1993. Papers wrote on that occasion: "The most 

hilarious play of demonic Bost was staged by Papageorgiou, the most satanic 

among the satanic". Medea was staged this year as well, by Stamatis Fassou-

lis. 
And finally, it is interesting what attitude this play will encounter in 

Georgia, how it will be accepted by the Georgian reader, whether it will es-

tablish itself on the Georgian stage or not, and how Georgian literary and 

drama critics will appreciate it. These questions will be answered in the fu-

ture, when Bost’s Medea will resound in Georgian.  
 
 

 
 

  

                                                 
7
  Darchia I., op. cit., 225. 
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Tedo Dundua (Tbilisi) 

GOLDEN FLEECE IS BACK – RUSSIAN FICTION 

After adoption of Christianity, Eastern Slavonia, with Kiev as the capital, 

joined the Byzantine Commonwealth. That clearly meant enlargement of the 

Eastern European unity towards Eastern section of Humid Continental 

Europe, into the direction of the river Volga. Russians were the loyal subjects 

of the Commonwealth, looking calmly at the decline of Constantinople’s 

hegemony, and the Bulgar and Georgian kings seizing the titles of "Tsar" and 

"Autocrat". 

Becoming stronger, Russia vividly protested Ottoman reintegration of 

what was formerly labelled Byzantium, and Muslim overlordship over the 

Orthodox World by taking the title of "Tsar" for Grand Prince Ivan in 1547. 

New centre of East Europe has been shaped, and then long-term war started 

for hegemony, Russia being victorious. 

The 18
th
 c. was marked by revolutionary improvement of the Russian 

technologies due to strengthening of state industrial segment. Still with its 

serfdom, Russia became a full-scale European partner.  

Basic changes took place also in historiography. Thorough study of 

Graeco-Roman and Byzantine literature had yet another reason – political 

one. Seeing itself as the East European super-power, thus Russia claimed 

Byzantine political heritage. For Russians Georgia had to be within the East 

European Union, and also this country has been acknowledged as a successor 

state of Colchis and Iberia. If this country back to Orthodox alliance, that 

could only be compared to the symbolic return of the Golden Fleece – 

honour, glory and rich is coming back. 

One must bear on mind this narrative while observing the numismatic 

piece below. 

At the beginning of the 19
th
 c. Kartalino-Kakhetian Kingdom (Eastern 

Georgia) became a part of the Russian Empire. Administration and courts 
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were paid in assignations and chervonetzi – Dutch ducates, called 

Lobanchiks. Army needed even more money to buy local supplies. And the 

local population neglected assignations even firmly seeing how the taxes were 

collected in old silver money. Scarcity of silver lowered the rate of Russian 

gold coin, which was quite high in other places. Scarcity of silver and copper 

coins seems due to the problems of their transportation – indeed, St. 

Petersburg and Ekaterinburg were far away. Merchants had good profit 

thanks to low exchange rate of gold, and the prices rushed high. Cheap 

Iranian goods flooded Georgian market taking back coins, thus making crisis 

more severe. 

The situation was to be changed. Preparations were made for the 

reorganization of old Tbilisi mint, now under the Russian control. On 

September 15 of 1804 there was the mint inaugurated in the former royal bath 

celebrated by issue of the commemorative medal.
1
 

Quite a rare one, it comes to a description as follows: 

Ar. 8. 23 gr. 

Obv. Russian double-headed eagle (former coat of arms of Palaeologi) 

soaring towards Iberia and Colchis, bearing in its claws the Golden Fleece, 

with the Russian legend – "it restores what was stolen". 

Rev. Russian legend – "Tbilisi mint opened on September 15 1804".
2
 

There could also be a gold piece. Sometimes the legend slightly differs. 

Tbilisi mint operated until 1834. No mythology was used any more. 

 

 

                                                 
1
  T. Dundua, G. Dundua, N. Javakhishvili, A. Eristavi, Money in Georgia, II edition, Tb., 2003, 98. 

2
  D. Kapanadze, Georgian Numismatics, M., 1955, N198, 134 (in Russian); D. Kapanadze, 

Georgian Numismatics, Tb., 1969, N244, 163 (in Georgian with Russian and English summa-

ries); E. Pakhomov, Coins of Georgia, Tb., 1970, 271 (in Russian). 
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Euripidis Garantoudis (Athens) 

΢ΣΑΘΜΟΙ ΣΟΤ ΣΑΞΙΔΙΟΤ ΣΗ΢ ΜΤΘΙΚΗ΢ ΑΡΓΩ΢ 

΢ΣΗΝ EΛΛΗΝΙΚΗ ΠΟΙΗ΢Η ΣΟΤ 20ου AΙΩΝΑ  

΋ζνη αζρνινχληαη κε ηε κειέηε ηεο λεφηεξεο ειιεληθήο ινγνηερλίαο 

γλσξίδνπλ φηη, ζε φιε ηε δηάξθεηα ηεο εμέιημήο ηεο, νη ζεκαληηθφηεξνη 

πνηεηέο, απφ ηνλ ΢νισκφ θαη ηνλ Kάιβν κέρξη ηνλ Παιακά, θαη απφ ηνλ 

΢ηθειηαλφ θαη ηνλ Kαβάθε έσο ηνλ ΢εθέξε θαη ηνλ Eιχηε, αμηνπνίεζαλ 

πιηθφ ηεο αξραηνειιεληθήο, ηδίσο ηεο γξακκαηεηαθήο παξάδνζεο, θαηά ηέηνην 

ηξφπν ψζηε ην πιηθφ απηφ λα αθνκνησζεί ζην έξγν ηνπο θαη λα θαηαζηεί 

νξγαληθφ ζηνηρείν ηεο ηδηνζπζηαζίαο ηνπ. H ζρέζε ηεο λεφηεξεο ειιεληθήο 

πνίεζεο κε ηελ ειιεληθή αξραηφηεηα θαη ηδίσο κε ηελ αξραηνειιεληθή 

γξακκαηεία έγηλε αληηθείκελν επξείαο αλαθνξάο απφ ηε ινγνηερληθή θαη ηε 

θηινινγηθή θξηηηθή ήδε απφ ηα κέζα ηνπ 19νπ αηψλα, ελψ ζπζηεκα-

ηνπνηήζεθε ζηε δηάξθεηα ηνπ 20νχ αηψλα, ζε ζπλάξηεζε κε ηελ αλάπηπμε 

θαη πξφνδν ηεο λενειιεληθήο θηινινγίαο.
1
 

΢ηφρνο απηήο ηεο κειέηεο είλαη ε δεηγκαηνιεπηηθή εμέηαζε κεξηθψλ 

ειιεληθψλ πνηεκάησλ, γξακκέλσλ θαη δεκνζηεπκέλσλ ζηε δηάξθεηα ηνπ 20νχ 

αηψλα, πνπ επεμεξγάδνληαη ζηνηρεία ηνπ κχζνπ ηεο αξγνλαπηηθήο 

εθζηξαηείαο. Με δεδνκέλε ηε ζπλζεηφηεηα θαη ην εχξνο ηνπ κχζνπ επέιεμα, 

εηδηθφηεξα, λα πεξηνξίζσ ηα παξαδείγκαηά κνπ ζε πνηήκαηα πνπ έρνπλ σο 

ζέκα ην κπζηθφ θαξάβη ηεο Αξγψο θαη ην πιήξσκά ηνπ, ηνπο Αξγνλαχηεο. 

Απνθιείζηεθαλ, ινηπφλ, ηα πνηήκαηα κε ζέκα ηε Μήδεηα, έλα άιιν βαζηθφ 

ζεκείν αλαθνξάο ηνπ αξραηνειιεληθνχ κχζνπ, πνπ έρεη πνιιαπιέο 

πξνεθηάζεηο. Ζ ζπγθξηηηθή εμέηαζε ησλ αλαθεξφκελσλ ζηελ Αξγψ θαη ηνπο 

                                                 
1
  Δλδεηθηηθή βηβιηνγξαθία γχξσ απφ ην δήηεκα θαηαγξάθεηαη ζην ηέινο ηνπ ιήκκαηνο "Αξραία 

ειιεληθή γξακκαηεία" (ππνγξάθεηαη απφ ηηο Φιψξα Μαλαθίδνπ θαη Δβίλα ΢ηζηάθνπ), ζην 

Λελζηό κεμεθθδκζηήξ θμβμηεπκίαξ. Πνόζςπα – ένβα – νεύιαηα –  όνμζ, Αζήλα, Δθδφζεηο Παηάθε 

2007, 183-191. 
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Αξγνλαχηεο πνηεκάησλ αλαδεηθλχεη αθελφο ηελ πνηθίιε πξνζαξκνγή ηνπ 

κχζνπ ηεο αξγνλαπηηθήο εθζηξαηείαο ζηα εθθξαζηηθά θαη ηερλνηξνπηθά 

αηηήκαηα δηαθνξεηηθψλ ζπγγξαθέσλ, αθεηέξνπ ηελ αληαλάθιαζε ζηα 

πνηήκαηα ησλ ηζηνξηθνθνηλσληθψλ φξσλ ηεο θάζε ρξνληθήο ζηηγκήο ζηελ 

νπνία ηα θείκελα γξάθηεθαλ θαη δεκνζηεχηεθαλ. 

Μηα πξψηε γεληθή παξαηήξεζε είλαη φηη ηα πεξηζζφηεξα απφ ηα 

αλαθεξφκελα ζηνλ κχζν ηεο αξγνλαπηηθήο εθζηξαηείαο ειιεληθά πνηήκαηα 

ηνπ 20νχ αηψλα κπνξνχλ λα ραξαθηεξηζηνχλ αξραηφζεκα φρη φκσο θαη 

αξραηνγλσζηηθά, κε ηελ έλλνηα φηη πξφθεηηαη γηα πνηήκαηα ηα νπνία δελ 

(θαίλεηαη λα) έρνπλ σο πεγή απεπζείαο θάπνην αξραίν θείκελν ή θάπνηεο 

λεφηεξεο κεηαθξάζεηο ή ινγνηερληθέο επεμεξγαζίεο αξραίσλ πεγψλ ηνπ 

κχζνπ. ΢πλεπψο ζηε κεγάιε πιεηνλφηεηά ηνπο ηα εμεηαδφκελα πνηήκαηα 

βαζίδνληαη ζε κηα δηαδεδνκέλε γλψζε ηνπ αξραίνπ κχζνπ ηεο αξγνλαπηηθήο 

εθζηξαηείαο θαη ησλ ζπκβνιηθψλ εξκελεηψλ ηνπ, γλψζε ε νπνία απνηειεί 

κέξνο κηαο γεληθήο κνξθσηηθήο παξαθαηαζήθεο, κέξνο εθείλεο ηεο 

εμνηθείσζεο κε ηνλ αξραίν κχζν, ηελ νπνία έρεη, ζα κπνξνχζακε λα πνχκε, ν 

κέζνο αλαγλψζηεο. 

Λακβάλνληαο ππφςε απηή ηελ παξαηήξεζε, φηη ηα πνηήκαηα 

πξνυπνζέηνπλ ηε βαζηθή γλψζε ηνπ παζίγλσζηνπ κχζνπ ηεο αξγνλαπηηθήο 

εθζηξαηείαο απφ ηνλ κέζν αλαγλψζηε, κπνξνχκε λα θαηαλνήζνπκε θαιχηεξα 

γηαηί ηα παιαηφηεξα απφ απηά, φζα εληάζζνληαη ζηελ παξαδνζηαθή ειιεληθή 

πνίεζε, απνηεινχλ νπζηαζηηθά αλαπαξαγσγέο ή έζησ πξνεθηάζεηο ηνπ 

θεληξηθνχ ζπκβνιηθνχ λνήκαηνο ηεο αξγνλαπηηθήο εθζηξαηείαο. Σν πξψην 

θαη ρξνληθά παιαηφηεξν παξάδεηγκα κηαο ηέηνηαο ζεψξεζεο ηνπ αξραίνπ 

κχζνπ είλαη ην πνίεκα ηνπ ΢ηέθαλνπ Μαξηδψθε (1855-1913), «Ο λένο 

Ηάζσλ» (1901): 

Με ρίιησλ θφζκσλ ην θσο, ηε δχλακε, 

πειψξηνο γίγαο ν λένο Ηάζνλαο, 

η’ νπξαλνχ ηψξα ζρίδεη ηα πιάηε 

ην ρξπζφ ηνπ ην δέξαο λ’ αξπάμεη. 

Αηζεξνλαχηεο, ηξέρεη η’ απέξαλην 

κ’ φιε ηε ιάκςε ηνπ λνπ ζην κέησπν, 

λα θεξχμεη κηαλ άζβεζηε πάιε 

ζε ρηιηάδεο απφθξπθνπο θφζκνπο. 

Γξφκνπο αλνίγεη ζ’ εκάο αγλψξηζηνπο 

φπνπ ζ’ αθήζεη η’ άζβεζη’ αρλάξηα ηνπ, 

θαη ζα ηδνχκε λα ζέξλεη κπξνζηά καο 

κχξηνπο ήιηνπο ρινκνχο, ληθεκέλνπο. 

Σα νπξάλη’ αλνίγεη λα ηξέμνπλ νη άλζξσπνη 

κηα λέα ζεφηε λα πξνζθπλήζνπλε, 
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απφ θφζκν ζε θφζκν λα ηξέμνπλ 

ηελ ειηά ηεο αγάπεο λα θέξνπλ. 

Κη φηαλ ζα ζηήζεη γιπθφο, αηξφκεηνο 

ζην θάζε αζηέξη ζεκαία θαηάιεπθε, 

αρ! λα δνχζα λα ηξέμσ ζηκά ηνπ 

εθεί πάλσ ηα κάηηα λα θιείζσ.
2
 

΢ε απηφ ην νξακαηηθφ ή, αθξηβέζηεξα, νπηνπηθφ πνίεκα ν λένο Ηάζνλαο, 

αθνινπζψληαο ηα ρλάξηα ηνπ αξραίνπ ήξσα ζε έλα αηειεχηεην ηαμίδη, 

κεηαηξέπεηαη ζε «πειψξην γίγαληα», έλαλ κνλαρηθφ, δίρσο άιινπο 

ζπληξφθνπο, «αηζεξνλαχηε», έλαλ νξκεηηθφ αιιά θαη εηξεληθφ θαηαθηεηή 

ηνπ άπεηξνπ δηαζηήκαηνο, πνπ ζα θέξεη θαη ζα δηαδψζεη ην κήλπκα κηαο 

απξνζδηφξηζηεο ζξεζθείαο θαη ηεο αγάπεο ζε φια ηα άγλσζηα αζηέξηα ηνπ 

ζχκπαληνο.  

Σν πνίεκα «Ο λένο Ηάζσλ» είλαη έλα απφ ηα 14 πνηήκαηα ηεο ελφηεηαο 

«΢ηίρνη βάξβαξνη», ησλ γλσζηφηεξσλ πνηεκάησλ ζην ζχλνιν ηνπ έξγνπ ηνπ 

Μαξηδψθε. Oη πξψηεο δεκνζηεχζεηο ησλ πνηεκάησλ απηήο ηεο ελφηεηαο ζε 

πεξηνδηθά δηαζπέξλνληαη ζηε δηάξθεηα ηεο δεθαεηίαο ηνπ 1890 (δχν πνηήκαηα 

ην 1891, έλα ην 1894, έμη ην 1898 θαη ηέζζεξα ην 1899), ελψ ε ελφηεηα 

«΢ηίρνη βάξβαξνη» έιαβε ηελ νξηζηηθή ηεο κνξθή (ηα 14 πνηήκαηα) ζηνλ 

ηφκν ησλ Πμζδιάηςκ ηνπ Μαξηδψθε ην 1901. Με ηνπο «΢ηίρνπο βάξβαξνπο» 

ν Μαξηδψθεο αλαδήηεζε κηα πνηεηηθή νδφ ηθαλή λα αλαλεψζεη ηελ 

εμαληιεκέλε ξνκαληηθή παξαθαηαζήθε ζεκάησλ θαη εθθξαζηηθψλ ηξφπσλ, ε 

νπνία δηέθξηλε ηελ παιαηφηεξε πνίεζή ηνπ. H νδφο απηή ήηαλ ν 

λενθιαζηθηζκφο, δηακνξθσκέλνο ζχκθσλα κε ηα ππνδείγκαηα ηεο παιαηφηε-

ξεο θαη ζχγρξνλεο ηηαιηθήο πνίεζεο (Foscolo, Carducci, D’Annunzio).
3
  

Οη «΢ηίρνη βάξβαξνη» απνηεινχλ έλαλ απφ ηνπο πην ζεκαληηθνχο 

ζηαζκνχο ηεο αλαβίσζεο ησλ αξραίσλ κέηξσλ ζηε λέα ειιεληθή ινγνηερλία. 

H βαζηθή πεγή ησλ κεηξηθψλ ζρεκάησλ ηνπο ήηαλ νη ζρεδφλ ζχγρξνλέο ηνπο 

Odi barbare (Bάξβαξεο σδέο) (δεκνζηεχηεθαλ ζην δηάζηεκα 1877-1893) ηνπ 

πνιχ γλσζηνχ ζηελ επνρή ηνπ Iηαινχ πνηεηή Josuè Carducci (1835-1907).
4
 

                                                 
2
  ΢. Μαξηδψθεο, ΢ηίπμζ αάναανμζ ηαζ άθθα πμζήιαηα, Δηζαγσγή-επηκέιεηα Δ. Γαξαληνχδεο, 

Αζήλα, Χθεαλίδα 2000, 121. Πξψηε δεκνζίεπζε ηνπ πνηήκαηνο, κε ηνλ ηίηιν "΢ηίρνη 

βάξβαξνη. O λένο Iάζσλ", ζην πεξηνδηθφ Aηηζηή Ίνζξ, ρξ. 1, ηρ. 10-11, 1 Iνπιίνπ 1898, 73. 

Πξψηε δεκνζίεπζε ζε βηβιίν ηνπ Μαξηδψθε: Πμζήιαηα, Eθ ηνπ ηππνγξαθείνπ Π. Γ. 

΢αθειιαξίνπ, Έθδνζηο Γ. Γ. Mαξαζιή, Eλ Aζήλαηο 1901, 80-81 (θσηναλαζηαηηθή 

επαλέθδνζε: Zαλ Mνξεάο (I. Παπαδηακαληφπνπινο) – ΢ηέθ. Mαξηδψθεο – A. Παπαδνπνχινπ, 

Πξφινγνο Γ.[ηάλλε] K.[νπρηζφγινπ], Aζήλα, Eηαηξεία Eιιεληθψλ Eθδφζεσλ, Άπαληα ησλ 
Nενειιήλσλ Kιαζζηθψλ ρ.ρ.). 

3
  Γεληθφηεξα γηα ηελ ελφηεηα "΢ηίρνη βάξβαξνη", βι. ηελ εηζαγσγή κνπ ζην βηβιίν ΢. 

Μαξηδψθεο, ΢ηίπμζ αάναανμζ ηαζ άθθα πμζήιαηα, ό.π., 43-50. 
4
  Γηα ην ζέκα, βι. ηε κειέηε κνπ, "Mαξηδψθεο θαη Carducci. ΢πκβνιή ζηελ ηζηνξία ηεο 

ειιεληθήο βάξβαξεο πνίεζεο", Πενίπθμοξ, ηρ. 28-29, Iαλνπάξηνο-Iνχληνο 1991, 33-55. 
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΢πγθεθξηκέλα, ε ζηξνθηθή κνξθή ηνπ πνηήκαηνο «Ο λένο Ηάζσλ», πνπ είλαη 

παξαιιαγκέλε κνξθή αιθατθήο ζηξνθήο ησλ Odi barbare ηνπ Carducci,
5
 

ζπληίζεηαη απφ δχν δηπινχο ηακβηθνχο πεληαζχιιαβνπο (ν πξψηνο παξνμχην-

λνο, ν δεχηεξνο πξνπαξνμχηνλνο [εμαζχιιαβνο, ζχκθσλα κε ηελ ειιεληθή 

κεηξηθή νξνινγία]) θαη δχν παξνμχηνλνπο αλαπαηζηηθνχο δεθαζχιιαβνπο.  

Δμεηαδφκελν απφ ζεκαηηθή ζθνπηά ην πνίεκα «Ο λένο Ηάζσλ» εληάζζεηαη 

ζε εθείλε ηελ νκάδα πνηεκάησλ ησλ «΢ηίρσλ βάξβαξσλ», πνπ ζεκαηνπνηνχλ 

ηε λνζηαιγηθή αλάθιεζε ηνπ αξραηνειιεληθνχ πνιηηηζκνχ (ζηελ ίδηα νκάδα 

αλήθνπλ, επίζεο, άιια ηξία πνηήκαηα, «Tν κέιινλ», «O Πξνκεζεχο» θαη «H 

αλαδπνκέλε»),
6
 ζπλδπάδνληάο ηελ φκσο κε έλα κειινληνινγηθφ φξακα. O 

θιαζηθηζηηθφο ηδαληζκφο εθθξάδεηαη κε ηελ πεξηγξαθή κηαο εμσξατζκέλεο 

ειιεληθήο αξραηφηεηαο, καθξηά απφ ζπγθεθξηκέλν ηφπν θαη ρξφλν, κέζα ζην 

άπεηξν ηνπ νπξαλνχ θαη ηεο ζάιαζζαο, δηάζπαξηεο απφ λανχο θαη 

θαηνηθεκέλεο απφ ζενχο, εκίζενπο θαη αηζέξηεο ππάξμεηο πνπ ηηο πξάμεηο ηνπο 

ξπζκίδεη ε πινχζηα παξαθαηαζήθε ηεο αξραίαο κπζνινγίαο. ΢πλάκα, φκσο, ε 

αίζζεζε ηνπ δσληαλνχ ζηνηρείνπ απηήο ηεο αξραηφηεηαο εκςπρψλεη ηελ 

πεγαία αηζηνδνμία φηη ε αγάπε θαη ε επηζηήκε ζα θπξηαξρήζνπλ, νδεγψληαο 

ηνπο αλζξψπνπο ζε έλα πνιχ θαιχηεξν, αλ θαη απξνζδηφξηζην, κέιινλ. 

΢πγθεθξηκέλα ζην πνίεκα «Ο λένο Ηάζσλ» ν Μαξηδψθεο πξνεθηείλεη ηνλ 

αξραίν κχζν κε ηξφπν, σζηφζν, πνπ επζπγξακκίδεηαη κε ην θεληξηθφ 

ζπκβνιηθφ κήλπκά ηνπ: ην ηαμίδη ηνπ αλζξψπνπ-εξσηθφ πξφηππν ηνλ νδεγεί 

ζηε δηαξθή αλαδήηεζε θαη θαηάθηεζε εκπεηξηψλ θαη αγαζψλ, πξαγκαηηθψλ 

θαη πλεπκαηηθψλ.  

Αλάινγεο κε εθείλε ηνπ Μαξηδψθε επεμεξγαζίεο ηνπ κχζνπ ηεο 

αξγνλαπηηθήο εθζηξαηείαο ζπλαληνχκε, ζηηο ηξεηο πξψηεο δεθαεηίεο ηνπ 20νχ 

αηψλα, επίζεο ζε πνηήκαηα ηνπ Πέηξνπ Βιαζηνχ (1879-1941) (γλσζηνχ 

επίζεο κε ην ςεπδψλπκν Έξκνλαο), ηνπ ΢σηήξε ΢θίπε (1879-1952) θαη ηνπ 

Κσζηή Παιακά (1859-1943). 

΢ηε ζπιινγή ηνπ Βιαζηνχ, Ανβώ (1905), ππάξρνπλ ηξία άηηηια πνηήκαηα 

πνπ ιεηηνπξγνχλ σο εηζαγσγέο ζηηο ηξεηο ελφηεηεο ηνπ βηβιίνπ: «Οη 

Κνιρίδεο», «Ζ λέκεζε ηεο Μήδεηαο» θαη «Ζ Αξγψ». Παξαζέησ ηα πνηήκαηα. 

Πξψηα ην εηζαγσγηθφ πνίεκα ζηελ ελφηεηα «Οη Κνιρίδεο»: 

Αξκάησζα ην κπζηθφ θαξάβη γηα ηαμίδη 

ζεφηαρην θαη πνξθπξά παληά άπισζα θαη ε πιψξε 

ηηο ζηνηρησκέλεο ζάιαζζεο ραξάθσλε θαη γχξσ 

ζηελ θνππαζηή θπθιφθεγγαλ νη ράιθηλεο αζπίδεο. 

Αξκέληδα γη’ απάηεηεο Κνιρίδεο θαη είρα ηάκα 

                                                 
5
  Γηα πεξηζζφηεξα ζηνηρεία, βι. ζηε κειέηε κνπ, "Mαξηδψθεο θαη Carducci…", ό.π., 41-42. 

6
  Βι. ΢ηίπμζ αάναανμζ ηαζ άθθα πμζήιαηα, ό.π., 109-110, 118 θαη 125. 
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λ’ αξπάμσ ηε ρξπζή πξνβηά ηνπ Φξίμνπ απφ ην Γξάθν, 

κέζ’ απ’ ην ρλψην ηεο θσηηάο. Κη αςήθηζα θνπξηνχλεο, 

ηηο ΢πκπιεγάδεο ηηο θαθέο, πίβνπιεο ιάκηεο θη φξληα, 

θαη ζε αθξνγηάιη αμφξθηζην ηε θπθησκέλε ηέινο 

άξαμα Αξγψ. Κη αληίθξπζα ην καγηθφ ρξπζάθη 

κέζ’ ζε ξνπκάλη ζθηαδεξφ θαη γχξσ ηνπ βηγιίδαλ 

άγξππλα ηέξαηα, ζηξπθλά κπζηήξηα. Καη βνήζεηα 

ιαρηάξεζα – θη σ! ζην βαζχ ηνπ Αηήηε ην παιάηη 

ηα ηξαγηθά λα κε θνηηνχλ ηεο Μήδεηαο είδα κάηηα!
7
  

΢ηε ζπλέρεηα, ην εηζαγσγηθφ πνίεκα ζηε δεχηεξε ελφηεηα «Ζ λέκεζε ηεο 

Μήδεηαο»: 

Καη ξίμακε ζηε ζάιαζζα γηα λα ζσζνχκε – σ θξίκα ζνπ 

αδεξθηθφ! – κέιε παηδηνχ ζπαξηαξηζηά, θαη η’ άζπξα, 

Μήδεηα, ηα ρέξηα ζνπ έζηαδαλ σκφ θαθφθινγν αίκα! 

Καη κάβξηζε ην πέιαγνο θξηθηάδνληαο, κα πάληα 

μφξθηα καο έζσδαλ απφ ζεξηά θη αζηξαπνθαίξηα. 

Χο πνπ πηα η’ αθξνζάιαζζα ηα ειιεληθά γειάζαλ 

κπξνζηά ζηελ πιψξε θαη λαψλ θαπλνί κάο ραηξεηήζαλ. 

Μα ην θαξάβη ηεο ραξάο θαη ε δνχιηα ηεο παηξίδαο 

μεδνχισζαλ ηα κάηηα κνπ θαη μέραζα ηε Μήδεηα 

θαη γη’ άιιε λχθε ηνίκαζα ξεγάηηθα καγλάδηα. 

Μα πνηα θσλή ξεθάδνληαο πιαληά κέζ’ ζην παιάηη; 

Χ θιφγεο, αίκα, παίδεκα! Σπθιφο λα κελ ην μέξσ 

πσο εηλ’ ηα κάγηα αμέγξαθηα ηεο άγξηαο ηεο αγάπεο, 

πσο δε γιπηψλεη ν πιεξσκφο κεδέ ε Κισζψ μερλάεη!
8
 

Σέινο, ην εηζαγσγηθφ πνίεκα ζηελ ηξίηε ελφηεηα «Ζ Αξγψ»: 

Πάληα ζε πέιαγα αλνηρηά, ζε αιαξγηλέο Κνιρίδεο, 

ζηδεξνζηήζσ, αβνχιηαρηε απφ μέξεο θαη καΐζηξνπο, 

εξψηζα, έηζη αξκέληδε, Αξγψ! ΢ηα μάξηηα ζνπ αο ζθπξίδνπλ 

ν γξαίγνο θαη ε βαξπθαηξηά, θαη ε βίγια αο μαγλαληέβεη 

ηα ζηξηγγινλήζηα η’ άπηζηα, ηνπ βξάρνπ ην δηιάβη. 

Καη ηεο Γσδψλεο ηε κηιηά ζηελ πιψξε πάληα λα έρεηο, 

θη αο παλ ηα παιεθάξηα ζνπ λ’ αδξάμνπλ απφ θάζηξα 

θη απφ ρηκαηξνθχιαρηεο ζπειηέο ηηο ξεγνπνχιεο. 

Γηαηί είζαη εζχ ην αζηξαθηεξφ ηεο ηφικεο ην θαξάβη 

θαη ζηα δεμηά ζνπ πέηνπληαη ηξεηο πάληα ατηνί θιαδάηνη. 

                                                 
7
  Παξαπέκπσ ζηε ζπγθεληξσηηθή έθδνζε ησλ πνηεκάησλ ηνπ Πέηξνπ Βιαζηνχ, Η Ανβώ ηαζ 

άθθα πμζήιαηα, Ομθφξδε 1921, 11. 
8
  Ό.π., 97. 
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Καιφγλσκεο φπνπ δηαβείο ζε παξαζηέθνπλ ζέηζεο 

θη φπνπ θαιάξεηο ηα παληά ηηο κάγηζεο ζθιαβψλεηο. 

Να κε ζθηαρηείο ηηο κάξγειεο ΢εηξήλεο θαη ηελ Κίξθε 

κα ηα θνππηά πάληα αο ρηππνχλ αζπξίδνληαο ην θχκα.
9
 

΢ηα παξαπάλσ πνηήκαηα νινθιεξψλεηαη έλαο θχθινο αλαθνξάο ζηελ 

αξγνλαπηηθή εθζηξαηεία. Καη ζηα ηξία, παξλαζζηζηηθήο ηερλνηξνπίαο, 

πνηήκαηα αθεγεηήο είλαη ν Ηάζνλαο. Σν πξψην πνίεκα αλαπηχζζεη ηα ζέκαηα 

ηνπ πεξηπεηεηψδνπο ηαμηδηνχ, ηεο άθημεο ησλ Αξγνλαπηψλ ζηελ Κνριίδα θαη 

ηεο πξνζπάζεηαο εθεί γηα ηελ απφθηεζε ηνπ ρξπζφκαιινπ δέξαηνο ψο ηε 

ζηηγκή ηεο ζπλάληεζεο ηνπ Ηάζνλα κε ηε Μήδεηα. ΢ην δεχηεξν πνίεκα ν 

αθεγεηήο Ηάζνλαο, κεηά ηελ απφθηεζε ηνπ ρξπζφκαιινπ δέξαηνο, πεξηγξά-

θεη, κε αξθεηά ππαηληθηηθφ ηξφπν, ην πξψην έγθιεκα (αδειθνθηνλία) ηεο 

Μήδεηαο, ηελ επίζεο πεξηπεηεηψδε επηζηξνθή ηνπο ζηελ Διιάδα, ηελ 

εγθαηάιεηςε ηεο Μήδεηαο απφ ηνλ ίδην θαη, ηέινο, ηα ππφινηπα εγθιήκαηα 

πνπ εθείλε δηέπξαμε γηα λα ηνλ εθδηθεζεί (δνινθνλία ηεο λέαο γπλαίθαο ηνπ 

Ηάζνλα Γιαχθεο θαη παηδνθηνλία ησλ δχν παηδηψλ πνπ απέθηεζε κε ηνλ 

Ηάζνλα). ΢ην ηξίην πνίεκα, πνπ νινθιεξψλεη ηελ αλαθνξά ζηελ αξγνλαπηηθή 

εθζηξαηεία ηξνπνπνηψληαο ην άδνμν, ζχκθσλα κε ηνλ κχζν, ηέινο ηνπ 

Ηάζνλα θαη ηεο Αξγψο, ν αθεγεηήο Ηάζνλαο ραηξεηίδεη «ηεο ηφικεο ην 

θαξάβη», ηελ Αξγψ, ηεο εχρεηαη αηειεχηεηα ηαμίδηα θαη εχρεηαη επίζεο ζην 

πιήξσκά ηνπ («ηα παιεθάξηα ζνπ») λα έρεη, παξ’ φινπο ηνπο θηλδχλνπο, 

παληνηηλέο πεξηπέηεηεο θαη θέξδε αλάινγα κε εθείλα ηνπ πξψηνπ κπζηθνχ 

ηαμηδηνχ ζηελ Κνιρίδα. Καη ζην πξψην θαη ζην ηξίην πνίεκα ε κεηαηξνπή ηεο 

Κνιρίδαο ηνπ αξραίνπ κχζνπ ζε «Κνριίδεο» δείρλεη φηη ν αξραίνο 

πξννξηζκφο πξνεθηείλεηαη ζπκβνιηθά ζηνλ ζηφρν ησλ δηελεθψλ ηαμηδηψλ ηνπ 

λένπ Ηάζνλα θαη ησλ λέσλ Αξγνλαπηψλ. 

Σα πνηήκαηα ηνπ Βιαζηνχ παξνπζηάδνπλ ελδηαθέξνλ φρη ηφζν επεηδή 

αλαθέξνπλ ή απερνχλ πνιιά επηκέξνπο ζπγθεθξηκέλα ζηνηρεία ηνπ κχζνπ 

ηεο αξγνλαπηηθήο εθζηξαηείαο, εληάζζνληάο ηα ζηε θαλεξά δεκνηηθηζηηθή 

γισζζηθή αηζζεηηθή ηνπ πνηεηή, αιιά θπξίσο επεηδή πιαηζηψλνπλ, σο 

εηζαγσγηθά πνηήκαηα ησλ ηξηψλ ελνηήησλ ηνπ βηβιίνπ, ηα ππφινηπα θείκελα 

ηεο ζπιινγήο ηνπ Ανβώ. Πνιιά απφ ηα ππφινηπα πνηήκαηα κπνξνχλ λα 

ραξαθηεξηζηνχλ πεξηεγεηηθά, θαζψο πεξηγξάθνπλ ηα ηαμίδηα ηνπ Βιαζηνχ ζε 

δηάθνξνπο ηφπνπο θαη κάιηζηα αξθεηνχο ηφπνπο ηεο Αλαηνιήο. Απηφ γίλεηαη 

θαλεξφ απφ ηνπο ηίηινπο ησλ επηά ππνελνηήησλ πνπ πεξηιακβάλεη ε πξψηε 

ελφηεηα ηνπ βηβιίνπ: «Αηηηθά», «Σεο Ρνχκειεο θαη ηνπ Μνξηά», «Σεο Πφιεο 

θαη ηνπ Φξάγθνπ», «Πξνβέληζα θαη Ηηαιία», «Ρήλνο θαη Σξακνπληάλα», 

«Καζκίξη θαη Πεληαπφηακν» θαη «Σεο Αζίαο». ΋πσο κάιηζηα παξαηεξνχκε 

                                                 
9
  Ό.π., 155. 
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θαη κφλν απφ ηνπο ηίηινπο ηα πνηεηηθά ηαμίδηα μεθηλνχλ απφ ην επίθεληξν ηεο 

Διιάδαο θαη θαηαιήγνπλ ζηελ Αζία. Έηζη ινηπφλ ν πνηεηήο Βιαζηφο, πνπ 

αθεγείηαη ηα ηαμίδηα ηνπ, είλαη έλαο λένο θαη αθνχξαζηνο ηαμηδηψηεο πνπ, 

φπσο ν Ηάζνλαο, ζπλερίδεη κε ηε δηθή ηνπ πνηεηηθή Αξγψ ην ηαμίδη ηνπ 

καθξηλνχ πξνγφλνπ ηνπ. Πξνθαλψο γηα λα ππνδείμεη απηή ηελ παξαιιειία ή 

απηή ηε ζπλέρεηα ν πνιπηαμηδεκέλνο Βιαζηφο επέιεμε λα ηηηινθνξήζεη ηε 

ζπιινγή ηνπ Ανβώ.
10

 

Σν πξνινγηθφ θαη άηηηιν ζνλέην ηεο ζπιινγήο ηνπ ΢θίπε Κμθπίδεξ (1930) 

απνηειεί έλα αθφκε εχγισηην δείγκα πνηεηηθνχ θεηκέλνπ-ζπκβνιηθήο 

αλαθνξάο ζηνλ κχζν ησλ Αξγνλαπηψλ: 

Γελ είλαη κηα… πνιιέο είλ’ νη Κνιρίδεο! 

Καη ζ’ φιεο, σ αξγνλαχηε, έλαο αγέξαο 

ζ’ έζπξσμε αλεζπρίαο, κ’ σξαίεο ειπίδεο 

πσο ζαχξεηο ην Υξπζφκαιιν ην Γέξαο. 

Μα ην Υξπζφκαιιν ην Γέξαο, είδεο 

πσο ζε θακηά γσληά ηνχηεο ηεο ΢θαίξαο 

δε βξίζθεηαη. Καη μελεηηέο, παηξίδεο, 

είδεο ζθηέο πσο είλαη ηεο Υηκαίξαο. 

Μα ηαρ’ απφ ηα πξηλ – θαζψο ηφζνη άιινη, –  

δελ ηφμεξεο απηφ; Κη φκσο ζηηγκή 

ε ςπρή ζνπ δε δίζηαζε ε κεγάιε. 

Κη είπεο: – Αθφκα έλαο ρακφο ηη βιάθηεη! – 

΋,ηη ζην βάζνο επνζνχζεο, κε 

δελ ήηαλ ηάρα ν ηίηινο ηνπ Αξγνλαχηε;
11

 

΢ε ζπκθσλία κε ηα πνηήκαηα ηνπ Μαξηδψθε θαη ηνπ Βιαζηνχ, θαη ν 

΢θίπεο πξνεθηείλεη ηε κνλαδηθή Κνιρίδα ηνπ αξραίνπ κχζνπ ζηνλ θαζνιηθφ 

πξννξηζκφ φρη ελφο αιιά άπεηξσλ ηαμηδηψλ. ΢ε αληίζεζε, φκσο, κε ην αίζην 

ηέινο ησλ πνηεηηθψλ ηαμηδηψλ ηνπ Μαξηδψθε θαη ηνπ Βιαζηνχ, ην ηαμίδη ζην 

πνίεκα ηνπ ΢θίπε νδεγεί ζηνλ «ρακφ». Απηφ, φκσο, είλαη θαη ην νπζηαζηηθφ 

ζεκείν κε ην νπνίν ν ΢θίπεο ηξνπνπνηεί θαη, κέζσ ηεο ηξνπνπνίεζεο, 

                                                 
10

  Πξβι. ηηο ζρεηηθέο θξίζεηο ηνπ Παιακά γηα ηελ Ανβώ, ζε κειέηεκά ηνπ ππφ κνξθή επηζηνιήο 

πνπ απεπζχλεηαη ζηνλ Βιαζηφ: "Ηάζσλαο, αξκάησζεο ην κπζηθφ θαξάβη γηα ηαμίδη αηφικεην 

πξνο ηηο νλεηξεπηέο Κνριίδεο. Αξαδαξηά πεξλνχλ εκπξφο καο ηα ιακπεξά ζνπ 

νλεηξνθαληάζκαηα κε ηα μέλα θάιιε θαη ηα παξάμελα νλφκαηα, ηφπνη θαη δσγξαθηέο ηεο 

Αλαηνιήο θαη ηεο Γχζεο, βνξηαλέο, κεζεκεξηάηηθεο, ηεο Φχζεο θαη ηεο Σέρλεο, θη αλάκεζά 

ηνπο ην αζάκπσην πάληα, ηεο Διιάδαο, ηεο Μάλλαο γεο, νλεηξνθάληαζκα, ζα κεισδία 
απέξαληε βαγλεξηθή, ζαλ αλαζηέλαζκα πνπ απφ θαηξφ ζε θαηξφ θάλεη ιαρηαξηζηά λ’ 

αλαζεθψλνπληαη ηα καξκαξέληα ζηέξλα ηνπ ηαμηδεπηή. Ζξσηθφ ηαμίδη, κπζηεξίσλ αςήθηζκα 

θαη ηεξάησλ πξνζπέξαζκα (΢ηνλ Έξκνλα ηνλ πνηεηή ηεο "Αξγψο")" (1905), Άπακηα, η. 6, 429-

438: 435). 
11

  ΢σηήξεο ΢θίπεο, Κμθπίδεξ, Πμζήιαηα (1928-1929), Αζήλα 1930, 5. 
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πξνεθηείλεη ζπκβνιηθά ηνλ αξραίν κχζν. Απεπζπλφκελνο ή, θαιχηεξα, 

δηαιεγφκελνο κε ηνλ αξγνλαχηε ηνχ απνθαιχπηεη, φπσο θαη ζηνλ αλαγλψζηε, 

φηη ν ζθνπφο ηνπ ηαμηδηνχ ηεο Αξγψο δελ είλαη ην ρξπζφκαιιν δέξαο, επεηδή 

απηφ «ζε θακηά γσληά ηνχηεο ηεο ΢θαίξαο / δε βξίζθεηαη», αιιά ην ίδην ην 

ηαμίδη, ε δηαξθήο αλαδήηεζε ηεο ρίκαηξαο θαη ε θαηάθηεζε ηνπ ηηκεηηθνχ 

ηίηινπ ηνπ αηψληνπ ηαμηδεπηή, ηνπ Αξγνλαχηε.  

΢ε ζπλάξηεζε κε ηε ζπκβνιηθή ρξήζε ηεο Αξγψο θαη ησλ Αξγνλαπηψλ, 

έηζη φπσο ηε ζπλαληήζακε ζηα πνηήκαηα ηνπ Μαξηδψθε, ηνπ Βιαζηνχ θαη 

ηνπ ΢θίπε, ππελζπκίδσ φηη ζηελ πεξίνδν 1923-1927 εθδφζεθε ζηελ 

Αιεμάλδξεηα ηεο Αηγχπηνπ ην ειιελφγισζζν ινγνηερληθφ πεξηνδηθφ κε ηνλ 

εχγισηην ηίηιν «Αξγψ».
12

 Ο ηίηινο δείρλεη φηη ε ζπληαθηηθή νκάδα ηνπ 

πεξηνδηθνχ ην αληηιακβαλφηαλ σο έλα πλεπκαηηθφ ηαμίδη γηα λέεο 

θαηαθηήζεηο ηεο ειιεληθήο ινγνηερλίαο θαη θξηηηθήο.
13

 Δπίζεο, δχν δεθαεηίεο 

αξγφηεξα, ηελ πεξίνδν 1942-1943, ζηε δηάξθεηα ηεο Καηνρήο, εθδφζεθαλ 

ζηνλ Πεηξαηά ηα 12 ζπλνιηθά ηεχρε ελφο αθφκε λεαληθνχ ινγνηερληθνχ 

πεξηνδηθνχ κε ηνλ ηίηιν «Αξγψ».
14

 

΢ε φςηκν ρξφλν, ην 1931, θαη ζηελ πξνηειεπηαία ηνπ πνηεηηθή ζπιινγή, 

Πενάζιαηα ηαζ παζνεηζζιμί, ν ηφηε εβδνκήληα ελφο εηψλ Παιακάο 

ζπκπεξηέιαβε ην πνίεκα «Ζ κνπζηθή», ην κνλαδηθφ φπνπ εληνπίδεηαη κηα 

αμηνζεκείσηε αλαθνξά ζε ζηνηρείν ηνπ κχζνπ ηεο αξγνλαπηηθήο 

εθζηξαηείαο: 

΋,ηη δεηφ θαη αξγφ 

θεχγα καθξηά… Καη λα κε! 

Πηα δε θνβάκαη εγψ 

θαη θαξηεξψ. Έια, δξάκε. 

Σνλ έξσηα νδεγφ 

ζην δηάβα καο θξαηάκε. 

΢α λα καο θέξλ’ ε Αξγψ 

ζην ρξπζφ δέξαο… 

                                                 
12

  Βι., πξφρεηξα, Αγ. Γθξέθνπ – ΢η. Παπαθπξίηζεο, "Αξγψ", Λελζηό κεμεθθδκζηήξ θμβμηεπκίαξ, 

ό.π., 176. 
13

  Βι. ζρεηηθά ηε δήισζε ζην πξνγξακκαηηθφ ζεκείσκα ηνπ πξψηνπ ηεχρνπο: "Λάηξεηο ηνπ 

"Χξαίνπ ηνπ Μεγάινπ θαη ηνπ Αιεζηλνχ", κηα δξάθα λένη Αιεμαληξηλνί, μεθηλνχκε πξνο ηνπο 

άγλσξνπο πφινπο ηεο ππέξζεεο Σέρλεο κε ηε θηινδνμία λα βνεζήζνπκε κε ηελ φπνηα καο 

δχλακε ηελ επγεληθηά λενειιεληθή πξνζπάζεηα γηα ηελ πλεπκαηηθή θαη εζηθή απνιχηξσζε θαη 

ηδηαίηεξα, λ’ αλνίμνκελ έλαλ θαηλνχξην ζηαζκφ εδψ ζηελ Αιεμάλδξεηα γηα ηελ Διιεληθή 
δηαλφεζε θαη ηα Διιεληθά γξάκκαηα" (Αγ. Γθξέθνπ – ΢η. Παπαθπξίηζεο, "Αξγψ", Λελζηό 

κεμεθθδκζηήξ θμβμηεπκίαξ, ό.π.). 
14

  Βι. ζρεηηθά, Αι. Κ. Μπνπθέα, Σα θμβμηεπκζηά πενζμδζηά ηδξ Καημπήξ, Αζήλα, Δθδφζεηο 

΢νθφιε 2006, 315-324 θαη, πξφρεηξα, Αγ. Γθξέθνπ, "Αξγψ", Λελζηό κεμεθθδκζηήξ θμβμηεπκίαξ, 

ό.π., 176-177. 
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Κάκε 

ζε κηαλ εθζηαηηθή 

ζηηγκή, ζηνλ νπξαλφ καο 

φπνπ ε δσή είλαη κχζνο 

θ’ έρεη πλνή θαη ν ιίζνο, 

λα πάε κηα κνπζηθή 

κπεηφβεηα η’ φλεηξφ καο.
15

 

Απηφ ην αξθεηά αζαθέο πνίεκα ηνπ Παιακά (ην πξφζσπν ζην νπνίν ην 

πνηεηηθφ ππνθείκελν πξνηξεπηηθά ή θαη παξαθιεηηθά απνζηξέθεηαη κέλεη 

άδειν) θαίλεηαη λα πεξηγξάθεη ηελ απνδέζκεπζε ηνπ πνηεηηθνχ ππνθεηκέλνπ 

απφ ηα δεζκά ηεο ινγηθήο θαη ηνπ θφβνπ θαη ηελ άθεζή ηνπ λα παξαζπξζεί 

ζηελ εξσηηθή έθζηαζε θαη ζην φλεηξν, ράξε ζηε καγηθή επελέξγεηα ηεο 

κνπζηθήο πνπ, κάιηζηα, νξίδεηαη κε ηε ξεηή αλαθνξά ζε έλαλ απφ ηνπο 

θνξπθαίνπο ζπλζέηεο ηνπ ξνκαληηζκνχ, ηνλ Μπεηφβελ. Ζ αζάθεηα ηνπ 

πνηήκαηνο ίζσο νθείιεηαη, ψο έλα βαζκφ, ζηε ζηηρνπξγηθή επηινγή ηνπ 

ζνλέηνπ, γξακκέλνπ ζηνπο ζπιιαβηθά βξαρείο ηακβηθνχο νμχηνλνπο 

εμαζχιιαβνπο θαη παξνμχηνλνπο επηαζχιιαβνπο, επηινγή πνπ σζεί ηνλ 

Παιακά ζηελ αλάγθε λα αληαπνθξηζεί πξσηίζησο ζηηο θαηαζθεπαζηηθέο 

δπζθνιίεο ηνπ πνηήκαηνο ζηαζεξήο κνξθήο. Μέζα ζε απηφ ην ζηηρνπξγηθά 

πεξηνξηζηηθφ θαη λνεκαηηθά αζαθέο πιαίζην, ε αλνδηθή θίλεζε ηνπ πνηεηηθνχ 

ππνθεηκέλνπ θαη ηνπ απξνζδηφξηζηνπ ζπληξφθνπ ηνπ πξνο ηνλ «νπξαλφ» ηνπ 

νλείξνπ παξνκνηάδεηαη κε ην κπζηθφ ηαμίδη ηεο Αξγψο θαη ηνπ πιεξψκαηφο 

ηεο πξνο ην «ρξπζφ δέξαο», ηνλ δηθφ ηνπο εθζηαηηθφ θαη νλεηξηθφ 

πξννξηζκφ.
16

 

Ίζσο κηα βαζηθή ππφζεζε εξγαζίαο γηα λα εμεηάζεη θαλείο ζηηο γεληθέο 

ηεο γξακκέο ηελ πξφζιεςε ηεο ειιεληθήο αξραηφηεηαο απφ ηε λεφηεξε 

ειιεληθή πνίεζε είλαη φηη ζε νιφθιεξν ηνλ 19ν αηψλα θαη κέρξη ηνλ 

Μεζνπφιεκν ε αξραηφηεηα αληηκεησπηδφηαλ κε δηάθνξνπο ηξφπνπο πνπ 

πάλησο ελαξκνλίδνληαλ κε ηα ηζρχνληα πνιηηηζηηθά ζηεξεφηππα γχξσ απφ 

ηνλ αξραίν ειιεληθφ θφζκν. Έηζη ζηα παξαδνζηαθά πνηεηηθά θείκελα κε 

ζέκα ηελ αξγνλαπηηθή εθζηξαηεία δελ εθδειψλεηαη ε δεκηνπξγηθή 

αξραηνκάζεηα, αιιά κηα ηάζε επίδεημεο ηεο αξραηνκάζεηαο, πνπ πεξηνξίδεηαη 

ζε θνηλφηππεο ηζηνξηθέο ή κπζνινγηθέο αξραηνειιεληθέο αλαθνξέο. Mε άιια 

ιφγηα, ε πνζφηεηα θαη ε πξνθάλεηα απηψλ ησλ αλαθνξψλ δελ επηηξέπνπλ ηελ 

                                                 
15

  Κσζηήο Παιακάο, Άπακηα, η. 9, 319. 
16

  Μηα αθφκε, κάιινλ ζπκβαηηθή, αλαθνξά ζην θαξάβη ηεο Αξγψο θαη ζηνλ θπβεξλήηε ηνπ 
Ηάζνλα ππάξρεη ζην πνίεκα ηνπ Παιακά "Ο χκλνο ηεο Αζελάο, Γ΄" (1889), ζη. 23-27, 

εληαγκέλε ζην πιαίζην ηεο εμχκλεζεο ηεο ζεάο Αζελάο: "Δζχ ζηνλ Άξγν δχλακε θπζάο λα 

καζηνξέςε / ην πινίν ην πξσηνηάμηδν πνπ ζρίδνληαο ην θχκα / θάλεη ζην αδνχισην ζηνηρεηφ 

ηνλ άλζξσπνλ αθέληε. / Δζχ ην λνπ θαλέξσζεο ηνπ θφζκνπ θπβεξλήηε / θη απάλνπ ζηελ 

πιαηεηά ζηεξηά θαη ζηα βαζηά πειάγε." (Άπακηα, η. 1, 188). 
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αμηνπνίεζή ηνπο σο ιεηηνπξγηθψλ ζηνηρείσλ ηνπ πνηεηηθνχ θεηκέλνπ ή ηελ 

θξππηηθή ππνγείσζή ηνπο ζην δηαθεηκεληθφ ππφζηξσκα ηνπ λεφηεξνπ 

πνηεηηθνχ έξγνπ. 

Δμαίξεζε ζηα παξαδνζηαθά πνηεηηθά θείκελα κε ζέκα ηελ αξγνλαπηηθή 

εθζηξαηεία απνηειεί ην πνίεκα ηνπ Άγγεινπ ΢ηθειηαλνχ (1884-1951), «Σν 

ηξαγνχδη ησλ Αξγνλαπηψλ» (1919). Σν πνίεκα απηφ, έθηαζεο 272 ζηίρσλ 

είλαη ην ηξίην κέξνο ηνπ ζπλζεηηθνχ πνηήκαηνο Σμ Πάζπα ηςκ Δθθήκςκ. 

Αλαθνξέο ζηελ Αξγψ θαη ζηνπο Αξγνλαχηεο απαληνχλ θαη ζε άιια ηξία, ιίγν 

παιαηφηεξα, πνηήκαηα ηνπ ΢ηθειηαλνχ,
17

 σζηφζν ην «Σξαγνχδη ησλ 

Αξγνλαπηψλ» φρη κφλν αλαπηχζζεη ην ζέκα ησλ Αξγνλαπηψλ ζε έλα αθέξαην 

πνίεκα ζρεηηθά κεγάιεο έθηαζεο, αιιά θαη κπνξεί λα ζεσξεζεί ε 

πεξηζζφηεξν ζχλζεηε θαη θηιφδνμε απφπεηξα παξαδνζηαθνχ πνηεηή λα 

αμηνπνηήζεη ηνλ κχζν ηεο αξγνλαπηηθήο εθζηξαηείαο ζε έλα θείκελν πνπ είλαη 

θαζαξά θαη βαζηά αξραηνγλσζηηθφ, φπσο θαη ην κεγαιχηεξν κέξνο ηεο 

ζηθειηαληθήο πνίεζεο. ΋πσο αλέθεξε ν ίδηνο ν ΢ηθειηαλφο ην πνίεκά ηνπ 

είλαη έλαο «κπεηηθφο πεξίπινπο»,
18

 θαζψο ην ηαμίδη ησλ Αξγνλαπηψλ, έλα 

ηαμίδη ραξάο θαη πλεπκαηηθήο απφιαπζεο, δελ θαηαιήγεη πνπζελά θαη 

ζπλερίδεηαη αηψληα. ΋πσο έδεημε ν Αλδξέαο Κ. Φπιαθηνχ, ζην πνίεκα, πνπ 

ιφγσ ηεο κεγάιεο έθηαζήο ηνπ δελ είλαη δπλαηφ λα παξαηεζεί εδψ, φρη κφλν 

αλαπηχζζνληαη κπζνινγηθά ζέκαηα ηεο αξγνλαπηηθήο εθζηξαηείαο, φπσο ε 

θαηαζθεπή ηεο Αξγψο, ε λαππήγεζε ηνπ πινίνπ θαη ε πεξηγξαθή ηνπ 

ηαμηδηνχ, αιιά θαη απερνχληαη, ζε δηάθνξα ζεκεία, αξραίεο πεγέο ηνπ κχζνπ, 

φπσο ηα Ανβμκαοηζηά ηνπ Απνιιψληνπ ηνπ Ρφδηνπ, ε Βζαθζμεήηδ ηνπ 

Απνιιφδσξνπ θαη νη Δζηόκεξ ηνπ Φηιφζηξαηνπ.
19

 Δπίζεο έρεη ελδηαθέξνλ ε 

ζπζρέηηζε απηνχ ηνπ πνηήκαηνο απφ ηνλ Φπιαθηνχ κε ηελ ειιεληθή 

εθζηξαηεία ζηελ Οπθξαλία, ην 1919, φηαλ ν ειιεληθφο ζηξαηφο ζπκκεηείρε 

ζηε ζπκκαρηθή επέκβαζε ζηε Ρσζία ελαληίνλ ησλ κπνιζεβίθσλ.
20

 

Ο Φπιαθηνχ ππνζηήξημε ζπκπεξαζκαηηθά, πξνηείλνληαο κηα γεληθή 

εξκελεία ηνπ πνηήκαηνο «Σν ηξαγνχδη ησλ Αξγνλαπηψλ», φηη «νη 

Αξγνλαχηεο ηνπ ΢ηθειηαλνχ είλαη ε ειιεληθή λενιαία, πνπ εμνξκά γηα λα 

πξαγκαηνπνηήζεη ηε Μεγάιε Ηδέα».
21

 Ζ άπνςε απηή δχζθνια ππνζηεξίδεηαη 

                                                 
17

  Πξφθεηηαη γηα ηα πνηήκαηα: "Νηθεηήξηα" (1903), κέξνο ηνπ "Γηνηίκα" (απφ ηε ΢οκείδδζδ ηδξ 

Γοκαίηαξ, 1916) θαη κέξνο ηνπ "Θενγνλία" (απφ ηε ΢οκείδδζδ ηδξ Πίζηδξ, 1917). Καη ηα ηξία 

παξαπάλσ πνηήκαηα εληνπίζηεθαλ θαη εμεηάδνληαη απφ ηνλ Αληξέα Κ. Φπιαθηνχ, Ο ιύεμξ ηαζ 

δ θύνα. Ο ανπαζμεθθδκζηόξ ιύεμξ ζημκ "Λονζηό Βίμ". ΢οιαμθή ζηδ ιεθέηδ ηςκ πδβώκ ηαζ ηδξ 

πμζδηζηήξ ημο Άββεθμο ΢ζηεθζακμύ, Αζήλα, Δθδφζεηο Καζηαληψηε 2003, 333-336. Γηα ηε ζρέζε 

ηεο πνίεζεο ηνπ ΢ηθειηαλνχ γεληθφηεξα κε ηνλ κχζν ηεο αξγνλαπηηθήο εθζηξαηείαο, βι. 
νιφθιεξν ην θεθάιαην "Αξγνλαπηηθή εθζηξαηεία" ζην βηβιίν ηνπ Φπιαθηνχ, ό.π., 333-349. 

18
  Βι. ζρεηηθά, Φπιαθηνχ, ό.π., 348. 

19
  Βι. Φπιαθηνχ, ό.π., 346-348. 

20
  Βι. Φπιαθηνχ, ό.π., 345-346. 

21
  Φπιαθηνχ, ό.π., 349. 
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επαξθψο απφ ζηνηρεία ηνπ ίδηνπ ηνπ πνηεηηθνχ θεηκέλνπ ηνπ ΢ηθειηαλνχ, 

σζηφζν παξνπζηάδεη ελδηαθέξνλ επεηδή πξνθχπηεη κηα πνιχ ελδηαθέξνπζα 

αληίζεζε, αλ ζθεθηνχκε φηη ην πξψην κνληέξλν ειιεληθφ πνίεκα πνπ 

μαλαπηάλεη ηνλ κχζν ηεο αξγνλαπηηθήο εθζηξαηείαο είλαη ην πνίεκα ηνπ 

Γηψξγνπ ΢εθέξε (1900-1971), «Μπζηζηφξεκα Γ΄. Αξγνλαχηεο» (1935). Ζ 

αληίζεζε έγθεηηαη ζην γεγνλφο φηη ην πνίεκα ηνπ ΢εθέξε εληάζζεηαη ζηελ 

πνηεηηθή ζχλζεζε Μοεζζηόνδια, ε νπνία ζεκαηνδνηεί ζε κεγάιν βαζκφ ηελ 

αθεηεξία ηεο ειιεληθήο κνληέξλαο πνίεζεο θαη παξάιιεια εθθξάδεη ηνλ 

θαεκφ ηεο Ρσκηνζχλεο, εμαηηίαο ηεο Μηθξαζηαηηθήο Καηαζηξνθήο, ηνπ 

γεγνλφηνο πνπ ζήκαλε ηε ζπληξηβή ηεο Μεγάιεο Ηδέαο. Αλ, ινηπφλ, ην 

πνίεκα ηνπ ΢ηθειηαλνχ ππνδειψλεη ηελ νξκεηηθή εμφξκεζε ηεο ειιεληθήο 

λενιαίαο, εθείλν ηνπ ΢εθέξε δηαπεξλάηαη απφ ηελ πίθξα γηα ηε δξακαηηθή 

επηζηξνθή ή θαη ηε ζπληξηβή ηεο: 

Καη ςπρή 

εη κέιιεη γλψζεζζαη απηήλ 

εηο ςπρήλ 

απηή βιεπηένλ: 

5 ηνλ μέλν θαη ηνλ ερζξφ ηνλ είδακε ζηνλ θαζξέθηε. 

Ήηαλε θαιά παηδηά νη ζπληξφθνη, δε θσλάδαλ 

νχηε απφ ηνλ θάκαην νχηε απφ ηε δίςα νχηε απφ ηελ παγσληά, 

είραλε ην θέξζηκν ησλ δέληξσλ θαη ησλ θπκάησλ 

πνπ δέρνπληαη ηνλ άλεκν θαη ηε βξνρή 

10 δέρνπληαη ηε λχρηα θαη ηνλ ήιην 

ρσξίο λ’ αιιάδνπλ κέζα ζηελ αιιαγή. 

Ήηαλε θαιά παηδηά, κέξεο νιφθιεξεο 

ίδξσλαλ ζην θνππί κε ρακεισκέλα κάηηα 

αλαζαίλνληαο κε ξπζκφ 

15  θαη ην αίκα ηνπο θνθθίληδε έλα δέξκα ππνηαγκέλν. 

Κάπνηε ηξαγνχδεζαλ, κε ρακεισκέλα κάηηα 

φηαλ πεξάζακε ην εξεκφλεζν κε ηηο αξαπνζπθηέο 

θαηά ηε δχζε, πέξα απφ ηνλ θάβν ησλ ζθχισλ 

      πνπ γαβγίδνπλ. 

20       Δη κέιιεη γλψζεζζαη απηήλ, έιεγαλ 

     εηο ςπρήλ βιεπηένλ, έιεγαλ 

     θαη ηα θνππηά ρηππνχζαλ ην ρξπζάθη ηνπ πειάγνπ 

     κέζα ζην ειηφγεξκα. 

     Πεξάζακε θάβνπο πνιινχο πνιιά λεζηά ηε ζάιαζζα 

25 πνπ θέξλεη ηελ άιιε ζάιαζζα, γιάξνπο θαη θψθηεο. 

Γπζηπρηζκέλεο γπλαίθεο θάπνηε κε νινιπγκνχο 

θιαίγαλε ηα ρακέλα ηνπο παηδηά 
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θη άιιεο αγξηεκέλεο γχξεπαλ ην Μεγαιέμαλδξν 

θαη δφμεο βπζηζκέλεο ζηα βάζε ηεο Αζίαο. 

30 Αξάμακε ζ’ αθξνγηαιηέο γεκάηεο αξψκαηα λπρηεξηλά 

κε θειαεδίζκαηα πνπιηψλ, λεξά πνπ αθήλαλε ζηα ρέξηα 

ηε κλήκε κηαο κεγάιεο επηπρίαο. 

Μα δελ ηειεηψλαλ ηα ηαμίδηα. 

Οη ςπρέο ηνπο έγηλαλ έλα κε ηα θνππηά θαη ηνπο ζθαξκνχο 

35 κε ην ζνβαξφ πξφζσπν ηεο πιψξεο 

κε η’ απιάθη ηνπ ηηκνληνχ 

κε ην λεξφ πνπ έζπαδε ηε κνξθή ηνπο. 

Οη ζχληξνθνη ηέιεησζαλ κε ηε ζεηξά, 

κε ρακεισκέλα κάηηα. Σα θνππηά ηνπο 

40 δείρλνπλ ην κέξνο πνπ θνηκνχληαη ζη’ αθξνγηάιη. 

Καλείο δελ ηνπο ζπκάηαη. Γηθαηνζχλε.
22

 

To πνίεκα ηνπ ΢εθέξε είλαη έλα θείκελν πνπ ζπλδπάδεη αξθεηά θαη 

δηαθνξεηηθά κεηαμχ ηνπο αξραηνγλσζηηθά ζηνηρεία, αληιεκέλα απφ ηελ 

νκεξηθή Οδύζζεζα (ζη. 40) έσο ηνλ Αθηζαζάδδ ηνπ Πιάησλα (ζη. 1-4 θαη 20-

21) θαη ηε ζξπιηθή ηζηνξία ηνπ Μεγαιέμαλδξνπ (ζη. 28). Χζηφζν, απηά ηα 

πνηθίια θαη ρσλεκέλα ζην πνίεκα ζηνηρεία ζπλελψλνληαη κέζα απφ ην θνηλφ 

λήκα ηεο βαζηάο ειιεληθήο παηδείαο θαη θαηαιήγνπλ, κε ηελ ππαηληθηηθή 

αλαθνξά ησλ ζηίρσλ 39-40, ζην θεληξηθφ γηα ηε ζεθεξηθή πνίεζε πξφζσπν 

ηνπ Διπήλνξα, ηνπ ηξαγηθνχ θαη άδνμνπ ζπληξφθνπ ηνπ Οδπζζέα 

(ζθνηψζεθε απφ αηχρεκα ζην παιάηη ηεο Κίξθεο), πνπ κεηαθέξεηαη 

πνιιαπιαζηαζκέλνο ζηελ νκάδα ησλ ζπληξφθσλ ηνπ, ησλ Αξγνλαπηψλ. 

Μάιηζηα απηνί νη ζχληξνθνη-Αξγνλαχηεο ηαμηδεχνπλ ζηνλ ρξφλν ηεο 

ειιεληθήο ηζηνξίαο θαη δσληαλεχνπλ ζην ηζηνξηθφ παξφλ ηνπ πνηεηή, φπσο 

θαίλεηαη έθδεια ηδίσο ζηνπο ζη. 24-32, ζηνπο νπνίνπο ην πνηεηηθφ 

ππνθείκελν κηιά ζην πξψην πιεζπληηθφ πξφζσπν. Μεηαθεξκέλνη ζην παξφλ, 

ιίγα κφιηο ρξφληα κεηά ην βίσκα ηεο Μηθξαζηαηηθήο Καηαζηξνθήο, νη 

Διπήλνξεο-Αξγνλαχηεο γίλνληαη ππνηαθηηθνί θαη αλαίζζεηνη, «φινη ηνπο 

Διπήλνξεο», φπσο γξάθεη ν Edmund Keeley.
23

 Ο Keeley, ζπγθεθξηκέλα, 

δείρλεη πψο ν Διπήλσξ, ε θεληξηθή αληηεξσηθή κνξθή ηνπ πνηήκαηνο, 

κεηαθέξεηαη ζηνλ ζχγρξνλν θφζκν, κέζσ ησλ Αξγνλαπηψλ, γηα λα πξνβιεζεί 

ε αληίζεζε αλάκεζα ζην ηξαγηθφ παξφλ θαη ην έλδνμν παξειζφλ: «Ζ έιιεηςε 

αλδξείαο θαη επθπΐαο ζηνλ Διπήλνξα, γίλνληαη ε ππνηαθηηθφηεηα θαη ε 

αλαηζζεζία ηνπ ζχγρξνλνπ θφζκνπ, πνπ εδψ ζπκβνιίδεηαη κε ην κάηαην 

ηαμίδη ελφο πιεξψκαηνο ζεκεξηλψλ Αξγνλαπηψλ. […] Οη "ζχληξνθνη" πνπ 

                                                 
22

  Γηψξγνο ΢εθέξεο, Πμζήιαηα, Αζήλα, Ίθαξνο 1981
13

, 46-47. 
23

  Έλη. Κήιπ, Μύεμξ ηαζ θςκή ζηδ ζύβπνμκδ εθθδκζηή πμίδζδ, Μεηάθξαζε ΢π. Σζαθληάο, Αζήλα, 

΢ηηγκή 1987, 103. 



΢ηαζκνί ηνπ ηαμηδηνχ ηεο... 

 

175 

πεξηγξάθνληαη εδψ πξνβάιινπλ ηε κεηξηφηεηα ηνπ παξφληνο ελ αληηζέζεη κε 

ηελ αξρνληηά ηνπ παξειζφληνο, κηαλ αξρνληηά ππνδεινχκελε ζηνλ ππαηληγκφ 

ησλ Αξγνλαπηψλ· μαλαδσληαλεχνληαο ζηνλ ζχγρξνλν θφζκν, είλαη 

ππνηαθηηθνί, αζπφλδπινη, αλαιινίσηνη, ξερνί, φινη ηνπο Διπήλνξεο· ελψ νη 

παιηνί Αξγνλαχηεο ήζαλ εξσηθνί κέρξη απνζεψζεσο. […] Ζ αιιαγή ηνπο 

ηνλίδεηαη αθφκε πεξηζζφηεξν κε ηελ αλαθνξά ζηνλ Μεγαιέμαληξν θαη ζε 

"δφμεο βπζηζκέλεο ζηα βάζε ηεο Αζίαο", παλάξραηεο δφμεο ρακέλεο 

αλεπαλφξζσηα, θη σζηφζν αλαδεηνχκελεο απ’ απηέο ηηο ςπρέο πνπ 

ζπαηαιήζεθαλ ζ’ έλα ηαμίδη ρσξίο ηειεησκφ».
24

 ΢ην ηέινο ηνπ πνηήκαηνο, νη 

Αξγνλαχηεο, αθνχ μφδεςαλ νιφθιεξε ηε δσή ηνπο ζηνλ αγψλα ελφο κάηαηνπ 

ηαμηδηνχ, θαηαιήγνπλ, φπσο αθξηβψο ν αξραίνο Διπήλσξ αιιά θαη πιήζνο 

Έιιελεο ζηξαηηψηεο ηεο κηθξαζηαηηθήο εθζηξαηείαο, ζακκέλνη ζην αθξνγηάιη 

ρσξίο θαλείο λα ηνπο ζπκάηαη. 

Αλ θαη ην «Μπζηζηφξεκα Γ΄. Αξγνλαχηεο» αλήθεη ζηελ θαηεγνξία ησλ 

πνιπζρνιηαζκέλσλ απφ ηελ θξηηηθή ζεθεξηθψλ πνηεκάησλ, είλαη έλα απφ 

εθείλα ηα πνηήκαηά ηνπ γηα ηα νπνία ν, θεηδσιφο ζε απηνζρφιηα, ΢εθέξεο 

ζηάζεθε ηδηαίηεξα εχγισηηνο. ΢πγθεθξηκέλα, ζην δνθίκηφ ηνπ «Μηα 

ζθελνζεζία γηα ηελ "Κίριε"», γξακκέλν ππφ κνξθή επηζηνιήο ζηνλ Γηψξγν 

Καηζίκπαιε, ν ΢εθέξεο έθαλε κηα αλαδξνκή ζηηο εκθαλίζεηο ηνπ 

«ραξαρηήξα» (πνηεηηθνχ πξνζσπείνπ) ηνπ Διπήλνξα ζε πνηήκαηά ηνπ πξηλ 

απφ ηελ «Κίπθδ» θαη ζηάζεθε ηδηαίηεξα ζην «Μπζηζηφξεκα Γ΄. Αξγνλαχηεο», 

απνζαθελίδνληαο ηε ζρέζε αλάκεζα ζηνλ απνζησπεκέλν ζην πνίεκα 

Διπήλνξα θαη ηνπο ζπληξφθνπο ηνπ Αξγνλαχηεο: «΢ην Μοεζζηόνδια, νη 

"Αξγνλαχηεο", ππνηαγκέλνη θαη ζησπεινί, [είλαη Διπήλνξεο] ην ίδην ρσξίο 

ακθηβνιία· […] Καη είλαη ζσζηφ λα κελ ηνπο ζπκάηαη θαλείο: δελ είλαη 

ήξσεο, είλαη Διπήλνξεο. Ίζσο ξσηήζεηο γηαηί γξάθσ κε ζπκπάζεηα γη’ 

απηνχο. Μα γηαηί νη άλζξσπνη πνπ αλήθνπλ ζ’ απηή ηελ θαηεγνξία, αλάκεζα 

ζηνπο ήξσεο (νκεξηθή έλλνηα, φρη, γηα φλνκα ηνπ ζενχ, θαξιατιηθή) θαη 

ζηνπο Θεξζίηεο, είλαη νη πην ζπκπαζεηηθνί. Αθφκε θαη ν νκεξηθφο Οδπζζέαο, 

φηαλ βιέπεη ηνλ Διπήλνξα πξψηνλ αλάκεζα ζηνπο λεθξνχο, ηνλ ιππάηαη θαη 

δαθξχδεη. Γε ιέσ: αγαπεηνί ή αμηνζαχκαζηνη· ιέσ: ζοιπαεδηζημί, 

αηζζεκαηηθνί, κέζνη, θαη ζπαηαιεκέλνη».
25

 Αλάινγα αληηεξσηθέο είλαη ηφζν 

κηα καξηπξία γηα έλα εληέιεη άγλσζην πνίεκα ηνπ ΢εθέξε κε ηίηιν «Αξγψ», 

εληαγκέλν ζε κηα ζεηξά πνηεκάησλ ηνπ κε ηίηινπο νλφκαηα θαξάβηα, φζν θαη 

                                                 
24

  Κήιπ, ό.π., 102-103. 
25

  Γηψξγνο ΢εθέξεο, Γμηζιέξ. Γεύηενμξ ηόιμξ (1948-1971), Φηινινγηθή επηκέιεηα Γ. Π. ΢αββίδεο, 

Αζήλα, Ίθαξνο 1984
5
, 30-56: 38-39. Σν δνθίκην "Μηα ζθελνζεζία γηα ηελ "Κίριε"" γξάθηεθε 

ην 1949 θαη πξσηνδεκνζηεχηεθε ζηελ πιήξε κνξθή ηνπ ην 1974 ζην δεχηεξν ηφκν ησλ 

Γμηζιώκ. 
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κία άιιε, ππαηληθηηθή κλεία ηνπ ζηελ Αξγψ θαη ηνπο Αξγνλαχηεο, 

εληνπηζκέλε ζε άιιν πνίεκα ηνπ Μοεζζημνήιαημξ.
26

 

Χζηφζν, ηνλ Ννέκβξην ηνπ 1948, δεθαηξία ρξφληα χζηεξα απφ ηνπο 

«Αξγνλαχηεο» ηνπ Μοεζζημνήιαημξ, ν ΢εθέξεο θαηέγξαςε ζην εκεξνιφγηφ 

ηνπ, ρσξίο φκσο λα ην ζπκπεξηιάβεη πνηέ ζε πνηεηηθφ βηβιίν ηνπ, έλα πνίεκα 

ή, αθξηβέζηεξα, έλα πνηεηηθφ ζρεδίαζκα κε ηίηιν «(Αξγψ)»: 

Σα παξακχζηα κνπ ηα ’καζα ζηα θαξάβηα 

φρη απφ ηαμηδηψηεο κήηε απφ ζαιαζζηλνχο 

κήηε απ’ ηνπο άιινπο πνπ πξνζκέλνπλ ζηα κνπξάγηα 

γηα πάληα μέκπαξθνη ςάρλνληαο ηηο ηζέπεο ηνπο γηα ηζηγάξν. 

5 Πξφζσπα θαξαβηψλ θαηνηθνχλ ηε δσή κνπ· 

άιια θνηηάδνπλ κ’ έλα κάηη ζαλ ηνλ Κχθισπα 

αθίλεηα ζηνπ πειάγνπ ηνλ θαζξέθηε 

άιια έρνπλ ην θέξζηκν ηνπ κέξκεγθα θη άιια ηεο πεηαινχδαο 

άιια πξνρσξνχλ ζαλ ππλνβάηεο, επηθίλδπλα 

10 θη άιια ηα πήξε ν χπλνο ηνπ βπζνχ 

μχια ζθνηληά θαξαβφπαλα θη αιπζίδεο. 

΢ην δξνζεξφ ζπηηάθη ηνπ πεξηβνιηνχ 

θάησ απ’ ηηο γαδίεο θαη ηνπο επθάιππηνπο 

θνληά ζην ζθνπξηαζκέλνλ αλεκφκπιν 

15  θνληά ζηελ θίηξηλε δεμακελή κ’ έλα ρξπζφςαξν κνλάρα 

ζην δξνζεξφ ζπηηάθη πνπ κχξηδε ιπγαξηά 

βξήθα έλα κπνχζνπια θαξαβίζην 

απηφο κνπ ’δεημε ηνπο αγγέινπο ησλ θαηξψλ.
27

 

 ΢ηνλ ρξφλν ηεο γξαθήο ηνπ πνηήκαηνο, ην 1948, νη εκπεηξίεο ηνπ ΢εθέξε 

απφ πξαγκαηηθά θαξάβηα, ζπλδεδεκέλα κε αξλεηηθά ή θαη νδπλεξά βηψκαηα, 

δελ αθνξνχζαλ πηα κφλν ζηα πινία ηεο Μηθξαζηαηηθήο Καηαζηξνθήο, αιιά 

                                                 
26

  ΢πγθεθξηκέλα, ζε επηζηνιή πξνο ηνλ ζηελφ θίιν ηνπ πεδνγξάθν Γηψξγν Θενηνθά, ζηηο 13 

Ηαλνπαξίνπ 1932, ν ΢εθέξεο, κε αθνξκή ηελ αλαθνξά ηνπ ζην πξψην θαη πνιχ γλσζηφ 
κπζηζηφξεκα ηνπ Θενηνθά, Ανβώ, πνπ ηφηε εηνηκαδφηαλ (ην πξψην κέξνο εθδφζεθε ην 1933), 

γξάθεη: "Σν πεξίεξγν είλαη πνπ απφ ηνλ πεξαζκέλν κήλα είρα θη εγψ ζηα ζθαξηά κηα ζεηξά 

πνηεκάησλ κε νλφκαηα θαξαβηψλ! Φπζηθά, κηα απφ ηηο κνλάδεο ηνπ ζηφινπ ιεγφηαλε θη απηή 

"Αξγψ". Τπάξρνπλ αιήζεηα αιιφθνηεο ζπκπηψζεηο κεηαμχ καο." (Γηψξγνο Θενηνθάο & 

Γηψξγνο ΢εθέξεο, Αθθδθμβναθία (1930-1966), Φηινινγηθή επηκέιεηα Γ. Π. ΢αββίδεο, Αζήλα, 

Δξκήο 1981, 70). ΢ε ζεκείσζή ηνπ ν ΢αββίδεο κάο πιεξνθνξεί ζρεηηθά: "Ζ ζεηξά απηή ησλ 

πνηεκάησλ, φζν μέξσ, δελ πξαγκαηνπνηήζεθε" (ό.π., 209). Δπίζεο, ζην πνίεκα "Μπζηζηφξεκα 

Η", ζηνπο ζηίρνπο 12-13, "Ο ηφπνο καο είλαη θιεηζηφο. Σνλ θιείλνπλ / νη δπν καχξεο 
΢πκπιεγάδεο" (Πμζήιαηα, ό.π., 55), ν ΢εθέξεο ζεκεηψλεη φηη απηνί νη ζηίρνη γξάθηεθαλ 

"ζχκθσλα κε ηελ επρή ηεο Μήδεηαο" ζηνπο ζηίρνπο 1-2 ηεο Μήδεζαξ ηνπ Δπξηπίδε. Ζ 

ζεκείσζε δείρλεη φηη ν ΢εθέξεο γλψξηδε πνιχ θαιά, φπσο είλαη απηνλφεην, ηελ πεξίθεκε 

ηξαγσδία. 
27

  Γηψξγνο ΢εθέξεο, Μένεξ Δ΄ 1 Γεκάνδ 1945 – 19 Απνίθδ 1951, Αζήλα, Ίθαξνο 1977
2
, 127-128. 
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θαη ζε εθείλα ηνπ Γεπηέξνπ Παγθνζκίνπ Πνιέκνπ (ηα πινία ηεο 

ππνρξεσηηθήο εμνξίαο απφ ηελ Διιάδα θαη ηεο επηζηξνθήο ζηελ παηξίδα), 

φπσο θαη ζε εθείλν ηεο «Κίριεο», ηνπ βπζηζκέλνπ θαξαβηνχ ζηνλ Πφξν, ράξε 

ζην νπνίν ν ΢εθέξεο έγξαςε ην νκψλπκν πνίεκά ηνπ, έλα απφ ηα σξηκφηεξα 

θαη θαιχηεξα έξγα ηνπ. Ίζσο επεηδή νη εκπεηξίεο ησλ πξαγκαηηθψλ θαξαβηψλ 

ήηαλ πηα ηφζν ηζρπξέο ζηε δσή ηνπ, ην πνίεκα θέξεη ηνλ αλαθεξφκελν ζηνλ 

κχζν ηεο αξγνλαπηηθήο εθζηξαηείαο ηίηιν, αιιά ζην εζσηεξηθφ ηνπ δελ 

δηαθξίλνληαη άιια κπζνινγηθά ή αξραηνγλσζηηθά ίρλε. Μεηά ηελ πξψηε 

ελφηεηα ηνπ πνηήκαηνο (ζη. 1-11), φπνπ πεξηγξάθεηαη ε ζρέζε ηνπ πνηεηή κε 

θαξάβηα πνπ είλαη ζαλ δσληαλά πιάζκαηα, ζηε δεχηεξε ελφηεηα ηνπ 

πνηήκαηνο (ζη. 12-18) πεξηγξάθνληαη αλακλήζεηο απφ ηελ παηδηθή ειηθία ηνπ 

πνηεηή θαη, πην ζπγθεθξηκέλα, απφ ηηο επηπρηζκέλεο θαη αμέραζηεο ζηηγκέο 

πνπ δνχζε θάζε θαινθαίξη ζην ζπίηη ηεο γηαγηάο ηνπ ζηα παξάιηα ηεο Μηθξάο 

Αζίαο (΢θάια Βνπξιψλ). Οη αλακλήζεηο απηέο, ζην ηέινο ηνπ πνηήκαηνο, 

εζηηάδνληαη ζε έλαλ «θαξαβίζην κπνχζνπια», κηα λαπηηθή ππμίδα. 

Αδηάςεπζηνο κάξηπξαο φηη απηή ε αλάκλεζε ζπλδέεηαη κε ηηο θαινθαηξηλέο 

δηαθνπέο ηεο παηδηθήο ηνπ ειηθίαο είλαη φηη ε λαπηηθή ππμίδα αλαθέξεηαη ζην 

εκεξνιφγην ηνπ ΢εθέξε θαη, ζπγθεθξηκέλα, ζηελ πεξηγξαθή ηεο επίζθεςεο 

πνπ ν πνηεηήο έθαλε ην 1950, γηα πξψηε θαη ηειεπηαία θνξά χζηεξα απφ ηα 

παηδηθά ηνπ ρξφληα, ζην ζπίηη ηεο γηαγηάο ηνπ ζηε ΢θάια.
28

 Καηαγξάθνληαο 

κε ζπγθηλεηηθφ ηξφπν απηή ηελ εκπεηξία ζην εκεξνιφγηφ ηνπ, ηελ Κπξηαθή 2 

Ηνπιίνπ 1950, ν ΢εθέξεο, αλάκεζα ζε πνιιά άιια, ζπκάηαη: «Δθεί, πνιχ 

κηθξφο, είρα δεη πξψηε κνπ θνξά κηα θαξαβίζηα ππμίδα, απνκεηλάξη απφ έλα 

ηζηηνθφξν πνπ είρε θάπνηε ν παππνχο κνπ. Απηφ ην λαπηηθφ ζχλεξγν 

αζθνχζε πάλσ κνπ κηα κπζηεξηψδε έιμε, ζα λα ήηαλ φξγαλν αιρεκείαο. Σν 

πεξηεξγάζηεθα ηφζν επίκνλα πνπ, ηέινο, είρε πηα δηαιπζεί».
29

 ΢ηνλ ηειεπηαίν 

ζηίρν ηνπ πνηήκαηνο νη «άγγεινη ησλ θαηξψλ» είλαη ηα ζεκάδηα ηνπ ηαμηδηνχ 

ηεο αλζξψπηλεο δσήο κέζα ζηνλ ρξφλν. ΢πλδπάδνληαο ηα παξαπάλσ ζηνηρεία, 

αληηιακβαλφκαζηε γηαηί ην πνίεκα ηηηινθνξείηαη κε ην φλνκα ηνπ κπζηθνχ 

θαξαβηνχ ηνπ Ηάζνλα θαη ησλ Αξγνλαπηψλ. Σν ρξπζφκαιιν δέξαο ηεο 

παξαδείζηαο παηδηθήο ειηθίαο ηνπ ΢εθέξε έκεηλε πίζσ ζηε ΢θάια ηεο 

΢κχξλεο, νξηζηηθά ρακέλν ζηελ ελήιηθε δσή ηνπ, ζηηγκαηηζκέλε απφ ηελ 

εκπεηξία θαξαβηψλ πνπ «πήξε ν χπλνο ηνπ βπζνχ», νδεγεκέλσλ ζηελ 

θαηαζηξνθή.  

Με αθνξκή ην πνίεκα ηνπ ΢εθέξε «Μπζηζηφξεκα Γ΄. Αξγνλαχηεο» 

κπνξνχκε λα παξαηεξήζνπκε φηη κε ηνπο ζεκαληηθφηεξνπο πνηεηέο ηεο 

γεληάο ηνπ 1930 ζεκεηψζεθε κηα θαίξηα αιιαγή ζηνλ ηξφπν κε ηνλ νπνίν 

ζεσξείηαη πνηεηηθά ε ειιεληθή αξραηφηεηα. H αιιαγή αθνξά ηφζν ζηε 

                                                 
28

  Βι. ΢εθέξεο, Μένεξ Δ΄ 1 Γεκάνδ 1945 – 19 Απνίθδ 1951, ό.π., 198-202. 
29

  Ό.π., 201. 
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δηαθνξνπνίεζε απφ ηνλ παιαηφηεξν ηξφπν πνηεηηθήο πξφζιεςεο ηεο 

αξραηφηεηαο, φζν θαη ζην γεγνλφο φηη ν λένο ηξφπνο πξφζιεςήο ηεο 

απνθιίλεη απφ ηα πνιηηηζηηθά ζηεξεφηππα γηα ηνλ αξραίν ειιεληθφ πνιηηηζκφ. 

Aπηφ ζπλέβε, κεηαμχ άιισλ, επεηδή νη ηξφπνη πξφζιεςεο ηεο αξραηφηεηαο 

ππαγνξεχηεθαλ απφ ηα πνηθίια αηηήκαηα αμηνπνίεζεο ηνπ ινγνηερληθνχ 

παξειζφληνο ηα νπνία θαιιηεξγήζεθαλ απφ ηηο δηάθνξεο εθθξάζεηο ηνπ 

επξσπατθνχ κνληεξληζηηθνχ θηλήκαηνο, είηε ε έθθξαζε ήηαλ ν 

αγγινζαμνληθφο κνληεξληζκφο, ζηε γξακκή ηνπ νπνίνπ θηλήζεθε ν ΢εθέξεο, 

είηε ν γαιιηθφο ππεξξεαιηζκφο, ηηο βαζηθέο αξρέο ηνπ νπνίνπ αζπάζηεθαλ νη 

Eκπεηξίθνο, Eγγνλφπνπινο θαη Kάιαο. 

Σν πνίεκα ηνπ ΢εθέξε «Μπζηζηφξεκα Γ΄. Αξγνλαχηεο» είλαη ην πξψην 

κηαο ζεηξάο κνληεξληζηηθψλ ή κεηακνληεξληζηηθψλ πνηεηηθψλ επεμεξγαζηψλ 

ηνπ κχζνπ ηεο αξγνλαπηηθήο εθζηξαηείαο. ΋ιεο ζρεδφλ απηέο νη επεμεξγαζίεο 

βαζίδνληαη ζε κηα δηαινγηθή ζρέζε κε ηελ αξραηφηεηα ε νπνία, φπσο ην 

κεγαιχηεξν κέξνο ηεο ειιεληθήο αξραηφζεκεο πνίεζεο ηνπ 20νχ αηψλα, 

ππεξβαίλεη ηε ζπλεζηζκέλε, απφ ηνλ 19ν αηψλα κέρξη ηηο αξρέο ηνπ 20νχ 

αηψλα, πξαθηηθή ελφο αξραηνγλσζηηθνχ πεξηερνκέλνπ πνπ ελαξκνλίδεηαη κε 

ηνλ αξραίν κχζν θαη ηηο αξραίεο θαη λεφηεξεο ινγνηερληθέο πξαγκαηψζεηο 

ηνπ· αληίζεηα, ε ζρέζε απηή βαζίδεηαη φρη κφλν ζηελ απφθιηζε απφ ην 

βαζηθφ πεξηερφκελν ηνπ αξραίνπ κχζνπ, αιιά θαη ζηελ αλαζθεπή ή θαη ηελ 

αλαηξνπή ηνπ. Έηζη ζηελ πεξίπησζε ησλ λεφηεξσλ πνηεκάησλ κε ζέκα ηελ 

αξγνλαπηηθή εθζηξαηεία, ε αλαηξνπή ηνπ κχζνπ έγθεηηαη ζηελ έθπησζε ηνπ 

ζπκβνιηθνχ λνήκαηφο ηνπ: νη ήξσεο ηνπ αηψληνπ ηαμηδηνχ θαη νη αμίεο πνπ 

αληηπξνζσπεχνπλ φρη κφλν δελ ππάξρνπλ πιένλ, αιιά έρνπλ αληηθαηαζηαζεί 

κε δηάθνξα ζχγρξνλα επηειή ζηνηρεία θαη θαηαζηάζεηο. 

΢ηελ πεξίπησζε ηνπ πνηήκαηνο ηνπ Αληψλε Γσξηάδε (γελλήζεθε ην 

1936), «Αξγψ» (1971), ε πνηεηηθή επεμεξγαζία ηνπ κχζνπ ζπγρξνλίδεηαη, γηα 

άιιε κηα θνξά, κε ηελ ηζηνξηθή ζπγθπξία ηεο επνρήο θαηά ηελ νπνία 

γξάθηεθε ην πνίεκα, ηε δηθηαηνξία ησλ ζπληαγκαηαξρψλ. Σν πνίεκα ηνπ 

Γσξηάδε είλαη έλα πξνγξακκαηηθά αληηδηθηαηνξηθφ ζχλζεκα πνπ 

αλαπηχζζεηαη ζε 30 κέξε θαη ζην ηέινο ηνπ θέξεη ηελ έλδεημε: «Παξίζη, 

1971».
30

 Κξίλνληαο απφ ηελ επηγξαθή πνπ θέξεη ην πνίεκα, επηγξαθή φπνπ ν 

αλαγλψζηεο πιεξνθνξείηαη ηνλ βαζηθφ ππξήλα ηνπ κχζνπ ηεο αξγνλαπηηθήο 

Δθζηξαηείαο (γηα πνην ιφγν ν Ηάζσλ πξφθεηηαη λα πάεη ζηελ Κνιρίδα θαη 

πνηνη είλαη νη Αξγνλαχηεο), θαζψο θαη ην πεξηερφκελν ηνπ πνηήκαηνο, 

κπνξνχκε λα εηθάζνπκε βάζηκα φηη ν ηίηινο, θαζψο αληαλαθιά ζηηο 

θνηλσληθνπνιηηηθέο ζπλζήθεο ηεο επνρήο ζηελ νπνία γξάθηεθε ην πνίεκα, 

ιεηηνπξγεί ζπκβνιηθά: φπσο ην ηαμίδη ηεο αξγνλαπηηθήο εθζηξαηείαο ήηαλ 

κηα πνιχ κεγάιε πεξηπέηεηα, απφ αλάινγε πεξηπέηεηα δηέξρεηαη ν ειιεληθφο 
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  Βι. Αληψλεο Γσξηάδεο, Πμίδζδ 1958-1978, Αζήλα, Δθδφζεηο Μπνπθνπκάλε 1979, 49-89. 
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ιαφο· σζηφζν, παξ’ φιεο ηηο δνθηκαζίεο, απηή ε πεξηπέηεηα ζα έρεη αίζην 

ηέινο. Πην ζπγθεθξηκέλα, ην ζχλζεκα ηνπ Γσξηάδε, πνπ ζε κεγάιν βαζκφ 

ζπκίδεη ηα ζπλζεηηθά πνηήκαηα ηνπ Γηάλλε Ρίηζνπ, είλαη έλα ζθεληθφ πνίεκα 

φπνπ έλαο λένο άλδξαο, ειιεληθήο θαηαγσγήο, ζηε δηάξθεηα κηαο λχρηαο κηιά 

ζε κηα λέα, ηελ αγαπεκέλε ηνπ, πεξηγξάθνληάο ηεο ηελ θαηάζηαζε ηεο 

παηξίδαο ηνπ. Αλακεηγλχνληαο ξεαιηζηηθά θαη αιιεγνξηθά ζηνηρεία, θαζψο 

θαη παξαζηάζεηο ηνπ ζχγρξνλνπ θνηλσληθνπνιηηηθνχ παξφληνο κε πνιιέο 

αλακλήζεηο ηεο ειιεληθήο αξραηφηεηαο, ν Γσξηάδεο ζπλέζεζε έλα 

ακθηζβεηεζηαθφ πνίεκα θαηαγγειίαο ηνπ παξφληνο αιιά θαη ειπίδαο γηα έλα 

θαιχηεξν αχξην. Πέξα απφ ηνλ ηίηιν ηνπ, ζην εζσηεξηθφ ηνπ ην πνίεκα δελ 

έρεη αλαθνξέο ζηνλ κχζν ηεο αξγνλαπηηθήο εθζηξαηείαο, σζηφζν έλα απφ ηα 

ηειεπηαία, επηινγηθά πνηήκαηα απνζαθελίδεη αθξηβψο ηε ζρέζε ηνπ ηίηινπ 

ηνπ ζπλζέκαηνο κε ην πεξηερφκελφ ηνπ. Πξφθεηηαη γηα ην πνίεκα XXVIII: 

Χ, αγαπεκέλε, 

είκαη ηφζν επηπρηζκέλνο πνπ κνηξαζηήθακε ηε λχρηα απφςε 

ζαλ έλα θνκκάηη ςσκί, ζαλ έλα ηζηγάξν, 

ζα κηα πξάμε θνηλήο Αληίζηαζεο 

ζηνλ θνηλφ καο ερζξφ. 

Γη’ απηφ ζνπ κίιεζα κε ηφζν πάζνο απφςε γηα ηνχηε ηε ρψξα 

πνπ είλαη θαη ρψξα ζνπ, αθνχ καο ελψλεη 

θνηλή καο παηξίδα: ε Διεπζεξία. 

Οξθίζνπ ινηπφλ, φπσο φινη ζε ηνχην ην πινίν 

ηνλ αηψλην φξθν ζην φλνκα ηνπ Πξψηνπ 

θαη Τπέξηαηνπ Υξένπο καο: 

Σνπ Αγψλα.
31

 

΢ην πνίεκα ηνπ Γσξηάδε, ινηπφλ, ε Αξγψ γίλεηαη ην παγθφζκην πινίν ηνπ 

θνηλνχ αγψλα φισλ ησλ ιαψλ γηα ηελ ειεπζεξία ηνπο. 

Με ηελ ειιεληθή πνίεζε πνπ γξάθηεθε ζηα κεηαπνιεκηθά ρξφληα θαη 

κέρξη ζήκεξα ν δηάινγνο κε ην αξραηνειιεληθφ γξακκαηεηαθφ θαη 

ινγνηερληθφ παξειζφλ γλψξηζε κεγάιε χθεζε. Oη αηηίεο είλαη πνιιέο, ηφζν 

ελδνινγνηερληθέο, φζν θαη γεληθφηεξα πλεπκαηηθέο θαη θνηλσληθέο. 

Πεξηνξίδνκαη λα ππελζπκίζσ κία, πηζαλφλ πξσηαξρηθή αηηία, δηαηππψλνληάο 

ηελ κε έλα ξεηνξηθφ εξψηεκα. Πψο λα κηιήζεηο γηα ηνπο αξραίνπο θαη κε 

ηνπο αξραίνπο κεηά απφ ηνλ Γεχηεξν Παγθφζκην Πφιεκν, κε θπξίαξρν ην 

αίζζεκα ηεο κεηαπνιεκηθφηεηαο, ην αίζζεκα δειαδή φηη νη αμίεο επάλσ ζηηο 

νπνίεο ζηεξίρζεθε ν Γπηηθφο Πνιηηηζκφο απνδείρζεθαλ πιάλεο; O δηάινγνο 

πιένλ ησλ ζχγρξνλσλ Διιήλσλ πνηεηψλ κε ηνλ αξραίν θφζκν δελ κπνξεί 
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παξά λα δηέξρεηαη ηελ αλαγλσξηζηηθή νδφ ηεο ζαξθαζηηθήο ή θαη 

απηνζαξθαζηηθήο εηξσλείαο.  

΢ηα πνηεηηθά θείκελα, ινηπφλ, πνπ αθνινπζνχλ ζπλαληνχκε θαζαξά 

εηξσληθέο αλαηξνπέο ηνπ κχζνπ, αλαηξνπέο πνπ ππνδεηθλχνπλ ηελ έθπησζή 

ηνπ. Σν πξψην ζρεηηθφ παξάδεηγκα είλαη ην πνίεκα ηνπ Εάρνπ ΢ηαθιέθε 

(γελλήζεθε ην 1954), «Ο ζξίακβνο ησλ θσπειαηψλ» (1982): 

Οη σξαίεο κέξεο σξηκάδνπλ φπσο ηα θηιηά ζηηο θπιισζηέο. 

Σαμίδηα ερεξά 

αλάκεζα ζε ζηαιαθηίηεο θαη ζε λαπαγνχο 

θνληεχνπλ ηψξα λα ηειεηψζνπλ. 

Γαθξχδνπλ νη επηβάηεο ηεο πξψηεο ζέζεσο. 

Καξάβηα πλίγνληαη 

αιιά κέζα ζηε γεληθή ζνινχξα 

ν Ηάζσλ παληξεχεη κε ην έηζη ζέισ ηνπο λαχηεο ηνπ.
32

 

΢ην πνίεκα ηνπ ΢ηαθιέθε, πνηεηή επεξεαζκέλνπ απφ ηελ ππεξξεαιηζηηθή 

παξάδνζε θαη, ζπλεπψο, απφ ηελ εγγελή ζηα ππεξξεαιηζηηθά θείκελα 

εηξσλεία, ε αλαηξνπή ηνπ αξραίνπ κχζνπ έγθεηηαη θαηαξράο ζην άδνμν ηέινο 

ηνπ ηαμηδηνχ ησλ Αξγνλαπηψλ: ζε εηξσληθή αληίζεζε κε ηνλ ηίηιν, φπνπ 

γίλεηαη ιφγνο γηα «ζξίακβν ησλ θσπειαηψλ», πνπ πξνθαλψο είλαη νη 

Αξγνλαχηεο, ζην εζσηεξηθφ ηνπ πνηήκαηνο ηα «ηαμίδηα ερεξά… θνληεχνπλ 

λα ηειεηψζνπλ» θαη ηα «θαξάβηα πλίγνληαη». Αιιά ε αλαηξνπή ηνπ αξραίνπ 

κχζνπ θνξπθψλεηαη κε ηελ ηειηθή ελέξγεηα ηνπ επηθεθαιήο ησλ Αξγνλαπηψλ 

Ηάζνλα πνπ «παληξεχεη κε ην έηζη ζέισ ηνπο λαχηεο ηνπ», κεηαηξέπνληάο 

ηνπο ζε ζπκβαηηθά πξφζσπα. Ο αξραίνο κχζνο, ινηπφλ, εθπίπηεη «κέζα ζηε 

γεληθή ζνινχξα», θαζψο ν ηεξφο ζθνπφο ηνπ ηαμηδηνχ θαη νη εξσηθέο πξάμεηο 

ησλ θσπειαηψλ-(αξγν)λαπηψλ φρη απιψο δελ κλεκνλεχνληαη θαλ αιιά, φπσο 

επηηξέπεη λα εηθάζνπκε ην πνίεκα, έρνπλ νξηζηηθά ηειεηψζεη. 

Σν ραξαθηεξηζηηθφηεξν παξάδεηγκα ηεο ηάζεο ησλ λεφηεξσλ πνηεηψλ γηα 

απηνζαξθαζηηθή εηξσλεία, κε ζεκαηηθφ επίθεληξν ηνλ κχζν ηεο αξγνλαπηηθήο 

εθζηξαηείαο, είλαη ην πνίεκα ηνπ Γηάλλε Παηίιε (γελλήζεθε ην 1947) 

«Αξγψ» (1989): 

Γηα έλα παθέην ηζηγάξα 

Μηα κπίξα ην απφγεπκα έμσ απ’ ηνλ Οξρνκελφ 

Μηα ζθνληζκέλε δχζε αλάκεζα ζε δχν πνχικαλ 

Θα θάλσ φ,ηη κνπ δεηήζεηο Αλαγλψζηε 

Ρνπηίλα νη ΢πκπιεγάδεο θη νη ΢εηξήλεο 

Ο Οξθέαο έλα ζθπιάδηθν ελ πεξηιήςεη 
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  Εάρνο ΢ηαθιέθεο, Ο ενίαιαμξ ηςκ ηςπδθαηώκ, Αζήλα, Αίνινο 1982, 55.  
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Ζ ΢θχιια θαη ε Υάξπβδε κηα πιήμε 

Κη ν Πνιπδεχθεο ζπλνηθηαθή ζρνιή θαξάηε 

Μφλν κηα θνχξαζε φπσο θάζε εξγαδφκελνο 

Πνπ αλαρσξεί πξψηε θαη δεθαπέληε απ’ ηελ Κνριίδα 

Σνπ Χνοζμιάθθμο Γέναημξ ρατδεχνληαο κηθξά αλακλεζηηθά 

Θα είκαη εθεί πνπ κ’ άθεζεο ηελ ηειεπηαία θνξά 

Πξνζσξηλά θαηάθνπν αλάκεζα ζε δπν αθφκε άζινπο 

Καζψο αλάκεζα ζηα έπηπια κηαο κεηαθφκηζεο πνπ θζίλεη 

Δμαηξνπκέλεο ηεο θαξέθιαο ζνπ πνπ θπζηθά 

Καλείο πιένλ δελ θηλδπλεχεηο λα ζηελ πάξεη 

΋πσο πνιχ αλ ζπκάζαη θνβήζεθεο παιηά 

΋ηαλ απξφζθιεην κε είδεο μαθληθά λα κπαίλσ ζην ζαιφλη 

Δθδηθεηήο 

Με καπξηζκέλν βιέκκα κνλνζάλδαινο αιήηεο.
33

 

΢ην πνίεκα ηνπ Παηίιε ν αθεγεηήο είλαη ν πνηεηήο πνπ απεπζχλεηαη ζηνλ 

αλαγλψζηε ηνπ, νκνινγψληαο ηνπ φηη παξαδίδεηαη νξηζηηθά ζηηο δηαζέζεηο 

ηνπ αλαγλσζηηθνχ θνηλνχ. ΋ια ηα ζηνηρεία ηνπ κχζνπ ηεο αξγνλαπηηθήο 

εθζηξαηείαο, αλάκεζά ηνπο θαη νξηζκέλνη βαζηθνί Αξγνλαχηεο, φπσο ν 

Οξθέαο, ν Πνιπδεχθεο θαη ν ίδηνο ν Ηάζσλ, ηε θσλή ηνπ νπνίνπ ππνδχεηαη ν 

αθεγεηήο, φπσο θαίλεηαη ζηνπο ηειεπηαίνπο ζηίρνπο ηνπ πνηήκαηνο, έρνπλ 

πιένλ ράζεη ην εξσηθφ πλεχκα ηνπο, θαζψο κεηαθέξνληαη ζηε ζχγρξνλε 

ειιεληθή θαηάζηαζε, θαηάζηαζε πνπ ζεκαηνδνηνχλ απφ ηε κηα ε ηνπξηζηηθή 

αλάπηπμε θαη απφ ηελ άιιε ε εζηθή έθπησζε ηφζν ηνπ πνηεηή φζν θαη ηνπ 

αλαγλψζηε. Ηδίσο ν βαζηθφο ήξσαο ηνπ κχζνπ, ν Ηάζσλ, πξνζσπείν ηνπ 

πνηεηή-αθεγεηή, έρεη θαηαληήζεη έλαο αιήηεο πνπ έρεη πάςεη πηα λα απεηιεί 

ηνλ βαζηιηά Πειία, ηνλ αλαγλψζηε ηνπ. Σν πνίεκα ηνπ Παηίιε ζπγρξνλίδεηαη 

κε ηε γεληθφηεξε ηάζε ησλ ζχγρξνλσλ Διιήλσλ πνηεηψλ γηα απνκπζνπνίεζε 

ηνπ αξραίνπ κχζνπ, έηζη φπσο ε ηάζε απηή θαίλεηαη απφ ηα πεξηζζφηεξα 

αξραηφζεκα ή αξραηφκπζα πνηήκαηά ηνπο, αιιά ζπλάκα δηαηεξεί κηα καθξηλή 

ζπγγέλεηα κε ην πνίεκα ηνπ ΢εθέξε γηα ηνπο Αξγνλαχηεο, θαζψο θαη ζηα δχν 

πνηήκαηα ε αλαηξνπή ηνπ αξραίνπ κχζνπ έρεη σο ζηφρν ηεο λα ππνδείμεη ηελ 

έθπησζε ηνπ παξφληνο. 

Σν κφιηο ηξίζηηρν πνίεκα ηνπ Πάλνπ Κππαξίζζε (γελλήζεθε ην 1945), 

«Υξένο» (1992) ελέρεη επίζεο ηελ αλαηξνπή ηνπ αξραίνπ κχζνπ: 
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  Απφ ηε ζπιινγή ηνπ Παηίιε Γναθέςξ ηάημπηνμκ, 1989. Παξαπέκπσ ζηε ζπγθεληξσηηθή 

έθδνζε ησλ πνηεκάησλ ηνπ Γηάλλε Παηίιε, Σαλίδζα ζηδκ ίδζα πόθδ [Πμζήιαηα 1970-1990], 

Αζήλα, Όςηινλ/βηβιία 1993, 213. Σν πνίεκα θέξεη ζην ηέινο ηνπ ηελ έλδεημε: "Καινθαίξη 

1989". 
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Σψξα πξέπεη λα ζην γπξίζσ 

ην ρξπζφκαιιν δέξαο 

πεξλψληαο πάιη ηηο ζπκπιεγάδεο.
34

 

Πξφθεηηαη γηα έλα πξνθαλψο εξσηηθφ πνίεκα, φπνπ ην πνηεηηθφ ππνθείκελν 

παίξλεη ηε θσλή ηνπ Ηάζνλα θαη απνζηξέθεηαη πξνο ην άιιν πξφζσπν ηεο εξσηηθήο 

ζρέζεο, γηα λα εθθξάζεη, κε ην πιηθφ ηνπ κχζνπ, ην κάιινλ πηθξφ θαηαζηάιαγκα 

ηεο ζρέζεο. Ο ζηφρνο επηηεχρζεθε, ην ρξπζφκαιιν δέξαο θαηαθηήζεθε, ηψξα φκσο 

ήξζε ε ζηηγκή ηνπ ρξένπο – θη εδψ έγθεηηαη ε αλαηξνπή ηνπ κχζνπ: ην ρξπζφκαιιν 

δέξαο πξέπεη λα επηζηξαθεί ζηνλ αξρηθφ ηνπ θάηνρν θαη ην πνηεηηθφ ππνθείκελν ζ’ 

απηφ ην ηαμίδη ηεο αληαπφδνζεο ζα δηαηξέμεη ηνπο ίδηνπο θηλδχλνπο κε εθείλνπο ηνπ 

ηαμηδηνχ ηεο θαηάθηεζεο. 

Ζ αλάθιεζε ζηνηρείσλ ηνπ κχζνπ ηεο αξγνλαπηηθήο εθζηξαηείαο 

εληνπίδεηαη θαη ζε αξθεηά πνηήκαηα ησλ ηειεπηαίσλ δέθα πεξίπνπ ρξφλσλ, ηα 

νπνία φκσο δελ ζα ζρνιηαζηνχλ εδψ γηα ιφγνπο νηθνλνκίαο ηεο κειέηεο.
35

 Σν 

ηειεπηαίν παξάδεηγκα, ινηπφλ, θξίζεθε ζθφπηκν λα είλαη κηα νιφθιεξε 

πνηεηηθή ζπιινγή πνπ θέξεη ηνλ ηίηιν Η ανβμκαοηζηή εηζηναηεία (1996), έξγν 

ηνπ Γεκήηξε Καινθχξε (γελλήζεθε ην 1948).
36

 Αιιά αθφκε θαη ε 

πξνζεθηηθή επηζθφπεζε ησλ νιηγφζηηρσλ ή θαη νιηγφιεθησλ θεηκέλσλ, 

θαζαξά ζαηηξηθψλ ή εηξσληθψλ απνθζεγκάησλ θαη παηρληδηψλ κε ηε γιψζζα, 

πνπ ζπγθξνηνχλ ηε ζπιινγή ζα άθελε ηνλ αλαγλψζηε λα αλαξσηηέηαη πνηα 

άξαγε κπνξεί λα είλαη ε ζρέζε ηνπο κε ηνλ ηίηιν, εάλ δελ ππήξρε ην 

εηζαγσγηθφ θείκελν «Αξγψ· ή Αξγφηεξα», ζην νπνίν πξνζδηνξίδεηαη ε ζρέζε 

ηνπ ηίηινπ κε ηα θείκελα πνπ ζηεγάδεη. ΢ε απηφ ην δηζέιηδν εηζαγσγηθφ 
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  Πάλνο Κππαξίζζεο, Νδζί πςνίξ θύθθα, Αζήλα, Λσηφο 1992, 34. 
35

  Βι., π.ρ., Αλαζηάζεο Βηζησλίηεο, "Κχκαηα ηεο καχξεο ζάιαζζαο", Χώια από μονακό. Πμίδζδ 

1983-1995, Αζήλα, Δθδφζεηο Παηάθε 1996, 119-122· ΢ηαχξνο Εαθεηξίνπ, "Ζιηθία ζηε λχρηα 

ε΄", Η άηνμπμξ ηςκ διενώκ, Αζήλα, Νεθέιε 1998, 43· Μαξία Κπξηδάθε, "Μαχξε Θάιαζζα" 

(απφ ηε ζπιινγή Μαύνδ Θάθαζζα, 2000), ΢ηδ ιέζδ ηδξ αζθάθημο. Πμζήιαηα 1973-2002, 

Αζήλα, Δθδφζεηο Καζηαληψηε 2005, 275-277. ΢εκεηψλσ, επίζεο, φηη ζηε ζπιινγή ηνπ ΢πχξνπ 

Λ. Βξεηηνχ, ΢οκέαδ, Αζήλα, Δθδφζεηο Γαβξηειίδεο 2007, 45-52, πεξηιακβάλεηαη κηα ελφηεηα 

πέληε πνηεκάησλ ηηηινθνξεκέλε "Μήδεηα", φπνπ ηα θείκελα δηαιέγνληαη θαλεξά κε ηελ 
νκψλπκε ηξαγσδία ηνπ Δπξηπίδε. Παξαζέησ, ηέινο, ην ηξαγνχδη ηνπ γλσζηνχ θαη 

θαιιηεξγεκέλνπ ζηηρνπξγνχ Άιθε Αιθαίνπ, "Αξγψ" (πεξηέρεηαη ζην κνπζηθφ έξγν ηνπ Θάλνπ 

Μηθξνχηζηθνπ "Τπέξνρα κνλάρνη", 2006, θαη εξκελεχεηαη απφ ηνλ Μαλψιε Μεηζηά): "΋ια ηα 

βιέπσ ξφδηλα απφςε, / κέζα ζηνπ ππξεηνχ κνπ ηελ αριή. / Γείξε ζην πιάη κνπ, παιηέ κνπ πφζε 

/ θαη κέρξη λα ’ξζεη ε αλαηνιή, / ιχζε ηα θξέλα, ηα ζρνηληά κνπ θφςε. / Μεο ην κπαιφ κνπ 

έγηλαλ θνπβάξη, / φζα έδεζα θη φζα έρσ νλεηξεπηεί. / Σνπ ρξφλνπ φια ηα ζβήλεη ην ζθνπγγάξη / 

θη εζχ Αξγψ κε ράξηηλν παλί, / ζε ζθνηεηλά λεξά έρεηο ζαιπάξεη. / Φεχγεη ε αγάπε θεχγεη ζαλ 

αέξαο, / ζηνπ δξφκνπ ηελ πνιχβνπε εξεκηά. / Μελ ςάρλεηο ην ρξπζφκαιιν ην δέξαο / Κνιρίδα 
δελ ππάξρεη ηψξα πηα, / παηρλίδηα είκαζηε ηεο θάζε κέξαο. / Πάκε ζηνλ θφζκν ππέξνρα 

κνλάρνη, / κ’ έλα παιηφ ηξαγνχδη ραξσπφ. / Σν ηξαγνπδάλε νη ζαιαζζνκάρνη / θαη ιέεη ζην 

γιπθφ ηνπ ηνλ ζθνπφ / πσο κάηαην ηαμίδη δελ ππάξρεη." 
36

  Παξαπέκπσ ζηε ζπγθεληξσηηθή έθδνζε ησλ πνηεκάησλ ηνπ Γεκήηξε Καινθχξε, Άηναηημξ, 

Πμζήιαηα 1966-2001, Αζήλα, Νεθέιε 2004, 361-405. 
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γξαπηφ ηνπ ν Καινθχξεο, αθνχ θαηαξράο ζρνιηάδεη δηάθνξα πξαγκαηηθά 

ζηνηρεία πνπ ζπλδένληαη κε ηελ πξνέιεπζε ηνπ κχζνπ ηεο αξγνλαπηηθήο 

εθζηξαηείαο θαη ζπδεηά, ζηε ζπλέρεηα, ην ζέκα ηεο ζχλδεζεο ηνπ κχζνπ κε 

ηελ εξσηηθή επηζπκία γηα ην γπλαηθείν ζψκα, θαηαιήγεη κε ηηο εμήο 

δηεπθξηλίζεηο γηα ηα πεξηιακβαλφκελα θείκελα:  

΢ηνλ Εσδηαθφ, πνπ ζπλδέζεθε γξήγνξα κε ηα Αξγνλαπηηθά, ε ιαγλνπξγία 

ηεο Λήκλνπ αληηζηνηρεί ζηνλ Αηγφθεξσ, ελψ ε Μήδεηα κε ηνλ αζηεξηζκφ ηεο 

Παξζέλνπ, θάησ απφ ην άζηξν ηεο νπνίαο δηαγξάθεθαλ θαη νη πεξηπέηεηεο 

ησλ ζηηρνπξγεκάησλ πνπ αθνινπζνχλ. 

΋ρη ηφζν κε απαλζίζκαηα επηζθαινχο ζνθίαο, φζν κε απνζηάγκαηα εθ 

ζηαθπιήο παιαηψλ. Φξάζεηο δηάζπαξηεο ζηα πεξηζψξηα ηξηάληα ρξφλσλ 

ζηηρνπξγηθήο αλεπάξθεηαο, κε θάπνηα ρξνλνινγηθά ζήκαληξα εδψ θη εθεί. 

Λφγνη αλαθαηεξγαζκέλνη θαη άιινηε απηνθπείο. ΢νθίζκαηα, γξαθίηεο, 

δηαζθειηζκνί, παξσδίεο ξεηνξηθψλ ζρεκάησλ θαη πδξνραξή ςεπδνζεσ-

ξήκαηα. Δθ γέλεη ππνζήθεο πξνο λαπηηιινκέλνπο ηνπ αλζνζπάξηνπ. 

΢πλεπψο, απφ κία άπνςε έλα ηέηνην πφλεκα ζα κπνξνχζε εχζηνρα λα 

ραξαθηεξηζζεί «κηα ηξχπα ζην λεξφ». Απφ κία άιιε, επίζεο. 

Χζηφζν δελ αγλνψ φηη απηφ απνηειεί θαη ην αηηνχκελν ηδεψδεο ησλ 

εξσηεπκέλσλ εο αεί.
37

 

Ζ ζπγθξφηεζε ηνπ βηβιίνπ ήηαλ, ινηπφλ, έλα είδνο αξγνλαπηηθήο 

εθζηξαηείαο ηνπ πνηεηή Καινθχξε ζην δεκηνπξγηθφ ηνπ παξειζφλ. Χο άιινο 

Ηάζσλ επέζηξεςε πίζσ γηα λα πεξηπιαλεζεί ζηα «πεξηζψξηα ηξηάληα ρξφλσλ 

ζηηρνπξγηθήο αλεπάξθεηαο» θαη λα ζπιιέμεη απφ απηά ην ρξπζφκαιιν δέξαο 

ηεο πνίεζήο ηνπ. Χζηφζν, αλ θαη παξακέλεη «εξσηεπκέλνο εο αεί» κε ην 

δεκηνπξγηθφ ηαμίδη ηεο πνίεζεο, ε απηνζαξθαζηηθή ππφλνηα φηη θάζε 

ζχγρξνλε πνηεηηθή αξγνλαπηηθή εθζηξαηεία δελ κπνξεί παξά λα είλαη «κηα 

ηξχπα ζην λεξφ» δίλεη ηνλ θπξίαξρν ηφλν ζην εηζαγσγηθφ θείκελν. 

Θα είρε ελδηαθέξνλ ηα πνηήκαηα πνπ ζρνιηάζηεθαλ παξαπάλσ λα 

εμεηαζηνχλ παξάιιεια κε δηάθνξα ειιεληθά πεδνγξαθήκαηα ηνπ 20νχ 

αηψλα ηα νπνία επίζεο επεμεξγάδνληαη ηνλ κχζν ηεο αξγνλαπηηθήο 

εθζηξαηείαο. Αλάκεζα ζε απηά ηα θείκελα μερσξίδνπλ ηα κπζηζηνξήκαηα ηνπ 

Γηψξγνπ Θενηνθά, Ανβώ (1933 θαη 1936), ηνπ Βαζίιε Βαζηιηθνχ, Η δζήβδζδ 

ημο Ιάζμκα (1953), ηνπ Δπακεηλψλδα Γ. Μπαινχκε, Γζα ηδκ Κμθπίδα – 

Ανβμκαύηεξ (1963) θαη ην αθήγεκα ηνπ Αλδξέα Δκπεηξίθνπ, Ανβώ ή Πθμοξ 

αενμζηάημο (1964). Μηα ηέηνηα ζχγθξηζε ζα έδεηρλε αλ ππάξρνπλ ζπγθιίζεηο 

ή απνθιίζεηο αλάκεζα ζηηο πνηεηηθέο θαη ηηο πεδνγξαθηθέο επεμεξγαζίεο ηνπ 

κχζνπ. ΋πσο, ηέινο, ζα είρε ελδηαθέξνλ λα ζπγθξίλνπκε ηηο ινγνηερληθέο 

επεμεξγαζίεο ηνπ κχζνπ ηεο αξγνλαπηηθήο εθζηξαηείαο κε ηνπο ηξφπνπο πνπ 

ν ίδηνο κχζνο πξνζιακβάλεηαη ζε εμσινγνηερληθέο ηνπ εθδνρέο. Τπάξρνπλ, 
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π.ρ., δχν ηέηνηεο, εμσινγνηερληθέο «εξκελείεο» ηνπ κχζνπ, νη νπνίεο 

αλαβηψλνπλ ην παιηφ, νλεηξνπφιν πνίεκα ηνπ ΢ηέθαλνπ Μαξηδψθε, 

ζχκθσλα κε ην νπνίν ν Ηάζσλ ήηαλ «αηζεξνλαχηεο». Ζ πξψηε καξηπξία είλαη 

φηη κηα πνιχ δεκνθηιήο ζηελ επνρή ηεο ακεξηθαληθή δηαζηεκηθή ζεηξά 

θηλνπκέλσλ ζρεδίσλ, παξαγσγήο 1979, κε ηίηιν «Star Blazers» κεηαδηδφηαλ, 

ζηηο αξρέο ηεο δεθαεηίαο ηνπ 1980, απφ ηελ ειιεληθή ηειεφξαζε κε ηνλ ηίηιν 

«Γηαζηεκφπινην Αξγψ». Ζ δεχηεξε καξηπξία είλαη φηη, ζε πιήξε 

αλαληηζηνηρία κε ηνπο ζχγρξνλνπο Έιιελεο πνηεηέο πνπ βηψλνπλ θαη 

εθθξάδνπλ ηελ έθπησζε ηνπ αξραίνπ κχζνπ, ππάξρεη κηα ζχγρξνλε 

θνηλφηεηα ρξεζηψλ ηνπ ειιεληθνχ δηαδηθηχνπ πνπ πηζηεχεη φηη ε κπζνινγία 

ησλ αξραίσλ Διιήλσλ θξχβεη ηερλνινγηθά ζαχκαηα. Απηή, ινηπφλ, ε 

θνηλφηεηα ηζρπξίδεηαη, φρη ζην ρψξν ηεο πνηεηηθήο ή ηεο επηζηεκνληθήο 

θαληαζίαο αιιά ζηα ζνβαξά, θαη πξνζπαζεί λα απνδείμεη φηη ε Αξγψ δελ 

ήηαλ πινίν, αιιά δηαζηεκφπινην πνπ ηαμίδεςε θαη ζε άιια πιαλεηηθά 

ζπζηήκαηα ηνπ Γαιαμία καο θαη φηη ην μχιν απφ ην νπνίν ήηαλ θηηαγκέλε ε 

Αξγψ είρε ηέηνηεο ηδηφηεηεο ψζηε νη Αξγνλαχηεο είραλ αζχξκαηε επηθνηλσλία 

κε ηελ Αζελά θαη άιινπο ζενχο ηνπ Οιχκπνπ.
38
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Ketevan Gardapkhadze (Tbilisi) 

THE ARGONAUTICA 

IN THE WORKS OF GEORGIAN SYMBOLISTS 

Symbolism as a literary trend entered Georgia at the outset of the 20
th
 century. 

In 1915 it was established in institutional terms, when a group of young poets 

formed a new literary order called ‘Blue Horns’. It was the period when 

Georgian artistic consciousness became extremely feeble. Shabby imitations 

of the 19
th
 century great authors brought almost to nonsense the literary life of 

the country. The new generation found it impossible to follow the path. The 

only way for them to fulfill their inherent vocation and calling was 

Symbolism.
1
 The members of the Blue Horn shared completely the aesthetic 

principles of Symbolism, provided arguments for the necessity of establishing 

this trend in Georgia, looked for national foundation to build Symbolism on, 

tried to combine western European, Russian and Georgian outlooks, and give 

an original, peculiar character to Georgian Symbolism. ‘We must shape our 

Georgian profile’, Titsian Tabidze wrote, ‘the basic experience of being a 

Georgian is our primary requirement. It should imply our temperament, our 

sensibility, our image. We will unite the sharpness of the West and the sunny 

relaxation of the East.’
2
 

This very original property of Georgian Symbolism underlay the 

reception of ancient culture by Georgian Symbolists. I will dwell only on one 

point of the comprehensive topic called the reception of ancient culture in the 

works of Georgian Symbolists. This point is the cycle of Argonautic myths. 

For French and Russian Symbolists, the Argonautica was the source of 

symbolic figures with strong passions and unforgettable events. Among the 

reasons compelling them to refer to the Argonautica was also the unbiased 

                                                 
1
  The Legend of the Red Rose, Tbilisi, 1985, 238 (in Georgian). 

2
  Blue Horns, 1990, 65 (in Georgian). 
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character of it, which enabled a poet to rise over earthly being and become 

initiated into perpetual values. What about Georgian Symbolists? What did 

the Argonautica mean for them? I will dwell on one group of Georgian 

Symbolists whose literary activities and works imply especially interesting 

and even controversial processes (G. Tabidze, V. Gaprindashvili, S. 

Shanshiashvili, etc.). Georgian Symbolists were unanimous in one of the 

theses – the understanding of the Argonautica as a cultural and historical 

phenomenon. They perceived the Argonaut myth as an inexhaustible source 

of human creativity, re-inviting epochs and encouraging the discovery of new 

layers in the meanings of these everlasting images. On the other hand, the 

Argonautica was the past of their own country; it was the point that linked the 

past glory of Georgia with the most important values of the world culture. 

Throughout centuries, most of the interest was attracted not by the 

Argonautic voyage itself, but by Medea’s image, which underwent 

remarkable metamorphosis. Euripides’ Medea penetrated the whole European 

literature of the following period. The attempts to justify her deeds were made 

no earlier than the 18
th
-19

th
 centuries. If Medea used to be perceived as a 

ruthless witch before, the writers of the following period presented her as a 

Barbarian woman deceived and dejected by Greeks.
3
 Almost the whole 

Georgian literature, starting with Akaki Tsereteli, is aimed at the 

rehabilitation of Medea’s image, while the Argonauts’ voyage is perceived in 

a negative context. 

The study of this issue in the works of Georgian Symbolists revealed two 

different pictures: 

1. On the one hand, we have the literature which follows the existing line and 

presents Medea as the symbol of a deceived and dejected woman. Interesting-

ly, the authors belonging to this group were distinguished by their innovative 

approach to the reception of ancient heritage. In 1922, the most Orthodox 

representative of Georgian Symbolism, Valerian Gaprindashvili wrote a the-

sis called ‘Declaration – New Mythology’, where, following a logical prin-

ciple, he developed the idea that despite the productivity, the prolific charac-

ter of ancient images in world literature, ‘mythology has lost links with our 

consciousnesses.’ The poet looked for other allusions, trying to replace the 

existing symbols with the new ones. ‘Today, Greek gods are replaced with 

poets Chaterton, Rimbault. ... They fascinate poetic dream no less than Zeus 

and Apollo, Aphrodite and Athena. ... If there was Medusa Gorgon in the 

                                                 
3
  E. Frenzel, Stoffe der Wleltliteratur, ein Lexicon Dichtungsgeschichtlicher Lang – Schnitte 

Alfred Kröner Verlag, Stuttgart, 1976, 15; G. Hight, Traditional Greek and Roman Influences 

on Western Literature, Oxford University Press, London, Oxford, New York, 1962, 9.  
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past, now there is Edgar and Maldaror, Gods are now replaced by heroes, 

Ophelia, Hamlet.’
4 

The poets who agreed with the declaration did not offer any specially 

developed ancient plot or motif, or an ancient symbol to become the principle 

line of their poem owing to its implications. The only exception is the myth of 

the Argonauts. The verses and poems inspired by the Argonaut theme and 

Medea have one principle common property: the desire to justify Medea’s 

behaviour (T. Tabidze, K. Nadiradze, V. Shanshiashvili, etc.).
5
 Remarkably, 

S. Shanshiashvili went so far as to generalize the problem and consider it at a 

larger scale. This tendency is reflected in the poems Media and Media and 

Helen (The second poem consists of three parts, which in fact are independent 

poems. They are Dementia, Jason and Reno and Fair Helen). Although the 

plot of the first poem exactly repeats Euripides’ Medea and the development 

of events is likewise identical, the author’s attitude to the events is absolutely 

different. Reno is Trojan and Medea is Colchian, which means that both are 

from the East – thus the circle is made up in accordance with the poet’s 

intention. He attempts to present the opposition of the East and the West and 

to show the moral privilege of the East. This idea is directly stated in Fair 

Helen. The only thing that interests the poet in the Trojan cycle is that 

although Helen brought so many disasters to Troy, she is still admired and 

loved in her husband’s land, unlike Medea: 

Here is a word-for-word translation of a fragment from the poem:  

‘But about Medea / he says nothing, / that the fair lady of Colchis / was so 

denounced by the West. / While Helen / was beloved and glorified.’ 

The following are Helen’s words as she is mourning dead Paris: 

‘Your people have become fond of me, / while mine proved wicked – / 

this is how they treated Media.’
6
 

The cycle of S. Shanshiashvili’s poems was aimed at the rehabilitation of 

Medea’s image. The poet needed more arguments, and that is why he 

composed the story of Reno abandoned by Jason. Thus he generalized the 

issue to the level of the East and the West. 

The poets distinguished by the innovative approach to the reception of 

antiquity were absolutely traditional with respect to the Argonauts. 

2. As concerns the reception of ancient traditions, a special poetic world is 

can be distinguished among Georgian Symbolists. In fact, it is unique in terms 

of profound and intensive allusions to Greek and Roman traditions. This is 

                                                 
4
  V. Gaprindashvili, Poems, Translations, Esseys, Letters from the Poet’s Archive, Tbilisi, 1990, 

49 (in Georgian). 
5
  T. Tabidze, Works in Three Volumes, 1966, vol.1, vol. 3 (in Georgian); K. Nadiradze, Poems, 

Tbilisi, 1992 (in Georgian); V. Gaprindashvili, Poems, Tbilisi, 1988 (in Georgian). 
6
  S. Shanshiashvili, Works, vol. 1, Tbilisi, 1986, 307-311 (in Georgian). 
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the poetic world of Galaktion Tabidze. Although he was not the member of 

the Blue Horns, I find is essential to analyze his poems in this paper as he is 

the author of the best pieces of Georgian symbolic poetry. He was not con-

fined to the standards of any poetic school. Surprisingly enough, the poet, 

who can be freely called Philhellenic, whose poems abound of ancient sym-

bols and images, the principle pathos lying in the contexts made up of ancient 

images and notions, the poet whose works, either fully or partly, follow an-

cient plots, and who sometimes creates himself the world connected to vari-

ous periods of ancient history, offers no poem based on special artistic treat-

ment of the Argonaut theme. However, Galaktion uses terms and notions 

connected to the Argonaut legend at different levels of interpretation. These 

elements can be conventionally grouped into two:
7
 

1) A mythological notion is presented as a symbol or a poetic argument, but 

the use of it is limited to a few lines. The notions imply in themselves the 

information necessary to understand the fragment of the poem and are 

closely related to the general structure and conceptual design of the poem. 

2) The second group includes ancient terms and notions that tend to make up 

a system, a context relevant to the whole poem. The mythological notions 

make up a unity within the poem. In fact, the poet creates systems, al-

though small, related to the Argonaut legend. 

In Galaktion’s poems, the introduction of the Argonaut theme is always 

connected with the reminiscences of the legendary past of Georgia. As an 

example, I will cite a fragment from his poem ‘The Surami Fortress’: 

‘Kartlos came to settle in our places, / that will not justify him, / the 

Golden Fleece in Colchis in 1350 disturbs the Argonaveli (Argoan).’
8
 

The number 1350 has a very interesting position in the poem. In my 

opinion, it refers to the assumed date of the Argonauts’ expedition. 

Obviously, through the key terms of the fragment Galaktion tries to link with 

each other Greek and Georgian traditional information as he presents the 

ancient past of Georgia. I would also like to dwell on one interesting element. 

The poet repeatedly uses the Greek appellation Argonaut through the form 

Argonaveli – Argoan. Evidently, either intentionally or unintentionally the 

poet reflects the Greek suffix of the appellation and makes it sound Georgian. 

As a result, he receives Argonaveli – Argoan. The poetic interpretation of the 

episodically used mythological image attests not only to the original poetic 

vision of Galaktion, but also to his profound awareness of each notion and his 

surprising ability to present poetic images in a double way: traditionally as 

                                                 
7
  K. Gardapkhadze, Ancient Terms and Notions in the Poetic Language of Galaktion, Tbilisi, 

1995 (in Georgian). 
8
  G. Tabidze, Works in Twelve Volumes, 1996, vol. 7, 241 (in Georgian). 
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well as ingeniously and innovatively. As an example, I will cite another 

poem, which does not have a title. Here the poet puts a question:  

What is gold / in the boundless blue of Achara?’ 

Along with the explanations that follow the question, we come across the 

following lines: 

‘The belt of the Argonauts / the cloud in colorfulness.’
9
 

So, the gold of Achara refers to something that is the most precious in 

Achara, including the legendary past, among whose most renowned pages are 

the Argonauts’ voyage. Colorfulness is the characteristic property of Acharian 

sky and nature, which is the Acharian ‘gold’, while the Argonauts with belts, 

who have come to Achara to take away the gold, bring in a certain conflict. 

Doubtlessly, the poet created an absolutely extraordinary poetic image. ‘The 

cloud of the Argonauts’ belt’ can be interpreted as the symbol of the shadow 

which brings a conflict into the harmonious world. Remarkably, the above-

mentioned poem is the only piece where the Argonauts’ voyage is presented 

in a negative context. Galaktion is not interested in the outcome of the 

voyage. He is more concerned with what is related to the glory of Colchis. So, 

it is noteworthy that the terms used by Galaktion lack the meaning of 

oppositeness, characteristic of Greek mythological information and Georgian 

literary tradition. If we go back to the term ‘Argonaveli’, in Galaktion’s poem 

it has a positive sense and as it was mentioned above, acts as an indicator 

supposed to link the glorious past of Georgia with the most significant values 

of world culture. The same is true about Medea. Medea’s activities in Greece 

escape Galaktion’s attention. The poet is interested in Medea as the symbol of 

Colchian fame and therefore, presents the name as the symbol synonymous of 

Colchis. Other terms related to Colchis (Phasis, Ea, Dioskuria, etc.) also have 

a double function: on the one hand, they facilitate poetic reflection of 

mythological information as a system and are consequently used in their 

traditional meaning, and on the other hand, they convey the glory of Colchis. 

The above-mentioned leads to the conclusion that the originality of 

Georgian symbolism was best exposed in the development of ancient themes, 

and in particular, of the Argonaut theme. The study revealed two different 

pictures: on the one hand, we have the literature, Galaktion Tabidze’s poetry, 

which lacks the meaning of opposition characteristic of Georgian literature in 

general; however, it does not offer even a single case of special literary 

treatment of the theme. On the other hand, we have a group of poets, who 

although were distinguished by their original outlook and innovative attitude 

towards the reception of ancient culture, remain nevertheless biased as 

concerns the treatment of the Argonaut theme.  

                                                 
9
  G. Tabidze, Works in Twelve Volumes, Tbilisi, 1994, vol. 1, 279 (in Georgian). 
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Nikolai Gochev (Sofia) 

APOLLONIUS RHODIUS IN THE MODERN LITERATURE: 
THE INTERPRETATION OF ROBERT GRAVES 

1. The unsuccessful First Version 

In the postscript to his novel "The Golden Fleece" Graves tells us the 

following: 

"When he recited the poem or a part of it in the Muses` Hall, he was met 

with a storm of hissing, caterwauling and a storm of plates for writing. He 

went away relatively safe and sound, but was afraid of a public persecution, 

because his rival, the court poet Callimachus declared him a "abominable 

ibis"; and he decided to leave Alexandria for a time. After several years he 

returned and recited publicly the revised version which got ovations even 

from his former enemies; so that after the position of a curator of the Library 

was vacated, king Ptolemy naturally appointed him as the next curator.
1
  

The original version is not preserved, but its defect hardly was a lack of 

sonority and fascination. More probably, relying on the support of the 

Alexandrian women, Apollonius revealed in his epic too honestly the 

humiliations of Zeus by the Moon Goddess: what provoked the anger of their 

husbands."  

And a little after: 

"The mysteries that were added to the ordinary Greek rites from the 

classical epoch, were nothing other than revelation of ancient religious secrets 

to people, who weren’t expected to divulge them in order to cause a public 

                                                 
1
   Graves freely retells the two short Vitae Apollonii, published in the edition of the Scholia (C. 

Wendel, Berlin, 1935). There we find no mention about hissing, caterwauling or plate throwing, 

but the rest is exact – the anonymous authors indeed say, that the Apollonius work at first was 

met negatively, but the second version was applauded (Zlatnoto runo. Pohodat na argonavtite, 

504-505. See note 2). 



Apollonius Rhodius in the Modern Literature:... 

 

191 

scandal; and in these mysteries the object of worship was the Goddess 

Mother… I believe, that the chief error of Apollonius was that he recited in a 

public hall a version of the Golden Fleece’s tale, based upon ancient sources; 

and that this version sounded to the initiated as a desecration of their most 

deeply cherished religious beliefs."
2
 

2. The version of Graves 

The novel of Graves, although captivating and written with a good sense 

of humour, contains at some places his view on the "real history" of the Greek 

Gods, expressed in a simple, straightforward and rather too prosaic way. 

These passages do not look like parts of a book of fiction. In them he 

declares, that the old, non-Achaean (and moreover non-Indo-European) 

population of Thessaly, and even of all Greece, named "pelasgoi" worshiped 

one supreme female deity – the "Triple Goddess" (or the "White Goddess") – 

in different persons and named her with different names. The first (and the 

more peaceful) Greeks, coming from North – the Ionians and the Aeolians 

(called Minyans as well) – joined this matriarchal cult.  

But the Achaeans, who invaded the peninsula several centuries later, 

imposed by force the cult to the God-Father and Warrior. They reformed (in a 

council at Olympia, convoked especially for this purpose) the local religion, 

created the classic pantheon with six gods and six goddesses, proclaimed the 

Goddess sister and obedient wife of Zeus and began to pursue the people who 

persisted in their adherence to the old religion.
3
  

Otherwise the novel gives us a detailed account of the expedition, where 

virtually all sources for the Argonauts have been taken into consideration. 

Graves mentions them in the postscript. Except Apollonius, we have the 

versions of Pindar, Apollodorus, Diodorus of Sicily and Valerius Flaccus – all 

of whom, although in different style and length, present the full story. Some 

separate episodes are poetically adapted by Euripides in the famous tragedy; 

there are Theocritus and Ovid too; lastly, the scarce (but important, regarding 

its early age) information, given by Herodotus. Of course, there are a number 

of sources of minor importance.  

There is a passage in the postscript, concerning the temporal standpoint of 

the teller, on which I would like to draw your attention. On the p. 511 Graves 

says:  

"I render the story of Argonauts in the form of a historical tale; and every 

author of history must clearly express his point of view in the time. In this 

                                                 
2
  During the work on this paper I was using the Bulgarian translation of the "Fleece" – Robert 

Greivs, Zlatnoto runo. Pohodat na argonavtite, translation by I. Vaseva, Fakel, 1993. The re-

verse translation to English is mine, N.G.   
3
  Ch. III, "The Rise of the Olympians", Zlatnoto runo, 40-50.  
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case it would be inappropriate to tell it in the style of the XIII cent. B.C. – this 

would mean to write using poetic pictograms. It would be equally inadequate 

to write it from a present day position, because then I would have been 

compelled to render the dialogues in an unsuitably contemporary style; 

besides, that would have hindered me to believe sincerely the story.  

The only plausible decision was to depict the events from the viewpoint of 

an epoch, when the faith in the legend was still alive, but preserving the 

necessary critical objectivity; and with a clear, but, on the same time, serious 

literary expression. This is the reason for using in some places phrases like 

"till the present day", and "today". The last page will suggest to the historians, 

that "today" means "no later than 146 B.C.", when Lucius Mummius sacks 

Corinthos. This is the year, when Argo, put in the temple of Poseidon, 

disappears for ever – maybe reduced to a heap of splinters by the drunken 

Roman soldiers." 

What the Graves’ reader could add, is that the story seems to be told by 

somebody, who knows who are the "real" ones among the Greek Gods, 

although prefers to represent priests, clairvoyants and believing-in-gods 

heroes rather than the gods themselves. And their "real" relations are the ones 

Graves sees as a historian of mythology, a poet and perhaps a psychologist. 

The main point is the superiority of the female Goddess, whose power over 

the mankind is usurped by her rebellious son; but usurped not without her 

condescending consent.  

3. "The White Goddess" as aesthetic and history-of-culture manifesto 

The information I got about Graves when working on this paper, made me 

suppose that the "The White Goddess" is his most popular non-poetic and 

non-fictional text.  

I’ll say several words about this book not only because the theory, 

presented in it, practically coincides with the views of the teller in the 

"Golden Fleece", but also because – as Graves himself tells us – the very idea 

of this long essay was born in the process of the work on the novel. This 

explains why the two books appear in a relatively short time: the first edition 

of the "Fleece" is in 1944, and this of the "Goddess" – in 1948.
4
 In a 

concluding note, written for the edition from 1960 he tells the following:  

"I am often asked how I took to write the "White Goddess". The history is 

as follows.  

In 1944 in a village in Devonshire, when I fled from the present day by 

working on a historical novel of the Argonauts, my work suddenly was 

interrupted. An obsessing idea forced me to get involved in the study of a 

                                                 
4
  See the biography of Graves by Dr. Ian Firla – http://www.robertgraves.org/bio.php 
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subject I still didn’t know and didn’t understand. I stopped to trace on the vast 

military map of the Black Sea (and with the help of mythographs) the course 

of the Argonauts ship, who sailed from the Bosporus to Baku and back. 

Instead, I was thinking about the mysterious Battle of the Trees, which 

occurred in ancient Britain, and all night I couldn’t find peace; and the next 

day too, so that my pen barely followed my thoughts. For three weeks I wrote 

a book in 70 thousand words... 

I’m not a mystic and I always avoided involvement in witchcraft, 

spiritualistic séances and yoga exercises; I never listened to predictions, 

didn’t believe in automatic writing and so on. I live a simple peasant kind of 

life in the circle of my family and of a large number of mentally healthy and 

intelligent friends. I do not belong to any religious cult or secret society or 

philosophical sect, and I also don’t trust my historic intuition, if it couldn’t be 

verified by the facts. 

But working on the book on the Argonauts, I discovered that the White 

Goddess of mount Pelion becomes more and more important for my 

narrative... I, who suddenly fell under the power of the European White 

Goddess, wrote about her totems in the context of the Argonauts’ story and 

plunged in the ancient secrets of her cult Wales, Ireland and all over the 

world.  

When, immediately after the war, I returned to Majorca, I started working 

again on the book which I already called "The White Goddess", and wrote in 

more details about the Holy King as a divine victim of the Moon Goddess, 

keeping in mind that every poet, who honours his Muse, should somehow die 

for his Goddess whom he worships – just like the King died..."
5
  

4. Graves and the new Western spirituality 

These facts I drew your attention on, give us reason to admit, that the 

story of the Golden Fleece whose largest version we owe to Apollonius, 

influenced the views of R. Graves as a poet and as a historian, and at the same 

time was artistically worked out by him on the ground of these same views. It 

seems, that the Graves’ "Fleece" is expected to be read as the "real story" of 

the Argonauts, told from the viewpoint of an enlightened but at the same time 

initiated Greek author from the last centuries B.C.  

Besides, "The Golden Fleece" is produced according to a conception for 

the ancient mythology and the western religion, which, as Graves suggests, is 

                                                 
5
  This text, together with the full Russian translation of the "White Goddess" is available at 

http://www.druids.celtica.ru/page.php?pagename=greivs. Russian translation by L. Volodar-

skaja. The reverse English translation is mine.  

http://www.druids.celtica.ru/page.php?pagename=greivs
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founded largely on the mythological researches of J. G. Frazer.
6
 They both 

belong to a tradition in the European humanities, whose representatives do 

not regard themselves as Christians, reject the Eurocentrism and work for the 

cultural emancipation of the East and in general of the non-Western world 

from the European (or Euro-American) domination. Lastly, they are people 

who oppose the spirit of the classical European academism and try to 

reconsider the role of the university in the Western societies and its claim to 

dominate the education and even the spiritual life of the West.  

This tradition include and is supported by many influential non-academic 

intellectuals, among whom I would prefer to mention the English and 

American followers of Mme H. Blavatsky; a little earlier, Schopenhauer and 

Nietzsche in Germany; and from the XVIII century – Voltaire.  

The new that Graves is offering us, is that he writes a lot of poetry and 

thinks about himself mainly as a poet; that, secondly, in difference to 

Blavatsky, he doesn’t pretend for possessing any exceptional spiritual 

abilities; and thirdly, what seems to me very important, he lived two terrible 

wars. Maybe exactly this experience gave him strong reason to doubt the 

alleged superiority of Western civilization and the truth of its main religion. 

But nevertheless he expresses a kind of religious hope. At the end of his 

conclusion to the "White Goddess" from 1960 he writes:  

"The idea of a Creating Goddess was rejected by the Christian theologians 

almost two thousand years ago, and by the Jewish theologians even earlier. 

Most scientists, caring for their social comfort, worship God; but nevertheless 

I do not understand why a belief in the creation of the universe by a God-

Father seems to them more scientific than the belief in the creation of this 

artificial system by a Goddess-Mother...  

Since the source of creative power in poetry is not the scientific 

education, but the inspiration (no matter what the scientists would say), then 

why not name as its source the Lunar Muse, since in Europe this is the oldest 

and most common term defining the source of inspiration? According to the 

ancient tradition, the White Goddess appears through human beings – that 

could be a priestess, a prophetess, a queen mother. No poet, dedicated to the 

Muse, thinks about the Muse herself, but always thinks about the woman, in 

whom the Goddess at least partially is incarnated; just like an Apollonian poet 

                                                 
6
  "Sir James Frazer was able to keep his beautiful rooms at Trinity College, Cambridge, until his 

death by carefully and methodically sailing all around his dangerous subject, as if charting the 
coastline of a forbidden island without actually committing himself to a declaration that it 

existed. What he was saying-not-saying was that Christian legend, dogma and ritual are the 

refinement of a great body of primitive and even barbarous beliefs, and that almost the only 

original element in Christianity is the personality of Jesus." ("The Whites Goddess", ch. XIII, 

cited also in the article "The White Goddess" in the English Wikipedia).  

http://en.wikipedia.org/wiki/Trinity_College%2C_Cambridge
http://en.wikipedia.org/wiki/University_of_Cambridge
http://en.wikipedia.org/wiki/Christianity
http://en.wikipedia.org/wiki/Legend
http://en.wikipedia.org/wiki/Dogma
http://en.wikipedia.org/wiki/Ritual
http://en.wikipedia.org/wiki/Barbarian
http://en.wikipedia.org/wiki/Jesus
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is unable to perform properly his function, if he doesn’t live under the power 

of a monarchy or quasi-monarchy. But the poet, who really worships the 

Muse, is capable to distinguish between the Goddess as the supreme 

incarnation of power, glory, wisdom and female love from one hand, and the 

ordinary woman, whom the Goddess makes Her representative for a month, a 

year, seven years or perhaps more – from another hand. The Goddess is 

eternal, and perhaps he will know Her again through another woman.  

Prophets like Moses, John the Baptist or Mohammed, speaking in the 

name of the male deity, say: "So said God!" I am not a prophet of the White 

Goddess and I’ll never venture to utter: "So said Goddess!" But since poetry 

came to the world, the poets, who worship the Muse, usually speak with love: 

"In all the universe there is nobody above the Triple Goddess!"" 

5. A reader’s impression 

At a certain place
7
 Graves says, that a poet might be evaluated as such, 

taking into consideration the degree in which he is familiar with the Goddess 

and is able to depict "Her and Her island". And adds: "Shakespeare had 

known her and had been afraid of her."
8
 As a reader of Graves I would dare to 

share, that even before the acquaintance with this book, I already was 

convinced that he is obsessed by a painful fear of the presence of a kind of 

woman. She is a woman, longing for power, who establishes a relationship 

with an influential man, dominates him and weaves intrigues against 

everybody else, hoping to rule through him. She does not love him, but uses 

him and is always ready to sacrifice him and to look for another, who would 

fit for the same purpose. Livia in "I, Claudius" is like that, Theodora and 

Antonina in "Count Velisarius" are like that, Ino, in the very beginning of the 

"Fleece" is like that. They are images of a woman, who exerts over the man 

the power, given to her from the Goddess and thus revenges for the 

subjugation, imposed on her by force and counter-naturally in the epoch of 

the old Achaeans. She is not a personification of the Muse, but of Hecate. 

Graves was afraid of this woman.  

                                                 
7
  "The White Goddess", ch. I.  

8
  Ibidem, ch. XXIV.  
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MEDEA IN A. EMBIRIKOS’ ARGO OR AEROSTAT FLIGHT 

Andreas Embirikos, a well-known Greek surrealist poet offers another 

interesting interpretation of the Argonaut theme in his prose work Argo or 

Aerostat Flight. 

The writer does not follow the story-line of the myth, as it could be 

expected, but offers an interesting attempt of surrealistic interpretation of the 

myth. Various lexical units, characters and scenes, chaotically scattered in the 

work, allude to the Argonauts’ voyage and the tragic story of Jason and 

Medea. 

The plot of Andreas Embirikos’ work follows two story-lines. The first is 

the family drama of a history lecturer of the Santa Fe De Bogotá University, 

and the second is the flight of the aerostat Argo. In the present paper, I will 

not dwell on how the pathos of the entire Argonaut legend is rendered in the 

work; neither will I focus on its psychoanalytical aspect. The objective of the 

paper is to find out if the work reflects Medea’s image, and if so, comment on 

the Embirikos’ interpretation of the mythical character. It is very important to 

bear in mind that Argo or Aerostat Flight is a surrealistic work, where the 

subconscious is more important than the conscious, and where associative 

thought prevails. However, the subconscious does not necessarily mean 

ununderstandable, existing somewhere beyond logics. Much of what 

represents the product of the subconscious in an artistic work is definitely 

perceptible, irrespective of whether the process of its artistic accomplishment 

is prevailed by a logical or intuitive principle. We can see there beauty as well 

as sense, and receive semantic as well as aesthetic information. 

It should be stated from the very start that neither of the so-called 

characters of the work is directly and unambiguously related to Medea. In my 

opinion, Medea’s image is reflected in all the six female characters of the 

work. Each of them is associated either with a particular character trait of the 
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traditional mythical image, or with one of the motifs of her story. In my 

opinion, eight associative elements can be singled out in Embirikos’ work: 1. 

Woman’s affection for the man who is unacceptable for her parents; 2. 

Woman’s relationship with the world of plants; 3. Unfaithfulness and 

jealousy; 4. Sister-and-brother relationship; 5. The call against murdering the 

innocent; 6 Prophetic gift; 7. Abduction of a woman with the Argo; 8. 

Miraculous ascension to the sky. Now let us consider how these motifs are 

developed in the work and what associations they may stir. 

1. One of the central characters of the work is an eighteen-year-old Colum-

bian girl, Carlotta, the daughter of Don Pedro Ramirez, who is in love with 

her neighbour, a rich farmer Pablo Gonsalez. Although Carlotta’s father is 

categorically against their love, the girl goes on seeing Pablo. Her father 

threatens that if she does not stop seeing him, he will take her back to the 

convent. Besides, Carlotta’s father does not allow her to attend the most sig-

nificant celebration of the city, the flight of the Argo. 

   In this particular case, Carlotta is associated with Medea, who falls in love 

with Jason. Pablo Gonsalez, the ineligible suitor in the eyes of Carlotta’s fa-

ther, is associated with Jason, who came to Aeetes with unfriendly intentions. 

Carlotta, who goes against her father’s will, resembles Medea, who betrayed 

her father. 

2. Every time when Carlotta appears in the story, she is either holding a bunch 

of flowers in her hands, or is surrounded with flowers. "Dressed in a loose 

skirt, and holding a bunch of flowers in her hands, she was running to him"
1
, 

"... the branches of trees and bushes swiftly filled up with flowers and birds 

and fruit, and eighteen-year-old Carlotta – as the girl has now become Carlot-

ta – stood beneath the trees and waited as Donna Isabella."
2 The setting for 

love relations between Carlotta and Pablo, and for her death, is the garden, the 

hay-stack.
3 Carlotta’s world, filled with flowers and plants, may also be asso-

ciated with Medea, whom the goddess Hecate taught how to prepare magic 

drugs. Owing to this divine knowledge, Medea is intrinsically linked with the 

world of plants in ancient tradition. 

3. Another significant female character of the work is Isabella, Carlotta’s 

mother and Don Pedro Ramirez’ wife, who died young from some disease. 

The author characterizes her as a jealous wife. However, Isabella’ jealousy is 

not ungrounded as Don Pedro is notorious for his love affairs. In this case, 

parallels can be drawn between Isabella, abandoned by Don Pedro, and Me-

                                                 
1
  Α. Εμπειρίκος, Αργώ ή πλοσς αεροστάτοσ, ύψιλον/βιβλία, 1980, 14. 

2
  Ibid., 28-29. 

3
  Α. Εμπειρίκος, Αργώ ή πλοσς αεροστάτοσ, ύψιλον/βιβλία, 1980, 67. 
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dea, abandoned by Jason." ... You pretend, you say you love her and play the 

role of a lover with the woman whom you do not love any more"
4 – these are 

the thoughts of Don Pedro Ramirez, whose love for his wife has faded away. 

At a certain stage, he realizes that he does not love his wife Isabella any more 

– analogically with Jason, who, after years of happy life with Medea, decides 

to break up his family ties and marry Creusa, the daughter of Creon, king of 

Corinth. In my opinion, this episode accentuates the motif of husband’s un-

faithfulness and loss of love for one’s wife, which reminds of Euripides’ tra-

gedy. 

4. A female image of relatively less significance is a fifteen-year-old acroba-

tess, who performed acrobatic tricks at the ceremony of the flight and at-

tracted people’s attention. However, the majority of the crowd was viewing 

the gigantic sphere. Interestingly, the girl was accompanied with her brother, 

who was playing the tambourine. The acrobatess and her brother may be re-

lated to the ‘sister-and-brother’ theme of the Argonaut legend. They may be 

associated with Medea and Apsyrtus, who on Aeetes’ order pursued Medea 

after she left Colchis together with the Argonauts. 

5. Another female character of the work is a likewise fifteen-year-old girl, 

who attended the ceremony. When a photographer took up a camera to take a 

picture of the people on board the Argo, she shrieked in a desperate voice: 

‘Don’t kill, don’t kill ... they are innocent’, and fell down unconscious. In my 

mind, this quite unexpected yell is the repercussion of the scene of child-

slaughter in Euripides’ tragedy.
5 

Another female character is an old matchmaker, who emerges from the 

crowd gathered at the ceremony and prophesies an earth-quake in Santa Fe 

De Bogotá. In my opinion, this scene is associated with Medea’s prophetic 

gift, which is clearly presented in the Forth Pythian Ode of Pindar: ‘Hear me, 

sons of great-heatred men and gods. I declare that one day from this sea-

beaten land the daughter of Epaphos will have planted within her a root of 

famous cities at the foundations of Zeus Ammon.’
6
  

6. Likewise noteworthy is the image of Marianna, who is not in fact a real 

character – she is the fruit of Ernesto Larie-Nanse’s imagination. Ernesto is a 

Frenchman, who is among the people on board the Argo. She is a prostitute, 

who asks the Frenchman to kill two peasants, and promises to stay with him 

                                                 
4
  Ibid., 22.  

5
  Euripides, Medea, Everyman’s Library, The Plays of Euripides in English, translated by M. 

Wodhull, 1934, 111. 
6  Pindar, Olympian Odes, Pythian Odes, The Fourth Pythian Ode, 14-15, the Loeb Classical 

Library, Harward University Press, Cambridge, Massachussets, London, England, University 

Press, 2002.  
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overnight. Marianna, existing in Ernesto’s imagination, can be associated 

with vengeance and the murder of Creon and his daughter. Three interesting 

details can be singled out: the requirement to kill the peasant women, the 

death of a man in black and Marianna’s words ‘I will show them who the real 

whore is ...’. Marianna’s wish to have the peasant women killed is motivated 

by her desire to revenge. This phrase can be related to quite a number of 

words from Euripides’ Medea expressing Medea’ haughtiness. 

7. Another important character of the work is a fifteen-year-old girl with 

chocolate-colour complexion, an inmate of a children’s asylum, who is also 

attending the ceremony. She presents a Russian admiral, Verkhoi, with a par-

rot sitting in a cage on behalf of the inmates of the asylum. The admiral on his 

part takes her up in his arms, kisses her and gives her a golden watch. He is 

so fascinated with the girl that as the Argo is taking up, he jumps out, seizes 

the girl and takes her with him to the Argo. This episode stirs miscellaneous 

associations: the golden watch and the Golden Fleece, the Aerostat Argo and 

the ship Argo, the Argo’s flying up to the sky, and the chariot of Helios, the 

Aerostat Argo takes away a woman, which may be the repercussion of the 

abduction of Medea with the Argo, while the ascension of the chocolate-

colour girl, sitting in the Aerostat, can be associated with the Euripidean 

scene when a chariot sent by Helios carries away Medea and her dead child-

ren.
7 It is not difficult to trace parallels between the girl and Medea as well as 

between admiral Verkhoi and Jason. 
So, Medea can be regarded as the prototype of the female characters of 

Argo or Aerostat Flight by A. Embirikos. The mythological image is pre-

sented through various aspects. Very often, the character of Embirikos’ work 

is not even mentioned by name. Even an almost unknown, peripheral charac-

ter can stir associations with Medea. Carlotta in love and Medea in love – the 

choice of both is unacceptable for their fathers; Carlotta’s and Medea’s 

relationship with plants; the acrobatess and her brother – Medea and 

Apsyrtus; the chocolate-colour girl, abducted by the Russian admiral, and 

Medea taken away by Jason; jealous Isabella and jealous Medea, both 

abandoned, as their husbands’ love for them has faded away; vengeful and 

haughty Medea and Marianna. Although Medea is not mentioned in 

Embirikos’ work, all the female images of it imply certain elements or motifs, 

the unity of which is related to the integrated image of Euripides’ Medea. All 

key aspects of Medea’s image can be found in the six female characters of the 

work; although the author does not repeat the story of Medea and Jason, the 

impression it leaves is definitely associated with the myth. The application of 

                                                 
7
  Euripides, Medea, 1934, 112. 
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particular traits of the single image of Medea to several characters does not 

appear unnatural for the surrealistic principle of thought. 

The work of Embirikos unites the elements, which although do not make 

up a single logical context, are anyway distinguished for their clearly 

expressed definiteness, which I would even call their mimetic nature. A. 

Embirikos’ Argo or Aerostat Flight is another proof to attest to the idea that 

in his creations, associative links may be distinct and even systemic, as 

Embirikos amply presented the traits and motifs related to the traditional 

image of Medea through the female characters of the work.  
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NEW INFORMATION ABOUT THE PLANTS  
FROM MEDEA’S GARDEN AND THEIR USE FOR MEDICAL 

PURPOSES IN TRADITIONAL AND MODERN MEDICINE 

The story of Medea and the Argonauts is eventually unwrapped of its 
mythological veil. The existence in ancient Colchis (the 13th-12th centuries) of 
a garden with healing plants associated with Medea’s name was studied as 
early as by Greek and Roman authors of ancient world. 

  Later, a German scholar, Ioakhim Kurt Shprengel (1766-1833) started 
his works about the History of Medicine with a chapter devoted to ancient 
Colchian medicine. Referring to the sources available (mostly Greek and 
Roman), he argued that none of the countries but ancient Colchis was known 
as the initial cradle of world medical culture. Moreover, he regarded the 
widely admitted medicine of the kingdom of Pontus as the successor to the 
Colchian medicine. He noted that the origins of the world medicine were 
rooted in Colchian civilization. Referring to various initial sources, and 
mostly to the "Orphic Argonautica" by pseudo-Orpheus, he studied the 
healing plants growing in the kingdom of Pontus, the Caucasus, Iberia and 
Colchis, namely in Medea’s Garden. Having studied medical properties of 
these plans, he stated that Medea used to prepare various medications, 
poisons and anti-poisons, which later Mithridates the Eupator, the great king 
of Pontus, used in his medical practice as remedies against a number of 
diseases, cases of intoxication and poisoning.1  

                                                 
1  Sprengel K., Test Versuch einer pragmatichen Geschicte der Arzneykunder. Zweyter Abschnitt, 

Alteste Kolchische Medicin, Halle, 1821, 44-55. 
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 A Georgian scholar and physician, professor Mikheil Shengelia (1916-
1999), devoted several researches to the issues on the locality of Medea’s 
Garden, to collecting information about the plants growing therein and about 
their habitat, as well as to the identification of their names. In his work he 
analyzed in detail notes and fragments attested in various initial sources, once 
again pointed to the actual existence of the garden and offered relatively fresh 
and comprehensive information about the names of 58 plants.2 

  Our studies targeted the following directions:  

1. Specify the names of the plants growing in Medea’s Garden and 
identify them;  

2. Look for the information about the use of these plants in traditional 
medicine.  

3. Look for the information about the use of these plants in modern 
medicine.  

According to the "Orphic Aurgonautica", on the garden territory grew 29 
species (the work offers a list of these species) and many poisoning herbs (the 
latter are not listed). The sorceress Medea, with the help of Artemis (Hecate) 
used to gather here healing herbs.3 

 The "Orphic Argonautica" is translated into Georgian by N. Melashvili. 
She notes that the author of the "Orphic Argonautica" had perfect knowledge 
of nature. Having done her best to provide comprehensive comments, the 
author nevertheless admits that the nomenclature should be studied by 
experts.4 

 K. Shprengel did not even discuss the first three plants of Medea’s 
garden, and commented on the rest 26 according to the works of Dioscurides, 
Pliny, Theophrastus and Galen.5 

 M. Shengelia almost shared the idea of identification of these plants; he 
only completed the plant list with the ones from K. Shprengel’s work. He 
noted that according to K. Shprengel’s data, 36 species grew in Medea’s 
garden. However, Ch. D. Kuptsis added 5 more species to the list of the plants 
growing in Medea’s garden. Such inclusion could have been based on various 
sources, or on the interpretation of the "Orphic Argonautica".6 

 We have put together the results of K. Shprengel and M. Shengelia only 
with regard to Medea’s garden. We found it necessary to present the existing 

                                                 
2  Shengelia M., Ancient Colchian-Iberian Medicine, Tbilisi, 1979, 203 (in Georgian). 
3  Orphica, Rec G. Hermenus, Lipsiae, 1805, (916-925), 168-170 (in Greek). 
4  Pseudo-Orpheus, Argonautica, Translated by N. Melashvili, Tbilisi, 1977, 39, 123 (in Georgian). 
5  Sprengel K., Test of Pragmatic History of Medical Art, Article 2, Ancient Colchian Medicine, 

Halle, 1821, 44-55. 
6  Shengelia M., Ancient Colchian-Iberian Medicine, Tbilisi, 1979, 203 (in Georgian). 
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data side by side, in a single table in order to compare them and venture our 
own opinion on the definition of particular plants’ names.  

The table of the versions to be compared: 

The sequence 
follows the 
one in the 
"Orphic 
Argonautica" 

K. Sprengel’s 
version 

M. Shengelia’s 
version 

Our version 

1. davfnai 1. - 1. Laurus nobilis 1. Laurus   
nobilis 

2. kravneiai 2. - 2. Cornus mas  
 

2.Cornus mas 
 

3. platavnisoi 3.- 
 

3. Platanus 
occidentalis,  
P. Orientalis 

3. Platanus 
orientalis 
 

4. ajsfovdelo" 4. Asphodelus 
ramosus 

4. Asphodelus 
ramosus 

4. Asphodeline 
 

5. kluvmenov" 5. Lathyrus 
clymenum  

5. Lathyrus 
climenum 

5. Lathyrus 
climenum  

6. ajdivanto" 6. Adiantum 
capillus  

6. Adiantum 
capillus 

6. Adiantum 
capillus-veneris 

7. qrivon 7. Solanum 
insanum 
 

7. Solanum 
insanum, 
S. dulcamara  

7. Solanum 
dulcamara 
 

8. kivpeiron 8. Cyperus 
rotundus 

8. Cyperus 
rotundus 

8. Cyperus 
rotundus 

9. ajri;serewvn 9. Verbena supina 
 

9. Verbena 
supina, 
V. officinalis 

9. Verbena 
officinalis 
 

10. aj-
nemwvnh 

10. Anemone 
coronaria  
 

10. Anemona 
coronaria, 
 A. fascicularis 

10. Anemone 
fasciculata 

11. o{rminon 11. Salvia 
horminum  
 

11. Salvia 
horminum,  
S. officinalis 

11. Horminum 
 

12. eijrivsi-
mon 

12. Sisymbrium 
polyceratum 
 

12. Sisimbrium 
policeratum.  
S. irio, S. loeselli, 
S. officinalis  

12. Iris lazica  
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13. kiklamiJ" 13. Cyclamen 
hederaefolium  
 

13. Cyclamen 
europaeum,  
C. persicum, 
C. ibericum  

13. Cyclamen 
 

14. soicav" 14. Lavandula 
stoechas 

14. Lavandula 
stoechas 

14. Lavandula 
stoechas 

15. paionivh 15. Peonia 
officinalis, 
P. corallina 
 

15. Peonia 
officinalis,  
P. abchasica, 
P. tenuifolia,  
P. caucasica,  
P. carthalinica 

15. Peonia 
officinalis 
 

16. kavterne" 16. Mentha 
cervina 
 

16. Mentha 
aquatica,  
M. longifolia,  
M. piperita,  
M. pulegium 

16. We could 
not determine 
 

17. mandra-
govrh" 

17. Atropa 
mandragora 

17. Mandragora 
officinalis  

17. Mandragora 
officinalis  

18. povliovn 18. Teucrium 
montanum  
 

18. Teucrium 
montanum, 
T. chamaedrus, 
T. polium 

18. Teucrium 
trapezunticum 
 

19. divktam-
non: 

19. Origanum 
dictamnus 
 

19. Origanum 
dictamnus,  
O. maiorana, 
O. vulgare 

19. Origanum 
dictamnus  
 

20. krovko" 20. Krokus 
 

20. Crocus 
sativus, 
C. speciosus 

20. Crocus 
sativus 
 

21. kavrda-
mon: 

21. Lepidium 
sativum 
 

21. Lepidium 
sativum,  
L. campestre 

21. Eletteria 
cardamomum 
 

22. kh'mo" 
 

22. Micropus 
erectus 

22. Micropus 
erectus 

22. Micropus 
erectus 

23. smivlax 23. Smilax aspera 
 

23. Smilax aspera 23. Similax 
aspera 

24. camaivmh-
lon 

24. Matricaria 
chamomilla, 
Anthemis nobilis, 

24. Matricaria 
chamomilla, 
Anthemis nobilis, 

24. 
Chamomilla 
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Pyrethrum 
parthenium 

Pyrethrum 
parthenium 

25. mhvkwn 25. Glaucium 
luteum 

25. Glaucium 
luteum 

25. Glaucium 

26. ajlkeivh 26. Malva 
tournefortiana  

26. Malva 
tournefortiana 

26. Malva 
 

27. pavnake" 27. Ferula 
opopanax, 
Pastinaca lucida, 
Echinophora 
tenuifolia  

27. Ferula 
opopanax,  
F. assafoetida,  
F. galbaniflua 

27. Ferula 
opopanax 

28. kavrpason 28. Valeriana 
tuberosa 

28. Valeriana 
tuberosa,  
V. officinalis 

28. Carpesium 
 

29. ajkovniton 29. Aconiton 
cammarum, 
A. lycoctonum, 
A. ochroleucum 

29. Aconitum 
caucasicum,  
A. tuscheticum, 
A. anthora 

29. Aconitum 
orientale  
 

 
 Botanical-systematic and taxonomic study, taking into account ecotopo-

logical data, enabled us to trace corrections in past examinations. We 
identified the names of 28 different plants. As shown in the table, seven 
plants were identified at the level of genus, twenty-one – at the level of 
species, and their binary nomenclature was indicated. We have modified the 
binary nomenclature of five plants, we couldn’t agree with description of one 
plant: in particular, in the "Orphic Argonautica", kavterne" is characterized as 
having many branches (polivknhmovn), but in a Latin footnote it is presented 
as a variety (kateivdwlo"), which is a vascular plant (katavdendro") with 
multiple (multiplicandi) bended down (katav) leaves. Its morphological 
structure is different from the Mentha kind.7  

 The study revealed that part of those plants is still widespread within as 
well as outside Georgia. None of them is a Georgian endem, some were 
brought into Georgia and are cultivated here at present as well, while others 

                                                 
7  Orphica, 1805, (916-925), 168-170 (In Greek); Dhmhtravkh" D., Mevga lexiko;n th'" 

eJllhnikh'" glwvssh", V, Aqhvnai, 1939; Hederici  B., Lexicon Graeco-Latinum et Latino-
Graecum, Romae, MDCCC, XXXII; Pape W., Griechiche-Deutsches Bandworterbuch. 
Braunschweig, I, 1908; Gagnidze R., Vascular Plants of the Georgian Nomenclatural Cata-
logue, Tbilisi, 2005, 247. 
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do not grow in Georgia; they used to be imported from foreign countries and 
are still imported nowadays.8 

 Medea successfully applied medical plants growing in her garden for the 
treatment of various diseases, for relieving symptoms or for preventive 
purposes. According to Greek-Roman sources, Medea used to treat 
barrenness, psychical diseases, various kinds of wounds, she could relieve 
pain symptoms. For these purposes, she applied ointments, which she 
prepared with her own hands, she was skilled in cosmetic manipulations, etc. 
However, it is not specified which particular plant or combination of plants 
she used in each particular case. 

 We attempted to collect information about the use of the plants from 
Medea’s garden in traditional medicine. Such information survived through 
written records as well as oral tradition.  

 For this purpose we examined eight Georgian medical manuscripts of the 
10th-18th centuries. Four of them had been studied and published by various 
authors; we treated the remaining four manuscripts as well and prepared them 
for publication.9 

 We also studied Georgian medical-ethnological material, which we 
collected during scientific expeditions. Systematization and analyses showed 
us that the material includes centuries-old information about healing plants 
that used to be applied and were approved.10 

 We also collected information from modern medical literature about the 
remedial properties of the plants from Medea’s Garden and evaluated its 
authenticity. 

 In compliance with the materials obtained, we grouped the plants into the 
following categories: 

                                                 
8  Makashvili A., Botanical Dictionary, Tbilisi, 1951, 260 (in Georgian); Гроссгейм A., 

Растителъные богатства Кавказа, Москва, 1952, 611; The Flora of Georgia, vol. I-XIV, Tbi-
lisi, 1971-2003 (in Georgian). 

9  Гроссгейм A., Растителъные богатства Кавказа, Москва, 1952, 611; The Flora of Georgia,  
vol. I-XIV, Tbilisi, 1971-2003 (in Georgian); Kananeli, Ustsoro Carabadini (‘Matchless 
Medical Book’), Tbilisi, 1997, 665 (in Georgian); Kophili Khoja, Tsigni Saakimoi (Medical 
Book by Khoja Kopili), Tbilisi, 1936, 381 (in Georgian); Panaskerteli-Tsitsishvili Z., 
Samkurnalo Tsigni-Carabadini (Medical Book), Tbilisi, 1978, 508 (in Georgian); Bagrationi D., 
Iadigar Daudi, Tbilisi, 1938, 741 (in Georgian); Georgian Medical Manuscripts:  
a) H-414. Carabadini Kargi da Margebeli (‘A Medical Handbook, Good and Benevolent’), the 
16th-17th c., 95.  
b) H-916 Abram Mtsereli, Carabadini Martali da Cheshmariti (‘A Medical Book, True and 
Authentic’), the 17th c., 82. 

  c) H-3045 Saeqimo Tsigni (‘A Medical Book’), the 18th c., 221. 
  d) F 46-6 Azrumeli, Tsnobari (‘Reference Book’), the 18th c., 55.  
10  Xелаиа Н., Лекарственные растения в грузинских медицинских рукописях XVI-XVIII ве-

ков, Киев, 1985, 19. 
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To the first group were assigned nine different officinal plants. They are 
thoroughly studied and applied in our national as well as foreign traditional 
and modern medicine (Aconitum orientale, Carpesium, Chamomilla, 
Glaucium, Horminum, Lavandula stoechas, Origanum vulgare, Paeonia 
officinalis, Solanum dulcamara).11 

The second group includes sixteen different plants, which are studied 
partially. They are used only in traditional medicine (Adiantum capillus-
veneris, Anemone fasciculata, Cornus mas, Crocus sativus, Elletteria 
cardamomum, Cyclamen, Cyperus rotundus, Ferula opopanax, Iris lazika, 
Lathyrus limenum, Laurus nobilis, Malva, Mandragora officinalis, Smilax 
aspera, Teucrium trapezunticum, Verbena officinalis).12 

The third group includes three different plants. We failed to obtain in the 
sources available any information regarding their healing qualities or their use 
in the traditional or modern medicine (Asphodeline, Micropus erectus, 
Platanus orientalis,). We believe that the future study of these plants will 
enable us to make objective conclusion about their reliability and the 
appropriateness of their use. This will facilitate their thorough and purposeful 
study, and will point to the necessity either to apply them in Modern Medical 
practice, or to ban their use. 

 They are attested in the "Orphic Argonautica" as existing on the territory 
of Medea’s garden. The definition of their names is the task of the future and 
we plan to continue our researches in this direction. 

 The results of the study lead to the conclusion that the healing qualities of 
the plants growing in Medea’s garden are unquestionable, and this may serve 
as the evidence attesting to the actual existence of Medea’s garden. 

 
 

                                                 
11  The Fund of the Museum of Georgian History of Medicine, Tbilisi, 1960-1990; Eristavi L., 

Farmacognozia, Tbilisi, 2005, 675 (in Georgian); Муравьёва Д., Фармакогнозия, Москва, 
198, 656.  

12  Шретер A., Лекарственная флора Кавказа, Москва, 1979, 368; Ковалёва Н., Лечение рас-
тениями, Москва, 1972, 350; Полная энциклопедия народной медицины, Москва, 1998, 
vol. 1: 751, vol. 2: 799; PDR for Herbal Medicines, Montvale, New Jersey, 1998, 1244. 
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THE RECEPTION OF THE ARGONAUTS BY LORD BYRON 

At the age of twenty one Lord Byron started his travels to the east visiting 

Portugal, Spain, Turkey, Malta and Greece. He never reached Georgia though 

he had planned that is reflected in his poetic lines of English Bards and 

Scotch Reviewers:  

               Yet once again, adieu! Ere this the sail 

That wafts me hence is shivering in the gale; 

And Afric’s coast and Calpe’s adverse height, 

And Stamboul’s minarets must greet my sight; 

Thence shall I stray through beauty’s native clime 

Where Kaff is clad in rocks, and crown’d with snows sublime. 

Comments which appear in many publications confirm that under 

"beauty’s native clime" Byron meant Georgia.  

When Byron approached the Bosphorus from the Black Sea he dared to 

climb the Cyanean Symplegades that were supposed to be the fabled ones the 

Argonauts passed on their way to seek the Golden Fleece. It was the nurse’s 

dole in the Medea that encouraged him. He wrote about it in a letter to his 

friend saying: "Had not this sublime passage been in my head, I should never 

have dreamed of ascending the rocks." When standing on the very summit of 

those blue rocks he composed a rollicking six-line parody of the nurse’s dole:  

O How I wish that an embargo 

Had kept in port the good ship Argo! 

Who, still unlaunch’d from Grecian docks, 

Had never pass’d the Azure rocks; 

But now I fear her trip will be a 

Damn’d business for my Miss Medea. 



The Reception of the Argonauts by Lord Byron 

 

209 

When the ram with a golden fleece vaulted into the air, it had a boy and a 

girl on its back, the two children of Athamas, the king in Thessaly. Taking his 

course to the east, the ram crossed the strait between Europe and Asia. The 

girl named Helle fell from his back into the sea which from her was called 

Hellespont. The mythological Hellespont or the present Dardanelles is 

especially famous for its myth of brave Leander crossing the strait for his 

beloved Hero.  

The ram with a golden fleece continued his career and brought the boy 

and the fleece to the kingdom of Colchis, Medea’s homeland. 

According to Apollonius of Rhodes when the ship Argo sailed towards 

Colchis, the ominous wing-beats of a huge eagle were heard by the Argonauts 

with Jason. Fluttering her enormous wings that bird of prey flew to the 

Caucasus mount where Prometheus was chained to rip open his flesh and tear 

his liver.  

The present paper that focuses mainly on Medea, Prometheus, Leander 

and Hellespont argues that the reception of the Argonauts by Byron is special. 

In literature the East stirred the souls of Romantic poets and writers. 

Byron produced "Childe Harold" as the result of his journey to the East – 

Spain, Portugal, Malta, Turkey and Greece. On Greece he said the following: 

"If I am a poet I owe it to Greece."  

 Of course, the Argonauts and the connected characters were a rich source 

of stylistic allusions for poets and artists of different ages. But in case of 

Byron all seems to be distinguished.  

Byron’s poetry is a unique example of a text that extremely abounds with 

quotations and allusions as stylistic means when biblical, mythological, 

literary or historical images are called forth as vessels into which new 

contents are poured, offering a kind of interplay between the meanings. 

The whole world appears to be reflected in Byron’s consciousness as a 

result of his voracious reading and highly developed imagination.  

According to Thomas Moore since the age of five Byron was an avid and 

omnivorous reader, perusing everything that came his way.
1 
 

In case of Byron the function of allusions as stylistic means appears to be 

absolutely unique. Lord Byron not only alludes to mythological, biblical, 

literary or historical characters, but is mystically guided by them in real life. 

To be more precise Byron is in constant touch with them challenging them 

and competing with them, thus reincarnating their lives and images. With 

                                                 
1
   Th. Moore, Letters and Journals of the Lord Byron: With Notices of His Life, 2 vols., London, 

John Murray, 1830-31. 
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Byron allusions are beyond the limits of stylistic means and become the real 

ways of his life.  

Byron crossed the Hellespont in emulation of Leandre.  

Leander was a youth of Abydos, a town of the Asian side of the strait 

which separates Asia and Europe. On the opposite shore in the town of Sestos 

lived the maiden Hero, a priestess of Venus. Leander loved her, and used to 

swim the strait nightly to enjoy the company of his mistress, guided by a 

torch which she reared upon the tower, for the purpose. But one night a 

tempest arose and the sea was rough; his strength failed, and he was drowned. 

The waves bore his body to the European shore, where Hero became aware of 

his death, and in her despair cast herself down from the tower into the sea and 

perished. 

The story of Leader’s swimming the Hellespont was looked upon as 

fabulous, and the feat considered impossible, especially due to the icy 

currents, till Lord Byron proved its possibility by performing it himself.  

Byron alludes to this story in "The Bride of Abydos" and in the poem 

"Written after Swimming from Sestos to Abydos". The Poem is written after 

crossing the Dardanelles – the mythological Hellespont, famous in real life 

for its icy currents thus bringing to life Leander’s experience as an example of 

courage and devotion. The poem confirms not only his feat but the poet’s 

talent to humour it:  

Written after Swimming from Sestos to Abydos  

If, in the month of dark December, 

Leander, who was nightly wont 

(What maid will not the tale remember?) 

To cross thy stream, broad Hellespont! 

If, when the wintry tempest roared, 

He sped to Hero, nothing loth, 

And thus of old thy current poured, 

Fair Venus! how I pity both! 

For my, degenerate modern wretch, 

Though in the genial month of May, 

My dripping limbs I faintly stretch, 

And think I've done a feat to-day. 

But since he crossed the rapid tide, 

According to the doubtful story,  

To woo, – and – Lord knows what beside, 

And swam for Love, as I for Glory; 
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'Twere hard to say who fared the best: 

Sad mortals! thus the Gods still plague you! 

He lost his labour, I my jest: 

For he was drowned, and I've the ague. 

Byron anew linked Europe and Asia not only through his poetry that is so 

rich with Eastern motifs but established a symbolic bridge through his feat.  

Since Byron’s time the feat has been achieved by others including our 

contemporary swimmers – Nick McCann from Nottingham, Byron’s home 

place and Henri Kuprashvili from Tbilisi; yet it remains a test of strength and 

skill in the art of swimming.  

Byron’s early poetic lines include the translation of the nurse’s dole from 

Euripides’ Medea. Comparison with the original Greek shows that a 

considerable liberty has been taken with the original. 

In Euripides, a chorus of Corinthian women contemplate, sympathetically, 

the plight of Medea, a cast-off, foreign wife with two small children and 

nowhere to go. Love, they reflect, can take either of two forms: a madness of 

desire and strife, or a temperate attraction leading women peacefully to the 

marriage bed. The first is Medea’s situation; the Chorus itself prays fervently 

to be granted the second. Two kinds of love figure in Byron’s translation as 

well, but neither involves the marriage bed.  

"Whose heart may mingle pure with mine / With me to live, with me to 

die", – are Byron’s words from the translation, though this scenario is alien to 

Euripides.  

Byron develops and creates his own image of Medea to follow the lines 

"With me to live, with me to die". Byron is haunted by this image in most of 

his female characters to start from early pieces including his final 

unaccomplished masterpiece "Don Juan". But at the same time Byron is 

aspiring to Colchian Medea and is in search for her in real life. He fell in love 

with a simple Venetian woman, Margarita Cogni in so far as she reminded 

him of Medea, whom he brought to Palazzo Mochenigo to live with him. The 

letter of Moore dated 19 September 1818 is one of several describing 

Margarita Cogni:  

"I am sure if I put a poniard into the hand of this one, she would plunge it 

where I told her, – and into me, if I offended her. I like this kind of animal, 

and am sure that I should have preferred Medea to any woman that ever 

breathed. You may, perhaps, wonder that I don’t in that case take to my wife. 

But she is a poor mawkish, moral Clytemnestra (and no Medea) who likes to 

be vindictive according to law... (BLJ VI. 68 and XI 197)."  

But in another letter Byron speaks on Lady Byron as of "mathematical 

Medea". If Colchian Medea was a sorceress Miss Anabella Millbank, his 
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future wife, attracted him not only due to her talent of poetry, but due to her 

deep knowledge of mathematics as well. Byron never deserted her like Jason. 

It was Lady Byron who appeared to be involved into a slander and scandal 

against the poet, divorced him and became his most dangerous and revengeful 

enemy. But it’s worse saying, that on the day of the divorce she locked herself 

in her room rolling across the floor in the agony from pain of separation as if 

having in mind Byronic words on Medea: "With you to live with you to die." 

Separation was not less painful for Byron himself:   

         Every feeling hath been shaken; 

         Pride, which not a world could bow, 

         Bows to thee – by thee forsaken, 

         Even my soul forsakes me now:  

Fiery love and demonic revenge distinguished his beloved ladies 

including famous and notorious Lady Caroline Lamb, the wife of the future 

Prime Minister of Britain. 

"Your heart – my poor Caro... what a little volcano! That pours lava 

through your veins" – wrote Byron indulgently in 1812. This volcanic lady 

from a highly aristocratic family proved to be as vindictive and revengeful as 

Lady Byron or Jason’s Colchian spouse, far more dangerous than a baker’s 

wife, Margarita Cogni though he had enough of her tantrums in Palazzo 

Mochenigo in Venice.  

Lord Byron’s "Manfred" caused a lot of discussion as to whether it was 

borrowed from Marlowe, Goethe or Aeschylus. Byron remarked that he had 

never read Goethe’s "Faust", as he knew no German, and he also denied 

Marlowe as his progenitor. However of "Prometheus Bound" by Aeschylus 

he wrote the following:  

"Of the "Prometheus" of Aeschylus I was passionately fond as a boy, (it 

was one of the Greek plays we read thrice a year at Harrow;) indeed that and 

the "Medea" were the only ones, which ever much pleased me. The 

Prometheus if not exactly in my plan, has always been so much in my head, 

that I can easily conceive its influence over all or anything that I have 

written."  

Napoleon who succeeded in toppling legitimist monarchs, who managed 

to liberate the oppressed, had become an idol for a liberally-minded 

progressive young lord.  

Byron’s attachment to Napoleon appears to be complicated. Byron 

equates Napoleon to Prometheus and at the same time is aspiring to the 

contemporary hero. Byron considers Napoleon to be a liberator.  

The critical attitude to his beloved figure permits Byron to distinguish a 

hero who fought against despotic regimes from that of an emperor striving to 
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dominate the continent. "I deny nothing but doubt everything" – are Lord 

Byron’s words. 

 Disappointed in Napoleon, Byron aims to produce deeds far more 

important and significant than composing poetry. 

At the age of 26 the author of "Childe Harold" announced an apparently 

quite serious resolution to withdraw from poetry. "No one should be a rhymer 

who could be anything better…"   

In April, 1814 a Gazette Extraordinary announced the abdication of 

Fontainnebleau.  

Next morning the poet violated his vows by composing "Ode to Napoleon 

Bounaparte" – the strictest condemnation of Napoleon ever done in poetry. 

I 

‘Tis done – but yesterday a King! 

And arm’d with Kings to strive – 

And now thou art a nameless thing: 

So abject – yet alive! 

"Ode to Napoleon" offers a whole gallery of great men of the world from 

ancient times to George Washington, the Cincinnatus of the west, as 

compared to Napoleon. Prometheus is among them in stanza XVI: 

XVI 

Or, like the thief of fire from heaven, 

Wilt thou withstand the shock? 

And share with him, the unforgiven, 

His vulture and his rock! 

Foredoom’d by God – by man accurst, 

And that last act, though not thy worst, 

The very Fiend’s arch mock; 

He in his fall preserved his pride, 

And, if a mortal, had as proudly died! 

Byron very much hoped that Napoleon would reincarnate Prometheus but, 

alas, in vain. 

Disappointed in Napoleon, at least subconsciously, Byron aims to 

reincarnate the mythological liberator. And it took him exactly ten years from 

composing the "Ode" on the 10
th
 April, 1814, to fulfil the mission of the li-

berator of Greece and die as proudly as Prometheus did. 

Byron died on 19
th
 April, 1824. His death at Missolonghi in Greece 

shocked the world and unified Hellas.  
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Many European Philhellenists supported the liberation of Greece from 

Turkey but they shed blood in their literary lines only. Byron was an 

exception to dedicate himself to Greece.  

As it appears Napoleon is a long-lasting attachment for Byron. In our 

opinion this attachment proves to be artistic and is aimed to perform 

Napoleon on the very stage of life. 

Performing Napoleon Byron was perfecting him through his acts.  

Granting the Emperor’s hegemony in the realm of deeds Byron refused to 

defer in the realm of words. "As Napoleon had conquered by battles, so 

Byron would conquer by poetry."
2
  

"Triumphs won by words outlast triumphs won by deeds",
3
 but we are 

happy to add that the Byronic victory was never gained by words only.  

Byron won the victory mainly by his devotion and self-sacrifice. It was 

the unique case when power of words and power of deeds coincided and 

converged. Byron never spared his life, he showed the world his readiness to 

die and died for Greece – the point that was missing in the Napoleonic 

legend. Byron became the symbol of disinterested patriotism and with the 

final winning of Independence, his name became even brighter in Greece.  

Before closing I would like to add that the Argonauts, Medea, 

Prometheus, Hero and Leander are the focal points that help us trace the 

cultural links not only between Byron and Greece but between Byron and 

Georgia as well.  

  

 

 

 

                                                 
2
  J. Clubbe, Napoleon’s Last Campaign and the Origins of Don Juan, The Byron Journal, Lon-

don, 1997, 21. 
3
  Ibid. 
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Medea Metreveli (Tbilisi) 

THE TENDENCIES TO REHABILITATE MEDEA’S IMAGE  
IN THE 20TH CENTURY EUROPEAN LITERATURE 

(CH. WOLF, M. KARAGATSIS) 

‘In fact, there was something special in this woman,  

that excited so many minds, and it seemed  

they were unable to free themselves from her.’  

Christa Wolf, Medea: Voices 
 

Euripides’ Medea has inspired a lot of writers since ancient times till 

nowadays. It is owing to the great tragedian that Medea became one of the 

most interesting and popular images for world literature. Bearing in mind 

many various interpretations, the 20
th
 century European literature is 

distinguished by especially interesting tendencies. The one of "acquitting" 

Medea is particularly remarkable. There are various motivations. If Georgian 

writers are more concerned with discharging Medea from moral 

responsibility, European literature turns her image into a certain symbol of 

accomplishment of the so-called feminist ideas in modern world. This 

common tendency may be detected in the work by different writers separated 

by a remarkable chronological distance, who were less likely to be acquainted 

with each other’s works. In my paper, I will dwell on the novel The Great 

Chimaera (1953) by M. Karagatsis, a 20
th
 century Greek writer, and the novel 

Medea: Voices (1998) by a German writer Christa Wolf. These two books are 

completely different. The Great Chimaera describes the life-story of a French 

woman, Marina Reiz and indirectly alludes to Medea, while Medea: Voices is 

completely based on the myth. Anyway, both works reflect very interesting 

tendencies for the interpretation of the message conveyed through the image 

of Medea. 
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The novel The Great Chimaera is distinguished for original parallels 

between its central character, Marina, and several mythological images 

(Helen, Phaedra, Jocasta, Medea) out of which an allusion to Medea is the 

most essential. Marina is related to Medea in double ways: through her 

personal attitude to the mythological character and through the key episodes 

of her life that resemble Medea’s tragedy. M. Karagatsis unambiguously 

resorts to Medea as a prototype to create Marina’ artistic image, and offers a 

completely different and original way of rehabilitating the mythological 

character.
1
 

In the novel, Marina can be identified with Medea at several levels: 1. 

both are strangers – Medea was brought to Greece by Jason in the same way 

as Marina by Yannis; however, their functions are partly reversed. According 

to ancient Greek tradition, Jason took the barbarian woman to civilized 

Hellas, while Yannis brings Marina from civilized and emancipated France to 

patriarchal and less emancipated Greece. 2. Marina, like Medea, finds it 

difficult to adapt herself to Greek society. 3. Marina unintentionally becomes 

the murderer of her children (her six-year-old girl dies because of her 

negligence, while her suicide as she was in the family way equals the murder 

of a yet unborn baby), while according to Euripides, Medea kills her two boys 

purposefully. 4. Suicide is the only way-out for both characters: "But for this 

(Marina says about the baby in her belly), I would die, get released."
2 These 

words are the repercussion of Euripides’ Medea: "I am undone, I have 

resigned all joy in my life, and I want to die."
3  

Karagatsis does not deny that Medea killed her children; however, he 

looks for a certain "good reason". The Great Chimaera presents a number of 

other parallels as well. We learn from Marina’s recollections that she was 

educated in classical philology and her doctoral thesis dealt with the 

interpretation of Medea’s image. She remembers how she addressed the 

Examination Board at the presentation of her thesis: "Medea fostered pathos 

in me. A woman, who killed her children because of erotic jealousy, is she a 

psychopath or not? This was the question that puzzled me. ... No, she is not a 

psychopath. If she was, she would not have inspired the genius of Euripides, 

who never looked among maladies for the themes for his tragedies. Medea is 

a psychological individual, whose mind is blinded by erotic pathos in the 

same way as this could happen to any ordinary individual. According to this 

                                                 
1
  Metreveli M., For the Relationship of Marina with Euripidean Medea according to M. Karagat-

sis’ novel The Great Chimaera, The Proceedings of the Republic Conference I, KSU, Logos 

2003, 130-133. 
2
  Καξαγάηζεο Μ., Η Μεβάθδ Χίιαζνα, Αζήλα, 2001, 318. 

3
  Euripides, Medea, The Loeb Classical Library, 1994, 2001, 227-228. 
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unusual conclusion, a person who is not capable of experiencing such pathos 

is not physiological."
4
 

Marina’s pathetic words in defence of Medea evidently pursuaded the 

professors, who used to regard her with scepticism, in the rightness of her 

arguments and she was conferred the doctoral degree. So, Marina was fond of 

Medea’s pathos since her young age. She found quite logical what Medea, 

driven by erothic pathos, committed with blinded mind. And later in her life, 

her fondness for Medea developed into her assimilation with the mythical 

character. 

Feeling the parallels between Medea and herself, Marina tried to drift 

apart from her "mythic prototype" after she became pregnant with her second 

child. This is attested by the the following fragment from the novel: "From 

that very day when she felt herself pregnant, she did not take Medea from the 

table."
5
 

This episode implies the desire of a woman to avoid the curse of killing 

her second child. However, her suicide, which at the same time means the 

murder of her unborn child, does not allow her to overcome the "Medea 

complex". 

Marina, the central character of The Great Chimaera, is French. Her 

nationality makes her appear different, distinguished in Greek society, which 

she evantually confronts. The author mentions several times that the woman 

is "alien" to Greeks. I find it relevant to cite a fragment where the aurthor 

presents Marina and her mother-in-law, Ana Reiz, as the opposing sides: "It is 

impossible for these two women to live under the same roof. They are put 

apart by the infinite gap that lies between the countries, peoples and the 

differing consciousness. One is the daughter of brave fair-haired vikings, 

greedy for gold and pleasure. The other is Asian, with secluded spirit, in 

whose veins flows the blood of real sailors. They fight the waves, in order to 

sell the fruits of the earth. Some regard the sea as the means, and others as the 

target."
6
 

Marina and her mother-in-law are united by a common sorrow beside the 

bed of the dying child. However, the author again accentuates the difference 

in their nationalities: "The seas, the mountains, the rivers that set apart 

Normandy and Cassos, again stretch out between them ... The Norman and 

the Asian definitely felt the infinite distance that put them apart, different 

                                                 
4
  Καξαγάηζεο Μ., Η Μεβάθδ Χίιαζνα, 24. 

5
  Ibid; 298. 

6
  Ibid; 65. 
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bloods, which made their hearts beat in different ways. Nothing united them 

any more."
7  

Karagatsis aims to present the status of a woman, her concept of freedom, 

her attitude to the problem. His method is very interesting. The conflict 

should be discussed at two levels. On the one hand, the writer brings a strange 

woman into the context of the Greek society, into Greece and shows how she 

"adapts herself" to the Greek reality. He is interested if this is possible, or if 

the attempt is doomed to a failure. On the other hand, the author resorts to 

another device to make the conflict more severe and to give it tragic 

colouring. The opposition becomes more conspicuous when he accentuates 

Marina’s nationality: Marina is French, which accounts for her conflict with 

Greek society, the conflict with old and firm traditions. 

Karagatsis’ intention is clear. He aims to show the reader the conflict 

between two cultures, two nations, two societies. In this respect, France is the 

antipode of Greece. The conflict and the tragic end of the character is 

inevitable. For Marina, rejected and ousted by the society, the suicide is the 

only way for survival, for preserving her own self, for becoming free, while 

Euripides’ Medea ends with apotheosis, which in fact means that Medea 

leaves the world of mortals. So, the parallels between Marina and Medea in 

Karagatsis’ novel are conceptual in their essence, as Marina embodies all 

what was essential in Euripides’ tragedy: the free and emancipated woman. 

The novel Medea:Voices by Christa Wolf is distinguished by unusual 

architectonics. In a highly original way, the novel is divided into 11 chapters, 

each introduced by the quotations of well-known writers. Each chapter is 

named after one of the characters of the novel – in fact, the characters 

represent the voices, the thoughts of the characters.
8 "This new form of 

narration developed in parallel with other methods. It was only later that I 

heard the voices and realized that this way enabled me ... to present each 

literary figure equally and at the same time present Medea from an entirely 

different angle with all of her controversial character"
9
, Christa Wolf writes. 

Although the novel is based on Euripides’ tragedy (it follows the central 

plot elements of the myth), the author is principally opposed to a number of 

questions related to Medea, thus attempting to restore the earlier version 

existing in pre-Euripidean sources. And finally, what is Christa’s Medea like? 

Is she a barbarian, a savage, a sorceress, or simply an emancipated, free 

                                                 
7
  Ibid; 260. 

8
  Danelia M., Literary Interpretation of the Myth about Medea in Christa Wolf’s Work, The 

Proceedings of the Republic Conference I, KSU, Logos 2003, 68-73. 
9
  Christa Wolf, Medea: Stimmen. Voraussetzungen zu einem Text, München, 2000, 80. 
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woman, who is unable to get used to injustice and fights for self-assertion in 

the patriarchal world at the expense of her life? 

Medea abandoned her fatherland Colchis only because she could not bear 

injustice, when Aeetes, willing to retain his royal power, let mad women 

dismember Apsyrtus. "I went with Jason as I could not bear any more to stay 

in this irrecoverable, doomed Colchis"
10

, says Medea. She shares the fate of 

her aunt, Circe, who also had to leave Colchis when she opposed the king 

together with her supporters. Circe was accused of crime and was ousted from 

her fatherland. 

When presenting Medea’s character, the author accentuates such 

properties as pride, defiance and fearlessness. 

Pride – Jason noticed this character trait of Medea already in Colchis and 

could not hide his admiration: 

"I saw how proudly she went down the streets of her country, holding up 

her head, how everyone around greeted her, how they talked to her. She 

seemed to be flying freely and boldly on the waves of universal wonder."
11

 

It was her pride that the Corinthians could not forgive her and interpreted 

as arrogance. According to Laocoon, the astrologist of the king, "the court 

was bothered with her pride".
12

 In spite of this, Laocoon is fascinated with 

Medea and can not hide his admiration for Colchian women in general. They 

are so much different from Corinthian women, who have become the slaves 

and shadows of Corinthian men. "Well, how should I tell her that the 

Corinthians attribute her self-confidence to arrogance and that is why they 

hate her. ... However, other Colchian women are none the less. They do the 

hardest work, and still walk around with their heads up as if they were the 

wives of the nobles. The surprising thing is that they can not walk otherwise. I 

like this habit of theirs, but it worries me as well."
13

 

In Colchis, Medea’s mother taught her the following: "if some time 

anyone wants to ruin you, they will first have to kill your pride. This is truly 

so, and will be so for ever", Medea recollects.
14

 

And truly, Medea is unable to tole rate the stern patriarchal society of 

Corinth, where a word or a thought of a woman is of no value. She openly 

confronts Greek society by her deeds and explains her behavior to Jason in 

the following way: "I have not come here from Colchis to go around 

humble."15 

                                                 
10

  Christa Wolf, Medea:Voices, translated into Georgian by M. Mirianashvili, Tbilisi, 2004, 67. 
11

  Ibid; 26. 
12

  Ibid; 32. 
13

  Ibid; 112. 
14

  Ibid; 10. 
15

  Ibid; 43. 
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Medea exasperated the Corinthians with her defiance as well. She ruined 

the stereotype of an obedient woman, acceptable for the Corinthians, and in 

this way put herself and her children in a great danger. "As if she was playing 

with fire on purpose. Her manner of walking also has something defiant in 

itself. Yes, defiant, this is exactly the right word"
16

, says Jason. 

Medea does not restrict herself and behaves as a queen even in the palace, 

at the festive dinner of the king. "I behaved like a queen. I wished to irritate 

the king. But am I not a queen? I am an offspring of the king"
17

, Medea says.  

Medea opposes the Corinthians in their fundamental manners. Despite 

Jason’s numerous warnings, she goes around with her hair down: "Neither 

does she stop walking around with that wild disheveled hair! She never has 

them gathered, as it suits married Corinthian women. ... Shameless!"
18

 

Even the free and delightful laugh of Medea is the object of judgments: 

"Only she laughs so, why should we bear her impudent laugh?!"
19 Turon says 

to Glauce. 

Medea’s appreciation of Corinthian discontent with her is quite sensible 

and although she clearly sees the approach of her death, she does not lose her 

temper. Fear is alien to her. Medea has found the fearsome mystery of 

Corinth and has unveiled it although she understands that the Corinthians will 

never forgive her. "What is the use of pondering and grieving. I would act 

like this anyway and would not end up my days in this world of gods. There 

is even no air left here for me to breath in"
20

, says Medea.  

Medea is truly distinguished in the Corinthian society. She is not like 

obedient wives of Corinthian men, for which the Corinthians detest her even 

more. "The Corinthian say I am reckless in the same way as I used to be. For 

them each woman, who has a bit of wits, is reckless. While the wives of those 

Corinthians remind me of thoroughly trained, tamed animals"
21

, says Medea. 

Corinthian women cannot even utter a word in the company of their 

husbands, which is intolerable not only for Medea, but for other Colchians as 

well. "The right for the first word belonged to men; more than that, they are 

supposed to speak instead of women."
22

 

Even Jason believes that it is necessary to kill even a slight expression of 

free will in women. This is a commonly accepted opinion in Corinth. "We 
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should keep women in our captivity like slaves. We should kill in them any 

will to resist."
23

  

Medea could not accept Oystros’ advice to live in a shadow and do not 

irritate people, because she simply could not live so. Here Medea admits that 

some inner forces drove her to the floor of the accused, and served as a reason 

for ousting her from the city. "All right, I, Medea, am a witch, if you wish so. 

But who are you? Strangers, savages. You will never see my fear and 

humiliation"
24

, says Medea. 

Christa Wolf’s Medea is a free, emancipated and accomplished woman, 

who calls on others to express their own feelings, thoughts and desires. "Do 

not deny yourself any thought, even on the most shameful desires."
25

  

The writer completely relieves Medea of the responsibility for killing her 

children. Unlike Karagatsis’ novel, Christa’s Medea does not commit suicide 

in order to free herself. Medea is ousted from Corinth, which is the same as 

the escape from the oppressive society of Corinth. 

So, the novels discussed above imply typological parallels as concerns the 

understanding of Medea’s image. Both, Marina-Medea and Medea of Christa 

Wolf, are the symbols of feminist ideas. Both have to live in the society 

where female rights are rather limited. In one case, the protest ends in a 

suicide, while in the other case, the central character is ousted. These novels, 

written in the 1930s and the 1990s, have common pathos. Besides, as the 

author of the Great Chimera is a man, we may conclude that the so-called 

"feminist protest" is indirect in the first case, and direct in the second. 
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Ketevan Nadareishvili (Tbilisi) 

MEDEA IN THE CONTEXT OF MODERN GEORGIAN CULTURE 

The central figure of the Argonautic mythos – Medea still remains to be much 

discussed in modern Georgia, the phenomenon of this legendary woman still 

excites our society remarkably. One can observe this excitement in various 

cultural contexts – be it a TV program discussing films, a new theatrical 

performance or even her statue designed to be erected. 

 Why are we so anxious about her? At first glance the answer seems 

simple – It is difficult for our society to accept the Euripidean interpretation 

of Medea – the very interpretation, which made Medea’s image so popular all 

over the world. The phenomenon of a mother, killer of her children appeared 

very difficult to accept for the national consciousness. But on the other hand 

Medea is the first well-known Georgian, the figure so closely connected with 

Georgia’s glorious past. Thus the problem around Medea is caused by this 

very complexity. What should we do? Should we speak about her, just neglect 

her, or interpret her differently from Euripides? Discussing it we come up 

against the problem identified as "the Medea complex", which exists in 

Georgia’s reality. 

The article aims to discuss the main tendencies in modern Georgian 

interpretations about Medea in order to create a picture of Georgian nation’s 

attitude towards Medea’s phenomenon. As we focus this time on the main 

tendencies of Medea’s interpretations, we choose to discuss only the key 

productions and to discuss them all too briefly. 

Just a few words about the history of the attitude towards Medea. One 

can’t find in ancient Georgian writing any literary interpretation of the 

Argonauts’ myth, though Georgians were familiar with this cycle.
1
 The 

                                                 
1
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reason of it was the above mentioned one – the image of a mother-killer 

appeared to be inconsistent with the national character. Only in 60-ies of the 

XIX century – during the crucial period of our nation’s awakening, when the 

raising of patriotic spirit became urgent, the literature turned to the 

Argonautic myth – the desire to depict the "gold abundant Kolchis" prevailed 

over the neglect and terror towards Medea. 

In order to present the true picture of Georgia’s glorious history an 

outstanding Georgian poet and a very important public figure Akaki Tsereteli 

wrote the poem "Media". The poem depicts the glorious days of Kolchis, 

when the Argonauts had just arrived here for the Golden Fleece. Medea, so 

active in this segment of the myth, is a totally passive young maiden here, 

neither helping Jason, nor killing her brother. Her only fault, if it can be 

called a fault, is her love towards Jason, the abuser of her country. The aim of 

the author was Medea’s complete rehabilitation, but it caused her artistic 

image to lose its luster. What is here left from Medea? A Kolchian woman as 

the evidence of Georgia’s glorious past recorded in the ancient sources. And 

yet, the poet failed to make Medea’s image popular in Georgia.  

 Now let’s turn to another artistic medium – theatre, which from the XX 

century onward began to play a very important role in Georgia’s culture. 

Before the October revolution the Georgian professional theater especially 

favored the ancient tragedy, but never once staged Euripides’ "Medea" – the 

negligence already familiar to us from the literature. The ice started to break 

only in 60-ies of the XX century, when the famous Georgian director A. 

Chkhartishvili decided to stage Euripides’ "Medea". The news was not 

welcomed with enthusiasm. Some people criticized the theatre from the 

patriotic viewpoint; others considered the creation of Euripides as alien to the 

contemporary audience.
2
 The director himself fully acknowledged the 

delicacy and the complexity of the problem facing him. He wrote: "What is 

the reason, that we took a dislike to the famous tragic image of a Georgian 

woman, pushed her aside and left her to "others?" In his opinion Medea’s 

image couldn’t have been abused and insulted in Euripidean tragedy, as the 

aim of tragedy was catharsis – tragedy had to raise a hero to ethical heights 

through torture no matter how burdensome his crime was. The price Medea 

paid for her vengeance was terrible self-torture, believed the director.
3
 

Chkhartishvili invited Veriko Anjaparidze, an outstanding actress, to play 

Medea. In 1992 the actress was proclaimed by British Academy of Arts as 

                                                                                                     
Gregory of Nazianzus’ "Oratio funebris in laudem Basilii Magni". Otkhmezuri T., Pseudo-

Nonniani in IV Orationis Gregorii Nazianzeni Commentarii, Versio iberica (Corpus Christiano-

rum, Series Graeca 50, Corpus Nazianzenum 16), Turnhout-Leuven, 2002, 270-273.                                         
2
  Kiknadze V., Theatre and Time, Tbilisi, 1984, 269. 

3
  Chkhartishvili A., "Interview", Theatrical Tbilisi, 1962, 5-6, 5-7.                      
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one of the ten best actors in the world.
4
 At first the actress refused to play the 

role. Her explanation of the refusal is very significant: "Although I admire 

ancient tragedy. ... Medea, murderer of her own children, always frightened 

me to horror."
5
 The director began to prepare the Georgian audience. "Writers 

speak…" – a special cycle of articles appeared in the periodicals aiming to 

clear the way for comprehending Euripides’ tragic genius. Chkhartishvili 

started to stage the play without Veriko Anjaparidze. During the rehearsals he 

was playing Medea’s role himself. After some hesitation the actress agreed to 

play Medea.
6
 

This performance – A. Chkhartishvili’s "Medea" was considered to be an 

extremely significant work of art and what is very important for our 

discussion – the play was an attempt to get rid of "the Medea complex". The 

main innovations of Chkhartishvili interpretation seem to be the following: 

first, Medea’s Kolchian origin was especially stressed in the performance. 

Betrayal of Kolchis, of her motherland and not of love became the main issue 

and the source of Medea’s tragedy. Anjaparidze’s Medea decides to kill the 

children only at the last moment, when Creon and Creusa have already 

perished. Thus Medea explains the murder of children as a compelled act, 

committed by mother in order to avoid their being killed by the Corinthians. 

And third, Medea doesn’t escape with the dragon-chariot. She is left alive to 

be tortured, visually separated by a stone-wall from the society of men 

forever.  

As we have mentioned above, the performance had a great success both 

among the audience and in the critical press. Though alongside admiration, 

certain criticism was also expressed regarding the interpretation of Medea. 

Here is one of such approaches: "There are controversial points. The tragic 

essence of Medea’s character is not fully acknowledged. The interpretation 

doesn’t expose the very fact of Medea bearing in her the force that causes her 

ruin. The essence of the character isn’t disclosed from this aspect."
7
 

Still the ice was in the process of breaking. In addition, another version 

about killing Medea’s children existed in the ancient sources. Georgian 

scholars of Classical Philology investigated Argonauts’ mythos narrated in 

the ancient sources in detail. They paid special attention to the versions of the 

myth told by Parmeniscus and Didymus. In their writings, the children were 

murdered by the Corinthians, who afterwards declared that it was Medea who 

                                                 
4
  "Chiaureli Sophiko" – the article in: Who is Who in the Modern World. Biographic edition in 

many volumes, Moscow, International Biographic Centre, 1999, 373.  
5
  Ninikashvili K., Veriko Anjaparidze, Album, Tbilisi, 1968, 97.                   

6
  We discussed this performance in detail at the I International Conference of the Theatre Studies 

in Athens, 2005. The article is forthcoming in the papers of the conference.  
7
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did it. A well-known specialist of the ancient history and writer L. Sanikidze 

decided to use this version to give a different story of the Georgian princess. 

He presents in two of his writings his own interpretation of the Argonauts’ 

cycle: "The Story of the Kolchian Maiden", a large narrative and a drama 

"Medea". In the preface to his narrative Sanikidze remarked, that there is 

much fantasy in his book alongside with well-known stories about the 

Argonauts. "But this isn’t prompted only by the principle of fiction. The 

matter is that almost every Greek author seemed to be biased. They tended to 

belittle the achievements of "alien-barbarian peoples and extolled excessively 

the deeds of their compatriots… The author tried to reconstruct, at least 

approximately, the proper picture of the relationship of Ancient Kolchis and 

Greece."
8
 Sanikidze aimed to free Medea from the crime he believed she 

never fulfilled and was only ascribed to her. Notwithstanding the fact, that 

Tsereteli’s and Sanikidze’s writings interpret the myth differently, they both 

are the representations of one, clear-cut tendency of Medea’s reception. In 

addition one case is also worth mentioning here. L. Sanikidze’s drama 

"Medea" appeared to be quite a popular play staged frequently in various 

regional theatres of Georgia during 60-80-ies of the XX century. Yet, despite 

its popularity neither the drama, nor the novel could be considered a 

successful work of art. Significant is also a fact, that in the leading theatres of 

Georgia, forming the image of the Georgian theatre, L. Sanikidze’s version 

was never staged. "The Kolchian Maiden", the opera (composer B. 

Kvernadze), whose libretto was based on this play was the only exception.
9
 

While speaking about the "Medea" on the Georgian scene, the ballet 

"Medea" staged on the motifs of Euripides’ tragedy is also to be mentioned 

(Choreographer G. Aleksidze). The ballet is significant first of all as a 

musical-choreographic embodiment of the Euripidean tragedy. Libretto’s 

author G. Aleksidze not only retained the main feature of Medea’s artistic 

image – killing of the children by mother herself, but based on it the whole 

performance. Besides, some significant changes are made. The action takes 

place in two temporal dimensions – in past and in present, so almost the 

whole legend is presented before the audience. As the ballet aims at 

portraying the psychological images of the heroes, their feelings and their 

emotional experiences Jason’s and Creusa’s love and Medea’s jealousy 

become its leading themes. Critics considered the performance as the first 

successful monodrama in the Georgian ballet history.
10

 

                                                 
8
  Sanikidze L., The Story of the Kolchian Maiden, Introduction, Tbilisi, 1963.                                   

9
  Kapanadze G., "Birth of the New Opera," The Georgian Theatre’s Day, 1998. 14. I; Bibi-

leishvili I., "The Tragedy of the Kolchian Maiden", People Newspaper, 1997, 7-13. X. 
10

  Balanchivadze E., "R. Gabichvadze’s Ballet "Medea", Soviet Art, 1979, 3, 34-38; Nadareishvili 

L., "The Revived Myth", Zaria Vostoka (Dawn of the East), 1979. 18. VI. 
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One of the recent productions of "Medea" was staged in the newly opened 

"Free Theatre" in 2002 by the director Gocha Kapanadze. The performance 

was a kind of compilation of Euripides’, Anuilh’s and Kapanadze’s versions. 

The director endeavored to show Medea’s innocence and, in his own way, 

tried to develop the aforementioned version of the myth, in which Medea 

didn’t kill her children. The programme of the play quotes the sources of this 

version (Parmeniscus, Didymus). However, it is worthy of mention that the 

actors themselves don’t refer to these authors during the play. Therefore in 

case a spectator hasn’t read the program, he can’t guess that Medea too has 

her "defenders". Thus when at the end of the play Medea treads Euripides’ 

charges under her feet, the audience is confused, it watches the woman 

obsessed with hysterics without bringing any argument against Euripides. 

This was exactly the case why the critic L. Chkhartishvili regarded the 

performance as weak from the point of view of dramaturgy.
11

 

There are other novelties in the plot as well. The new characters are 

introduced, those of Destiny and Circe, Medea’s aunt. Destiny stays on the 

stage throughout the whole play and conveys her attitude towards the 

characters without uttering a single word, merely through mimics and 

movements. Medea constantly struggles with her; at the end she is 

nevertheless defeated. Grieved, she begins to justify herself: "All what is 

written here is a total lie. Thousands of lies have been invented about me. O, 

Euripides, why don’t you tell all around my true story! Yes, I loved my 

father, my brother, my motherland, but this is something you can’t 

understand, because you belong to the race of the unfortunate."
12

  

It seems to me, that the critics were right in noticing the main flaw of 

Kapanadze’s version – an attempt to explain events by the proud, self-

respecting nature of Georgians. Hence, this leads again to relating the attitude 

existing in the society towards Medea – "the Medea complex" with certain 

character traits of the nation. 

The clear-cut new tendency in the Georgian literature of interpretating of 

the Argonaut’s myth starts, in our opinion with O. Chiladze’s roman "A Man 

Was Going down a Road", published in 70-ies of the XX century. The epos in 

prose of so called "mythological plan" explores the argonautic cycle without 

aiming to "restore" the legend. Here the famous myth, as the critic correctly 

notes, appears to be a tool for the allegoric denouement of the real story 

"placed" in the fabula.
13

 Allegoric denouement of mythology already in the 

Hellenistic period was a widespread mode of myth interpretation. O. Chiladze 

                                                 
11

  Chkhartishvili L., "The New, but Improper Life of Medea", Theatre and Life,  2004, 6, 15.  
12

  Chkhartishvili, 2004, 15.  
13

  Merkviladze O., "The Movement of the Modern Novel", Criticism, 1977, II, 68.  
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develops this approach with excellence and presents the history of the Golden 

Fleece as an attempt of the Greeks to conquer Kolchis. 

The legendary Cretan king Minos makes the plan how to conquer Kolchis. 

Sending Phrixos (not a prince, but a son of a very poor family) with a ram, 

who had to settle in Kolchis, was the first step of this plan. According to this 

plan, Jason’s real mission was not obtaining the fleece, but to be killed in 

Kolchis by the Kolchians. After Jason’s murder fulfilling of the third, final 

step would have been possible – then the Greeks could invade Kolchis, 

claiming, that they were only taking vengeance for Jason’s murder. But 

Minos’ plan was not destined to be fulfilled. Medea’s love for Jason appeared 

to be the reason it failed. 

O. Chiladze concludes his story of the Argonauts’ expedition with their 

escape from Kolchis. Medea’s story is ended by her leaving Kolchis as well. 

So discussing Chiladze’s Medea we can speak only about what was she like 

in Kolchis and what was her function in the Argonauts’ expedition to Kolchis. 

Medea – the daughter of the powerful king of Kolchis – Aeetes lives in 

the rich, lucky and undisturbed country. Trained by Aeetes’ sister Kamar, a 

sort of a witch, Medea from the childhood was skilled in the secrets of nature. 

By the time the Argonauts arrived in Kolchis, she is a young maiden, who 

sees Jason for the first time in a dream and woken up is already in love with 

the unseen foreigner. Neither Cypris, nor fire-breathing bulls nor other folk-

tale attributes are found in the novel. All Medea’s actions are caused by love. 

Because of this tragic force she becomes the betrayer of her father and her 

country – she helps Jason to obtain the Golden Fleece by making Aeetes fall 

asleep into an artificial sleep, while Jason creeps into the palace and steals the 

fleece. As in the myth afterwards she helps Jason to kill her brother by 

treachery, thus giving the Argonauts a chance to escape from the chasing 

Kolchians.  

As we see, the function of Medea in this novel is very like of Medea’s 

function in Apollonius Rhodius’ "Argonautica", and in the whole Chiladze’s 

Medea can be considered to be so-called "Helper-Maiden" type as well. The 

aim of the writer isn’t the rehabilitation of Medea. He strives to depict subtle 

psychological portrait of the heroine, to give the original motivation of 

Medea’s actions and portray her inner world in the moment, when two forces 

– love and obligation have a desperate struggle in her soul. 

 Discussing the main tendencies of Medea’s modern Georgian 

interpretations in various artistic mediums her receptions in visual art requires 

a separate investigation.
14

 Though to create a more or less full picture we 
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  See Gia Bughadze’s article in this volume. 
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would like to treat briefly Medea’s interpretations in Georgian monumental 

sculpture as well. 

In 70-ies of the last century in Abkhazia, in Bitchvinta, on the coast of the 

Black sea the magnificent monument of the outstanding Georgian sculptor M. 

Berdzenishvili was erected. The huge, 8 meters high monument presents 

Medea, agitated like the sea, and her children in an extremely tense moment. 

The mother, overwhelmed with passion warmly puts hands on her children. 

Medea appears to be a beloved heroine of the artist. Naturally, he 

acknowledged fully the complexity of the artistic interpretation of this very 

controversial heroine. According to the well-known art critic Kagan for the 

comprehension of the monument Berdzenishvili used the principle "non 

finito", the principle of incompleteness of the artistic text.
15

 The sculpture’s 

content is not definite and straightforward just as Medea herself is full of 

paradoxes and contradictions. The sculptor allows the audience to decide 

themselves – is this woman ready to kill her children? Or maybe she tries to 

defend them from someone, even defend from herself? A very interesting 

solution in our mind. Such an understanding makes Berdzenishvili’s sculpture 

quite original and an extremely interesting art image, considered to be one of 

the most original interpretations of this heroine in Georgian culture. 

A few months ago in Batumi, in the central square a monumental 

sculpture of Medea was erected. The news about erecting the statue again 

caused anxiety. The debate about Medea was still traditional and very 

familiar.  

In this context the sculptor’s interpretation of Medea deserves attention. 

Devi Khmaladze’s Medea presents the figure of a woman standing on a high 

pedestal. Clothed in a long gown, she holds the Golden Fleece in her right 

hand, which she holds to the side. The golden parts of the monument (the 

fleece, the crown, the collar) grant the sculpture a spirit of solemnity and 

grandeur. 

In our mind, this interpretation presents Medea mainly as a symbol of the 

wealth and strength of Kolchis and as such appears to be a kind of Georgia’s 

visiting card. All that is tragic and ambivalent in her nature, her tremendous 

passions and her storms of emotion are left behind.
16

 It seems to us, that this 

monument continues the traditional tendency of the interpretation of Medea’s 

by laconic forms characteristic to this kind of art. 

Thus to sum up all we have discussed in this paper, we can say, that the 

main tendencies of the approach towards Medea in modern Georgian 
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 Kagan M., The High Art of Merab Berdzenishvili and the Problems of the Artistic Culture of 

XX-XXI Centuries, Tbilisi, 2006, 27. 
16
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Medea in the Context of Modern Georgian Culture 

 

229 

receptions include: silence, negligence, attempts to blame others and to 

rehabilitate her, considering her as a symbol of the glorious past and the new, 

original interpretations of the Argonautic cycle in the whole. But "The Medea 

complex" still exists in Georgia’s reality and the question, is this complex an 

obstacle for us to create high artistic representations of this very important 

heroine, still remains unanswered.  
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Η ΜHΔΕΙΑ ΣΟΤ FRANZ GRILLPARZER (1821) 

΢ΣΗ MΕΣΑΥΡΑ΢Η ΣΟΤ ΚΩΝ΢ΣΑΝΣΊΝΟΤ ΦΑΣΖΟΠΟΤΛΟΤ 

(1915, 1927) 

Ζ ειιεληθή πξφζιεςε ηεο επξηπίδεηαο "Μήδεηαο" ραξαθηεξίδεηαη απφ έλα 

δηπιφ παξάδνμν: έσο ηελ παξάζηαζε ηεο "Μήδεηαο" ην 1942 ζην Δζληθφ 

Θέαηξν ζε ζθελνζεζία ηνπ Σάθε Μνπδελίδε, ην έξγν παίδεηαη, κε εμαίξεζε 

ηελ παξάζηαζε ζηα αξραία πνπ νξγάλσζε ν Γεψξγηνο Μηζηξηψηεο κε ηνπο 

θνηηεηέο ηνπ ην 1903, ζρεδφλ κφλν ζε δηαζθεπέο: ηνπ Franz Grillparzer 

(1821), ηνπ Cesare Della Valle (1824, γξακκέλν ην 1814)
1
, ηνπ Louis Cicconi 

θαη ηνπ Ernst Legouvé (1854)
2
. Σν ειιεληθφ θνηλφ βιέπεη δηαζθεπή ηνπ 

                                                 
1
  M. Carlson, The Italian Stage from Goldoni to d’Annunzio, London 1982, 55. 

2
  Παξαιείπσ εδψ ηε ζπδήηεζε γηα κηα ακθηιεγφκελε δηαζθεπή ηνπ Alfieri, θαζψο θαη ηε 

δηαζθεπή ηνπ Ησάλλε Εακπέιηνπ, αθνινπζψληαο ηε δηαζθεπή ηνπ Della Valle (Α. Βαζηιείνπ, 

"Ζ Μήδεζα ηνπ Ησάλλε Εακπέιηνπ θαη ην ηηαιηθφ πξφηππφ ηεο", ΢ηέθακμξ. Σζιδηζηή πνμζθμνά 

ζημκ Βάθηεν Πμύπκεν, Αζήλα 2007, 167-176). Ο Πιάησλ Μαπξνκνχζηαθνο εμεγεί ην 

θαηλφκελν σο εμήο: "This preference for adaptations of Euripides’ tragedy over the ancient 

Greek play itself is the product of a double difficulty. The first is related to the conditions of 
development of theatre activity in Greece, which had not yet managed to attain an advanced 

level of acting and directing. The star-actresses of that era did not really face the interpretative 

questions posed by the Euripidean play; their acting abilities were better suited to simple plays 

centring on the emotional upheavals of love and jealousy. The second difficulty has to do with 

the education of a public used to performances of Italian opera (mainly through the tours of var-

ious Italian companies) or of Greek melodramas, and to productions of nationalistic plays ex-

ploiting ancient themes. The formation of professional troupes during the 1860s is a reflection 

of these conditions, which prevailed until the 1890s, when the fist important modern Greek 
playwrights appear" (P. Mavromoustakos, "Medea in Greece", E. Hall, F. Macintosh, O. Taplin 

(eds.), Μedea in Performance 1500-2000, Oxford 2000, 166-179, ηδίσο, 166). Γηα ηηο δηαζθεπέο 

ηεο Μήδεηαο βι. Δ. Frenzel, Stoffe der Weltliteratur, Stuttgart 1970, 475-479 (κε βηβιηνγξαθία), 

γηα άιιεο δηαζθεπέο J. Schondorff (ed.), Medea. Euripides, Seneca, Corneille, Cherubini, Grill-

parzer, Jahnn, Anouilh, Jeffers, Braun, München/Wien 1963, κε πξφινγν ηνπ Karl Kerényi. 
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δξάκαηνο γηα ηελ παηδνθηφλν εθδηθήηξηα ηνπ πξνδνκέλνπ έξσηα γηα πξψηε 

θνξά ην 1865 απφ ηελ Adelaida Ristori ζηα ηηαιηθά ζηε δηαζθεπή ηνπ 

Legouvé (ή ηνπ Della Valle), παξάζηαζε πνπ δίλεηαη ηελ ίδηα ρξνληά θαη 

ζηελ Πφιε
3
. Δθεί αθνινπζνχλ δηάθνξεο εξαζηηερληθέο παξαζηάζεηο, απφ ην 

1870 ψο ην 1890 θαη επαγγεικαηηθέο, κε αληηθαηηθέο πιεξνθνξίεο απφ ηνλ 

Σχπν γηα ην πνηα δηαζθεπή ζε πνηα ειιεληθή κεηάθξαζε ρξεζηκνπνηήζεθε
4
. 

Σν κφλν βέβαην είλαη πσο δελ πξφθεηηαη γηα ηε δηαζθεπή ηνπ Grillparzer, ηνπ 

νπνίνπ ην πξσηφηππν παίρζεθε γηα πξψηε θνξά, σο ηξίην κέξνο ηεο ηξηινγίαο 

"Σν Υξπζνχλ Γέξαο" ("Das goldene Vließ") ην 1821
5
, ην έηνο ηεο έλαξμεο 

ηεο Διιεληθήο Δπαλάζηαζεο, ζην Burgtheater ηεο Βηέλλεο κε ηδηαίηεξε 

επηηπρία ζε δχν βξαδηέο (ην πξνινγηθφ "Der Gastfreund" ζε κία πξάμε θαη 

"Die Argonauten" ζε ηέζζεξεηο πξάμεηο ζε κηα βξαδηά), ελψ ε πεληάπξαθηε 

"Μήδεηα" ζηαδηνδξφκεζε, κφλε ηεο ακέζσο ζε πνιιέο γεξκαληθέο ζθελέο
6
. 

Οιφθιεξε ε ηξηινγία έκεηλε θαη ζηελ Διιάδα ζηε ζθηά ηνπ ηξίηνπ κέξνπο 

ηεο, ηεο "Μήδεηαο", ε νπνία παίρζεθε αξθεηέο θνξέο, ελψ νιφθιεξν ε 

ηξηινγία κφλν κία θνξά (1920). 

Ζ βεβαηφηεηα φηη ζηηο ειιεληθέο παξαζηάζεηο ηνπ 19
νπ

 αηψλα δελ 

ρξεζηκνπνηήζεθε ην έξγν ηνπ Grillparzer βαζίδεηαη ζην γεγνλφο φηη πξηλ απφ 

ην 1915 δελ είρε κεηαθξαζηεί ζηα ειιεληθά· επηπιένλ θαλέλα έξγν ηνπ 

Απζηξηαθνχ δξακαηνπξγνχ δελ είρε κεηαθξαζηεί ζηα ειιεληθά θαη ην φλνκά 

ηνπ ήηαλ παληειψο άγλσζην
7
. Σνλ αλαθαιχπηεη ζηελ θπξηνιεμία ε 

ινγνηερληθή γεληά ηνπ 1880, καδί κε άιινπο ζπγγξαθείο ζην ζπξκφ ηεο 

"βνξεηνκαλίαο" θαη ηνπ "ηςελνγεξκαληζκνχ", φπσο ιεγφηαλ ηφηε ε ζηξνθή 

                                                 
3
  Γηα ηηο παξαζηάζεηο απηέο θαζψο θαη ηε γεληθφηεξε παξνπζία ηεο Ristori ζηελ Διιάδα βι. Α. 

Αιηνπβά, "Ζ επίδξαζε ηεο Adelaide Ristori (1822-1906) ζηελ ειιεληθή ζεαηξηθή πξαθηηθή. Σν 

παξάδεηγκα ηεο Πηπίλαο Βνλαζέξα (1838 ή 1842 – 1927)", ΢ηέθακμξ. Σζιδηζηή πνμζθμνά ζημκ 

Βάθηεν Πμύπκεν, Αζήλα 2007, 95-104. 
4
  Υξ. ΢ηακαηνπνχινπ-Βαζηιάθνπ, "Σν αξραίν ειιεληθφ δξάκα ζηηο ειιεληθέο παξνηθίεο: Σν 

παξάδεηγκα ηεο Κσλζηαληηλνχπνιεο ην 19
ν
 αηψλα", Σμ εέαηνμ ζηδκ ηαε’ διάξ Ακαημθή: 

Κςκζηακηζκμύπμθδ – ΢ιύνκδ. Οηηώ ιεθεηήιαηα, Αζήλα 2006, 37-94 (Πανάααζζξ 3, 2000, 191-
219), ηδίσο, 57 εμ., 61, 74 θαη pass. Ζ Βαζηιείνπ αλαθέξεη, πσο είλαη ε εθδνρή ηνπ Della Valle 

(φ. π., 167). 
5
  Γηα ηελ ηξηινγία βι. ζε επηινγή: H. Tenschert, Grillparzer und die antike Literatur, Diss., Wien 

1933; R. Stiefel, Grillparzers "Goldenes Vließ". Ein dichterisches Bekenntnis, Bern 1959; G. 

Heiserüber, Franz Grillparzers "Vließ"-Trilogie auf der deutschen Bühne, Diss., Köln 1960; J. 

Kaiser, Grillparzers dramatischer Stil, München 1961; Th. C. van Stockum, "Grillparzers Me-

dea-Trilogie "Das goldene Vließ" und ihre antiken Vorbilder", Neophilologus 47 (1963) 120-

125; B. Breitenbuch, Ethik und Ethos bei Grillparzer, Berlin 1966 θηι. 
6
  Βεξνιίλν 1822, Μφλαρν θαη Βξέκε 1823, Ακβνχξγν θαη 1825 ζηε Βατκάξε (H. Kindermann, 

Theatergeschichte Europas, ηφκ. 5, Salzburg 1962, 343 εμ.). 
7
  Γηα ηελ πξφζιεςε ηνπ Grillparzer ζηελ Διιάδα βι. Β. Πνχρλεξ, "Ζ Απζηξία ζηα ειιεληθά 

γξάκκαηα θαη ην ειιεληθφ ζεάηξν", Σμ εέαηνμ ζηδκ Δθθάδα. Μμνθμθμβζηέξ επζζδιάκζεζξ, 

Αζήλα 1992, 223-282, ηδίσο, 268-274. 
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πξνο ηνλ κνληεξληζκφ
8
. Πνηήκαηα ηνπ Grillparzer βξίζθνληαη κεηαθξαζκέλα 

κφιηο ην 1913
9
. Ζ "Ahnfrau" παίδεηαη γηα πξψηε θνξά σο "Ζ πξνκάκκε ή Σν 

ζηνηρεηφ ηνπ πχξγνπ" ζην Βαζηιηθφλ Θέαηξνλ ην 1905, ηελ ίδηα ρξνληά "Des 

Meeres und der Liebe Wellen" σο "Ζξψ θαη Λέαλδξνο"
10

, θαη ηα δπν 

κεηαθξαζκέλα απφ ηνλ Κσλζηαληίλν Υαηδφπνπιν, ελψ ε "΢απθψ" 

κεηαθξάδεηαη ην 1906 απφ ηνλ Δκκαλνπήι Γαβίδ
11

. Καη απηή είλαη ε δεχηεξε 

έθπιεμε: ε ζρεδφλ γηα 100 ρξφληα θαζπζηέξεζε ζηελ πξφζιεςε ηνπ 

Grillparzer ζηελ Διιάδα, ζε κηα επνρή φπνπ νη πξνζιεπηηθέο ηαρχηεηεο 

θηάλνπλ πιένλ ζε ξεθφξ
12

. Δηδηθά ηε "Μήδεηα" ηνπ Grillparzer αλεβάδεη γηα 

πξψηε θνξά ε Μαξίθα Κνηνπνχιε ην 1915 ζε κεηάθξαζε ηνπ Κσλζηαληίλνπ 

Υαηδφπνπινπ, παξάζηαζε πνπ θξαηάεη ζην ξεπεξηφξηφ ηεο θαη 

επαλαιακβάλεηαη ην 1920 (νιφθιεξε ε ηξηινγία), ην 1927, ην 1928 θαη ην 

1930
13

. Γνεηεχηεθε ηδηαίηεξα απφ απηφλ ηνλ πξσηαγσληζηηθφ ξφιν
14

. Ζ 

κεηάθξαζε απηή δεκνζηεχεηαη κφιηο ην 1927
15

. "Σν ζηνηρεηφ ηνπ πχξγνπ" 

παίδεηαη αθφκα θαη ην 1918 θαη ην 1927, ην "Ζξψ θαη Λέαλδξνο" ην 1924
16

. 

Ο άγλσζηνο ζηνλ ειιεληθφ 19
ν
 αηψλα Grillparzer δίλεη έλα δπλακηθφ παξφλ 

ζηελ επνρή ηνπ Μεζνπνιέκνπ, ζπγθεξλψληαο ηνλ Ρνκαληηζκφ κε ηνλ 

Νενξνκαληηζκφ θαη γεθπξψλνληαο πεξίπνπ έλαλ αηψλα κε ηελ αξραία ηνπ 

ειιεληθή ζεκαηηθή
17

. Σν φηη ε απξφζκελε άλζεζε απηή ηνπ Grillparzer 
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  Πακαεήκαζα 9 (1904/5), 132 εμ., Νμοιάξ 3/172 (1905), 7 εμ. Βι. Γ. ΢ηδέξεο, Ιζημνία ημο 

κεμεθθδκζημύ εεάηνμο 1794-1944, ηφκνο πξψηνο 1794-1908, Αζήλα 1990 (1950), 254. 
11

  ΢ηδέξεο, Ιζημνία, φ. π., 48. 
12

  Γηα ηελ έλλνηα ηεο πξνζιεπηηθήο ηαρχηεηαο βι. Β. Πνχρλεξ, "Καζπζηέξεζε; Ζ παξάκεηξνο 

ηνπ ρξφλνπ ζηηο  πξνζιεπηηθέο δηαδηθαζίεο θαηά ηελ πνξεία ηεο λενειιεληθήο δξακαηνπξγίαο 

απφ ην Κξεηηθφ ζέαηξν ψο ην κεηαπνιεκηθφ δξάκα", Ράιπα ηαζ παθημζέκζημ. Γέηα 

εεαηνμθμβζηά ιεθεηήιαηα, Αζήλα 2004, 473-487. 
13

  Γηα δηαλνκέο θηι. Γ. ΢ηδέξεο, Σμ Ανπαίμ Θέαηνμ ζηδ Νέα Δθθδκζηή ΢ηδκή 1817-1932, Αζήλα 

1976, 258 εμ., 285, 332, 365, 395, 403. Γηα ηηο παξαζηάζεηο ηεο επξηπίδεηαο "Μήδεηαο" ζηελ 

Διιάδα βι. Π. Μαπξνκνχζηαθνο, "Παξαζηαζηνγξαθία", ζηνλ ηφκν: Δπξηπίδεο, Μήδεζα, 

Μεηάθξαζε – Δηζαγσγή – ΢ρφιηα, Αζήλα 1993, 159-186, γηα ηηο ειιεληθέο παξαζηάζεηο ησλ 

Legνuvé θαη Grillparzer ζηνλ Μεζνπφιεκν βι. Α. Βαζηιείνπ, Δηζοβπνμκζζιόξ ή πανάδμζδ; Σμ 

εέαηνμ πνόγαξ ζηδκ Αεήκα ημο Μεζμπμθέιμο, Αζήλα 2005, 139, 273 εμ., 491 εμ. 
14

  Βι. θσηνγξαθία απφ ηελ πξεκηέξα ηνπ 1915 ζηνλ ηφκν ηνπ Γ. Αλεκνγηάλλε, Μανίηα Κμημ-

πμύθδ. Η θθόβα, Αζήλα 1994, 151. 
15

  Veloudis, φ.π., 480. 
16

  ΢ηδέξεο, Σμ Ανπαίμ Θέαηνμ, φ. π., 288 εμ., Νέα Δζηία 1 (1927 Α), 113. 
17

  Ο Βεινπδήο απνδίδεη απηφ ζην θιαζηθηζηηθφ γνχζην ηνπ θνηλνχ ηεο επνρήο θαη παξαπέκπεη θαη 

ζηελ "Ζιέθηξα" ηνπ Hofmannsthal, πνπ έθαλε παξφκνηα θαξηέξα ζηα ζέαηξα ηνπ Μεζνπνιέ-

κνπ: "Die verhältnismäßig starke Präsenz Grillparzers ist im Zusammenhang mit dem immer 
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ζπζρεηίδεηαη κε ηηο πξνζπάζεηεο αλαβίσζεο ηεο αξραίαο ηξαγσδίαο 

θαλεξψλεη θαη ε ρξνληθή ζπγθπξία: ην 1927, ηε ρξνληά ησλ πξψησλ 

Γειθηθψλ Γηνξηψλ εκθαλίδεηαη παξάζηαζε ηεο γεξκαληθήο δηαζθεπήο ηεο 

"Μήδεηαο" ζην Ζξψδεην ζε ζθελνζεζία ηνπ Θσκά Οηθνλφκνπ, πξάγκα πνπ 

ζεσξήζεθε απφ ηελ θξηηηθή ηεξνζπιία
18

, ελψ ζηελ Δπαγγεικαηηθή ΢ρνιή 

Θεάηξνπ ν Φψηνο Πνιίηεο, ν θαηεμνρήλ εξκελεπηήο ηεο αξραίαο ηξαγσδίαο 

ζ’ εθείλε ηε θάζε ηεο αλαβίσζεο
19

, αλεβάδεη ζηελ Δπαγγεικαηηθή ΢ρνιή 

Θεάηξνπ ηελ "Πξνκάκκε ή Σν ζηνηρεηφ ηνπ πχξγνπ", ελψ επίζεο ηελ ίδηα 

ρξνληά αλεβάδεη ζην Καιιηκάξκαξν ΢ηάδην ηελ "Δθάβε" κε ηελ Μαξίθα 

Κνηνπνχιε ζηνλ πξσηαγσληζηηθφ ξφιν. Σα θιαζηθηζηηθά/ξνκαληηθά ζηνηρεία 

ηνπ Grillparzer απνδεηθλχνληαη ζηηο αηζζεηηθέο αληηιήςεηο ηεο επνρήο 

ζπκβαηά κε ην ίδην ην πλεχκα ηεο αξραίαο ηξαγσδίαο. 

Απηφ βέβαηα είλαη ην θαηφξζσκα ηεο κεηάθξαζεο ηνπ Κσλζηαληίλνπ 

Υαηδφπνπινπ, ν νπνίνο ην 1915 είρε ζην ελεξγεηηθφ ηνπ ήδε κηα ζεηξά απφ 

έμνρεο ζεαηξηθέο κεηαθξάζεηο απφ ηα γεξκαληθά
20

, θπξίσο απηή ηνπ πξψηνπ 

                                                                                                     
noch herrschenden klassizistischen Geschmack des griechischen Publikums und mit der (Wied-

er-)Belebung des klassisch-griechischen Dramas, vornehmlich der Tragödie, zu dieser Zeit zu 

verstehen..." (Veloudis, Germanograecia, φ. π., 493). Χζηφζν πξφθεηηαη γηα πθνινγηθά πνιχ 
δηαθνξεηηθά δξακαηηθά έξγα. Πην θαίξηα είλαη ε επηζήκαλζε, πσο ε ζηαδηνδξνκία απηή 

ζπζρεηίδεηαη κε ηηο πξνζπάζεηεο αλαβίσζεο ηεο αξραίαο ειιεληθήο ηξαγσδίαο. 
18

  Βαζηιείνπ, φ. π., 274. 
19

  Β. Πνχρλεξ, "Ο Φψηνο Πνιίηεο σο ζθελνζέηεο αξραίαο ηξαγσδίαο. Οη επηδξάζεηο ηνπ Max 

Reinhardt ζην ειιεληθφ ζέαηξν ηνπ 20
νχ

 αηψλα", Ιζημνζηά κεμεθθδκζημύ εεάηνμο, Αζήλα 1984, 

121-137. 
20

  Γηα ην ζεσξεηηθά γξαπηά ηνπ Υαηδφπνπινπ γηα ην ζέαηξν βι. Μ. Λάδνπ, "Ο Κσζηαληίλνο 

Υαηδφπνπινο θαη ην ζέαηξν", Δ. Γ. Καςσκέλνο et al. (επηκ.), Πναηηζηά Δπζζηδιμκζημύ 
΢οιπμζίμο: μ Κςζηακηίκμξ Χαηγόπμοθμξ ςξ ζοββναθέαξ ηαζ εεςνδηζηόξ, Αζήλα 1998, 319-332 

θαη Γ. Λαδνγηάλλε, "Κ. Υαηδφπνπινο: φςεηο κηαο ‘ζεσξίαο’ ηνπ δξάκαηνο", αοηόεζ, 303-317. 

Σέηνηα θείκελα βξίζθνληαη ζπγθεληξσκέλα ζην βηβιίν: Κ. Υαηδφπνπινο, Κνζηζηά ηείιεκα, επηκ. 

Κ. Αλεκνχδε-Αξδφγινπ, Αζήλα, Ίδξπκα Οπξάλε 1996. Γηα ηηο δεκνζηεπκέλεο κεηαθξάζεηο βι. 

΢ηξ. Υνξαθάο, ΢οιαμθή ζηδ αζαθζμβναθία ημο Κ. Χαηγόπμοθμο, Αζήλα 1983, 7, 17-19, 22 θαη 

γηα ηα δηάζπαξηα απνζπάζκαηα Υ. Λ. Καξάνγινπ, "Δπίκεηξν. Αζεζαχξηζηεο δεκνζηεχζεηο ηνπ 

Υαηδφπνπινπ", Πναηηζηά, ό. π., 82-87. Γηα ηηο ζεαηξηθέο κεηαθξάζεηο ζην ζχλνιφ ηνπο (θαη ηηο 
ρεηξφγξαθεο) βι. Δ. ΢ηαπξνπνχινπ, "Γηα ηηο ζεαηξηθέο κεηαθξάζεηο ηνπ Κψζηα Υαηδφπνπινπ", 

΢ηέθακμξ. Σζιδηζηή πνμζθμνά ζημκ Βάθηεν Πμύπκεν, Αζήλα 2007, 1183-1193. Δίλαη ζπλνιηθά 

31: κεηαμχ ηνπο ε "Ηθηγέλεηα ελ Σαχξνηο" ηνπ Γθαίηε (έθδνζε 1910, 1916 θαη 1920, παξάζηαζε 

1904), "Φάνπζη" (1916, 1921, παξάζηαζε 1904), "Έγθκνλη" (έηνηκν ην 1905, αλέθδνην), 

"Δπηζεσξεηήο" ηνπ Gogol (ρεηξφγξαθν), απφ ηνλ Grillparzer "Ζξψ θαη Λέαλδξνο" (1905 

παξάζηαζε, ρεηξφγξαθν), "Μήδεηα" (1915, ζψδνληαη ηέζζεξα ρεηξφγξαθα) "Ζ Πξνκάκκε ή ην 

ζηνηρεηφ ηνπ Πχξγνπ" (ρεηξφγξαθν 1904, απφζπαζκα ζην Νμοιά Γ ,́ αξ.. 134, 1905, 2-4, 

παίρζεθε ην 1904 θαη 1905), Friedrich Halm, "Ο γηνο ηεο εξήκνπ" (παξάζηαζε 1905), Haupt-
mann, "Ο ακαμάο Έλζει" (παξάζηαζε ην 1902), "Ζ βνπιηαζκέλε θακπάλα" (απφζπαζκα ζην 

Νμοιά Γ ,́ αξ. 182, 1906, 4-5, παξάζηαζε ην 1906), "Ζιέθηξα" ηνπ Hofmannsthal (ζε ηξία 

ρεηξφγξαθα, απφζπαζκα ζηα Πακαεήκαζα ΗΒ ,́ ηφκ. Γ΄, ηεχρ. 265, 1911, 101-2), "Ο καζεηήο" 

(Ο Γζόκοζμξ Β ,́ 1902, ηεχρ. 5, 253-260), ηνπ Ίςελ "Αξρηηέθησλ ΢φιλεο", "Πεεξ Γθπλη" 

(έθδνζε Αζήλα 2001), "΋ηαλ μππλήζσκε λεθξνί" (ζε ζπλέρεηεο ζηνλ Γζόκοζμ 1901), "Ζ θπξά 
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κέξνπο ηνπ "Φάνπζη" ζηε δεκνηηθή θαη ζε ζηίρν, ε νπνία ζα παηρζεί ζρεδφλ 

έσο ην ηέινο ηνπ 20
νχ

 αηψλα ζην ζέαηξν, παξά ηελ χπαξμε άιισλ 

ζεκαληηθψλ κεηαθξάζεσλ, φπσο απηή ηνπ Καδαληδάθε 1937/42
21

. Ζ 

κεηάθξαζε ηνπ Υαηδφπνπινπ έρεη ηνλ εμήο ηίηιν: Φξαληο Γθξίιιπαξηζεξ 

(Franz Grillparzer), Μήδεζα. Σναβςδία ζε πνάλεζξ ηέζζενεξ, Μεηάθξαζε 

Κσζηαληίλνπ Υαηδφπνπινπ, Δθδνηηθφο νίθνο «Διεπζεξνπδάθεο» Α. Δ., ελ 

Αζήλαηο 1927, ζει. 110 (8
ν
). Απηφ πνπ παξαηεξεί ν πξνζεθηηθφο αλαγλψζηεο 

ακέζσο είλαη ην γεγνλφο, πσο αλαθέξνληαη ηέζζεξεηο πξάμεηο, ελψ ε 

ηξαγσδία ηνπ Grillparzer έρεη, σο γλσζηφ, πέληε πξάμεηο (Tragödie in fünf 

Aufzügen). Σν δεχηεξν είλαη ε ζπλεηδεηή ρξήζε κηαο πξνρσξεκέλεο, θάπσο 

ςπραξηθήο δεκνηηθήο (Κσζηαληίλνο, ηέζζεξεο). Καη ζηα δχν ζεκεία ζα 

επαλέιζνπκε. 

Mηα άιιε έθπιεμε είλαη ην γεγνλφο, πσο ε κεηάθξαζε είλαη ζε πεδφ 

ιφγν, ελψ ην γεξκαληθφ πξσηφηππν ήηαλ έκκεηξν. Άξα ην 1915 ν 

Υαηδφπνπινο δελ επαλέιαβε ην ηφικεκα ηνπ «Φάνπζη» ζηελ αξρή ηνπ 

αηψλα, πνπ ήηαλ κεηαθξαζκέλνο φρη κφλν ζε δεθαπεληαζχιιαβνπο αιιά θαη 

κε δεπγαξσηή ξίκα
22

. Απηή ε αηζζεηηθή επηινγή ζπζρεηίδεηαη κε κηα 

δηαθνξεηηθή ζηξαηεγηθή, ε νπνία ηεθκεξηψλεηαη ζε φιε ηε κεηάθξαζε: κηα 

πην ξεαιηζηηθή, αθφκα θαη λαηνπξαιηζηηθή απφδνζε ηνπ θεηκέλνπ θαη ηεο 

ζθεληθήο δξάζεο. Ο Υαηδφπνπινο δελ εθιακβάλεη ηελ ηξαγσδία ηνπ 

Grillparzer σο έξγν θιαζηθηζηηθφ/ξνκαληηθφ, αιιά σο έξγν πην κνληέξλν· 

βιέπεη ηε Μήδεηα φρη ηφζν ζην ζθνηεηλφ κεγαιείν ηεο βάξβαξεο κάγηζζαο 

πνπ εθδηθείηαη γηα ηνλ πξνδσκέλν ηεο έξσηα, αιιά ηε βιέπεη ζε ζπλάθεηα κε 

ηελ ςπρνπαζνινγία ηεο Ζιέθηξαο, φπσο εκθαλίδεηαη ζηελ «Hιέθηξα» ηνπ 

Hofmannsthal, ε νπνία παίδεηαη ηελ ίδηα επνρή κε κεγάιε επηηπρία ζηηο 

ειιεληθέο ζθελέο
23

. Έηζη θαη ε αλεβαζκέλε πνηεηηθή γιψζζα ηνπ 

                                                                                                     
ηεο ζάιαζζαο" (παξάζηαζε 1906), "Ζ ζπαζκέλε ζηάκλα" ηνπ Kleist (δφζεθε ζην Βαζηιηθφ ην 

1905), "Άζσηνο" ηνπ Raimund (παξάζηαζε 1903), ΢αίμπεξ "Γσδεθάηε Νχρηα" (ρεηξφγξαθν 

1903, παξάζηαζε 1904), "Θενδψξα" ηνπ Sardou (ρεηξφγξαθν), ηνπ Strindberg "O παηέξαο" 
(ρεηξφγξαθν), "Πάζρα" (δεκνζηεχεηαη ζην Γζόκοζμ ζε ζπλέρεηεο 1902), "Πξν ηνπ δξφκνπ" 

(Λμβμηεπκία Α ,́ ηεχρ. 2, 1920, 65-68), Sudermann "Κιεκκέλε επηπρία" (ρεηξφγξαθν 1902, 

παξάζηαζε 1903) θηι. Οη παξαζηάζεο αλαθέξνληαη φιεο ζην Βαζηιηθφ Θέαηξν. 
21

  Β. Πνχρλεξ, "Διιεληθέο κεηαθξάζεηο ηνπ Φάνπζη Α΄ ηνπ Γθαίηε ζηνλ 20
φ
 αηψλα 

(Υαηδφπνπινο, Καδαληδάθεο, Θενδσξαθφπνπινο, Δπαγγειάηνο, Μάξθαξεο). Μηα απφπεηξα 

εμηρλίαζεο κεηαθξαζηηθψλ ζηξαηεγηθψλ", Μκείεξ ηαζ ικήιεξ. Γέηα εεαηνμθμβζηά ιεθεηήιαηα, 

Αζήλα 2006, 407-462. Ζ κεηάθξαζε ηνπ Υαηδφπνπινπ θηινηερλήζεθε γχξσ ζηα 1900, 

δεκνζηεχηεθε φκσο κφιηο ην 1916. 
22

  Bι. Πνχρλεξ, "Διιεληθέο κεηαθξάζεηο ηνπ Φάνπζη Α΄", φ. π. 
23

  Ζ "Ζιέθηξα" κεηαθξάδεηαη ην 1902 (Veloudis, φ. π., 323 εμ., Λ. Μπγδάιεο, Δθθδκζηή 

αζαθζμβναθία Γηένπανκη Χάμοπηιακ (1899-1984) ηαζ Ούβημ θμκ Χόθιακζηαθ (1901-1986), 

Θεζζαινλίθε 1988), παίδεηαη ζηελ Αζήλα ην 1911 θαη 1912 (Γ. ΢ηδέξεο, Σμ ανπαίμ εέαηνμ ζηδ 

κεά εθθδκζηή ζηδκή 1817-1932, Αζήλα 1976, 248, 250, 252; Β. Πνχρλεξ, "Ζ Απζηξία ζηα 
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πξσηφηππνπ, πνπ εθπέκπεη κεγαινπξέπεηα θαη ζηηρνπξγηθή πεξηπνίεζε 

αθφκα θαη ζην ζθνηεηλφ πάζνο ηεο βαζηινπνχιαο ηεο Κνιρίδαο ή αθφκα θαη 

ζηε ειεεηλή ζηάζε ηνπ Ηάζνλα, φηαλ πξνζπαζεί λα δηθαηνινγήζεη ηα 

αδηθαηνιφγεηα, «πξνζγεηψλεηαη» ζην πην πεδφ χθνο κηαο ζηξσηήο θαη 

ξένπζαο δεκνηηθήο, πνπ ζαθψο απινπνηεί ηνλ εθθξαζηηθφ πινχην ησλ 

γεξκαληθψλ ηνπ Grillparzer θαη θέξλεη φιε ηελ ππφζεζε ζ’ έλα πην ιατθφ 

επίπεδν, ηνπ αζηηζκνχ ηεο belle époque ηεο Αζήλαο ηνπ Πξψηνπ παγθφζκηνπ 

πνιέκνπ. Παξφκνηα ζηξαηεγηθή παξαηεξήζακε θαη ζηνλ «Φάνπζη», φκσο 

εθεί ν πνιηηηθφο ζηίρνο θαη ε ξίκα δίλνπλ κηα άιιε ράξε θαη έλα άιιν πλεχκα 

ζην δξακαηηθφ ζχλζεκα, ελψ εδψ ε γιψζζα είλαη ζρεδφλ λαηνπξαιηζηηθή, 

είλαη δξαζηηθή, πξαθηηθή. ΢ε κεξηθά ζεκεία ν κεηαθξαζηήο πξνζζέηεη θαη 

ζθεληθέο νδεγίεο, γηα λα θαηεπζχλεη θαιχηεξα ηε ζθεληθή δξάζε· ε φιε 

δνπιεηά ηνπ απνπλέεη ηελ εκπεηξία ηεο ζεαηξηθήο πξάμεο θαη πξαθηηθήο. 

Ο Υαηδφπνπινο εηζάγεη θαη άιια ζεαηξηθά ηξηθ λα κεηαθέξεη ην έξγν ζηα 

γνχζηα ηεο επνρήο, πνπ ήηαλ ην «θαινζηεκκέλν» ή «θαινγξακκέλν» έξγν 

ηεο γαιιηθήο ζρνιήο ηνπ 19
νπ

 αηψλα
24

. To έξγν αξρίδεη θαη ηειεηψλεη ζηε 

κεηάθξαζε κε έλα leitmotiv ηεο Μήδεηαο: «Σειείσζεο» ξσηάεη ην ζθιάβν 

ζηελ αξρή ηεο Α΄ πξάμεο, πνπ ζάβεη ην ρξπζφ δέξαο ζηε γε, θαη «Δ, 

ηειείσζε;» ξσηάεη ηελ Γθφξα πξνο ην ηέινο, ε νπνία κφιηο κεηέθεξε ην 

ζαλαηεθφξν δψξν ζηελ Κξένπζα, πνπ ηε ζθνηψλεη θαη παξαδίλεη ην παιάηη 

ζηηο θιφγεο. Απηή ε ιέμε θιεηδί, «ηειείσζε», δελ ππάξρεη ζην γεξκαληθφ 

πξσηφηππν, φπνπ ρξεζηκνπνηνχληαη γηα ην ίδην γεγνλφο δηάθνξεο εθθξάζεηο 

(es ist vollbracht, es ist geschehen, bist du fertig θηι.). Πξφθεηηαη ινηπφλ γηα 

κηα ζπλεηδεηή ζηξαηεγηθή λα δνζεί έλα ιεθηηθφ ζπκβνιηθφ «πιαίζην» ηνπ 

έξγνπ ζηελ αξρή θαη ην ηέινο· φπσο ζα δνχκε, ε παξάιεηςε ηεο Δ΄ πξάμεο 

έρεη λα θάλεη κε απηφ ην «ηεηέιεζζαη», ην νπνίν ζηε γιψζζα ηνπ Φπράξε 

είλαη ην «ηειείσζε». 

Ο κεηαθξαζηήο επίζεο αθνινπζεί κηα ηαθηηθή, πνπ ήηαλ πξνζθηιήο ζηηο 

κεηαθξάζεηο ηεο επνρήο, πνπ ζπρλά πιεζηάδνπλ ηηο δηαζθεπέο: ελψ 

παξαθνινπζεί πηζηά ην λφεκα θαη ηελ πνξεία ησλ γεγνλφησλ, παξαιείπεη, 

εδψ κε θεηδψ, πνχ θαη πνχ νξηζκέλνπο ζηίρνπο, δίζηηρα ή θαη ηεηξάζηηρα, 

ειαθξψλνληαο κεγάιεο ξήζεηο απφ ηνλ βαξχ πνηεηηθφ θφξην πνπ έρνπλ, θαη 

απμάλνληαο ην ξπζκφ ηνπ δηαιφγνπ
25

. Δλψ ε απφδνζε ησλ λνεκάησλ είλαη ελ 

                                                                                                     
ειιεληθά γξάκκαηα θαη ην ειιεληθφ ζέαηξν", Σμ εέαηνμ ζηδκ Δθθάδα. Μμνθμθμβζηέξ 

επζζδιάκζεζξ, Αζήλα 1992, 223-282, ηδίσο ζ. 269) 
24

  Βι. Β. Πνχρλεξ, "Σν κπζηζηνξεκαηηθφ πεξηπεηεηψδεο δξάκα, έξγα ‘κε ζέζε’ θαη έξγα ‘ρσξίο ζέζε’ 
ζηηο ειιεληθέο ζθελέο ηνπ 19

νπ
 αηψλα. Ζ θιεξνλνκηά ηνπ ‘θαινθηηαγκέλνπ’ έξγνπ ζηελ ειιεληθή 

δξακαηνπξγία ηνπ 20
νχ

 αηψλα", Η πνόζθδρδ ηδξ βαθθζηήξ δναιαημονβίαξ ζημ κεμεθθδκζηό εέαηνμ 

(17
μξ

-20
όξ

 αζώκαξ). Μζα πνώηδ ζθαζνζηή πνμζέββζζδ, Αζήλα 1999, 81-115. 
25

  Γηα ηελ ηερληθή απηή βι. θαη Β. Πνχρλεξ, "Ζ δηαζθεπή ηεο Δνςθίθδξ ηνπ Γεσξγίνπ Υνξηάηζε 

απφ ην Ακθη-Θέαηξν ζην Γεκνηηθφ Πεξηθεξεηαθφ Θέαηξν Κξεηεο 1996, ήηνη: Ση θεξδίδεη θαη 
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γέλεη πνιχ πηζηή, πθνινγηθά παξαηεξείηαη κηα κεηαηφπηζε ζ’ έλα ηνπ 

πνηεηηθνχ κεγαιείνπ ζ’ έλα πην απιφ επίπεδν. Μεξηθά παξαδείγκαηα: φηαλ 

ζηελ πξψηε ζθελή ε Μήδεηα ζπάεη ην θνληάξη απφ ην ρξπζφ δέξαο, ν 

Υαηδφπνπινο απνδίδεη ην εκθαηηθφ θαη πνηεηηθφ «So brech ich dich und 

senke dich hinab / In Schoß der Nacht, dem dräuend du entstiegst» κε έλα πην 

δξαζηηθφ, πην ξεαιηζηηθφ «Νά, ζε ζπάδσ θαη ζε ξίρλσ ζηνλ θφξθν ηεο λχρηαο 

απφζε βγήθεο». Μαδί κε ηελ πθνινγηθή απινπνίεζε ζπκβαδίδνπλ θαη νη 

ζπληνκεχζεηο: ε Μήδεηα δηθαηνινγεί ην ζάςηκν ηνπ ρξπζνχ δέξαηνο κε ην 

ιφγν, πσο δελ ηεο πξνζθέξεη πηα θακηά πξνζηαζία· ην γεξκαληθφ πξφηππν 

είλαη εθηελέζηεξν: «Der Schutz mir gab? / Weil mehr nicht Schutz er gibt, als 

er mir gab, / Vergrab’ ich sie. Ich bis beschützt genug». Ο Υαηδφπνπινο 

δηαιχεη ηα πεξίπινθα ππεξβαηά, πνπ θξαηνχλ ην ξπζκφ ηνπ ζηίρνπ: «Γηαηί 

δελ ην κπνξνχλ, γηαπηφ ηα ζάβσ. Καιά είκαη θπιαγκέλε». Ζ ξεηνξηθή 

εξψηεζε παξαιείπεηαη (ζ. 8). Με ηνλ ίδην ηξφπν ην «Oder Beschäftigung / 

Für eines Fürsten fürstlich hohe Tochter» γίλεηαη «Έξγν ηαηξηαζηφ ζε κία 

βαζηινπνχια» (ζ. 9), ζην «αλεβαζκέλν» «So sprich» ηνπ θιαζηθνχ ζεάηξνπ 

ηεο Βατκάξεο θαη ηεο Βηέλλεο αληαπνθξίλεηαη έλα ιατθφ «Έ, ιέγε» (ζ. 11), 

θαη πςηπεηνί πνηεηηθνί αθνξηζκνί φπσο «Weggehaucht die Vergangenheit, / 

Alles Gegenwart, ohne Zukunft» γίλνληαη «Σα πεξαζκέλα ζβήλνπλε θαη κέλεη 

κφλν ην ζήκεξα. Καη αχξην δελ ππάξρεη» (ζ. 10). Τπάξρεη δειαδή θάηη ζα 

ζρεδφλ ζπζηεκαηηθή ηαθηηθή ηεο απνθπγήο ηεο «πςειήο» πνίεζεο. 

Απφ ηελ άιιε φκσο ν κεηαθξαζηήο επηηπγράλεη θαη απνζαθελίζεηο θαη 

θξαζηηθέο ζπκππθλψζεηο: ην «απφ ιεχηεξνο, ζχδπγνο, παηέξαο!» ηνπ Ηάζνλα 

(ζ. 17) είρε ζηα γεξκαληθά έλα «Von trotz’gen Wilden Vater und Gemahl», 

φπνπ ν ζηηρνπξγηθφο ξπζκφο θαη ε πνηεηηθή εηθφλα κεηαηξέπνληαη ζε 

δξαζηηθφ ζθεληθφ ιφγν, πνπ δηεπθνιχλεη ηνπο εζνπνηνχο ζ’ έλα ξεαιηζηηθφ 

παίμηκν· ην λαηνπξαιηζηηθφ χθνο άιισζηε ήηαλ ην κεγάιν επίηεπγκα ηνπ 

Θσκά Οηθνλφκνπ, γηα ηνλ νπνίν ν Υαηδφπνπινο έθαλε ηηο κεηαθξάζεηο ηνπ 

απφ ηα γεξκαληθά
26

. Έηζη κεηαηξέπεηαη θαη ε σξαία πνηεηηθή εηθφλα 

«Getreulich wälzest du den schweren Stein, / Der rück sich rollend immer 

wiederkehrt / Und jeden Pfad versperrt und jeden Ausweg» ζε κηα 

πξαγκαηνινγηθή απφδνζε: «Κπιάο αηψληα ην βαξχ ιηζάξη θαη κπαίλεη εκπξφο 

θαη θξάδεη θάζε δξφκν» (ζ. 19). ΢πάληα ζπλαληά θαλείο θαη πεξηπηψζεηο 

πηζαλήο παξαλφεζεο
27

. Νενινγηζκνχο θαη ζχλζεηεο ιέμεηο απνδίδνληαη κε 

                                                                                                     
ηη ράλεη ν ζχγρξνλνο ζθελνζέηεο ζηελ πξνζαξκνγή ελφο αξηζηνπξγήκαηνο ηεο θιαζηθίδνπζαο 

δξακαηνπξγίαο ζηνπο ξπζκνχο ηεο επνρήο καο;", Γάθκδ. Σζιδηζηόξ ηόιμξ βζα ημκ ΢πύνμ Α. 
Δοαββεθάημ, Αζήλα 2001, 289-302. 

26
  Γ. ΢πάζεο, "Ζ Ηθηγέλεηα ηνπ Γθαίηε θαη ε ζπκκεηνρή ηεο ζηελ πνξεία ηνπ λενειιεληθνχ 

ζεάηξνπ", ΢ηέθακμξ. Σζιδηζηή πνμζμθμνά ζημκ Βάθηεν Πμύπκεν, Αζήλα 2007, 1129-1142. 
27

  Π. ρ. ζ. 23 "Verruchten Treibens klagte man mich an" απνδίδεηαη σο "Γηα πξάμεηο κηθξέο κε 

θαηαγγείιαλ". 
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απινπνίεζε: «Du arme, kleine, nestentnommene Βrut» κε «Φησρά κηθξά 

δπζηπρηζκέλα!» (ζ. 27). Παξαηεξνχληαη επίζεο θάπνηεο κηθξναιιαγέο ζηελ 

ππφζεζε: ζηνλ Grillparzer ν Βαζηιηάο ηεο Κνξίλζνπ πξνζθέξεη εμ αξρήο 

πξνζηαζία γηα φιε ηελ νηθνγέλεηα («Mir und den Meinen?»), ζηνλ 

Υαηδφπνπιν κφλν γηα ηνλ Ηάζνλα («ζνπ είπα εζέλα – Έια!»), πξάγκα πνπ 

θάλεη ηε Μήδεηα λα κελ έξζεη ζηε ζπζία: ζηνλ Grillparzer απηφ 

ηεθκεξηψλεηαη απφ ζηελ αξλεηηθή ζπκπεξηθνξά θαη ζηάζε ηεο Κξένπζαο, 

ζηνλ Υαηδφπνπιν ε Μήδεηα φκσο ιέεη: «Απφ ην ζηφκα ηνπ άιια άθνπζα» (ζ. 

29), απφ ην ζηφκα ηνπ βαζηιηά. ΢ε κεξηθέο πεξηπηψζεηο απηή ε ηαθηηθή ηεο 

ζπληφκεπζεο παξαιείπεη θαη έμνρνπο ζηίρνπο ην πξνηχπνπ
28

. 

Απηφ είλαη ην ηίκεκα απηήο ηεο κεηαθξαζηηθήο ζηξαηεγηθήο. Απφ ηελ 

άιιε ην έξγν γίλεηαη πην εχθνιν ζην αλέβαζκα, γηα εζνπνηνχο θαη ζεαηέο, ζε 

κηα επνρή, πνπ ν Υξεζηνκάλνο έρεη απνξξίςεη ηελ «Σξηζεχγελε», γηαηί δελ 

είρε αξθεηά κεινδξακαηηθά ζηνηρεία, θη αθξηβψο ην 1915 ε πνηεηηθή 

κνλαρνθφξε ηνπ Παιακά αλεβάδεηαη γηα πξψηε θνξά ζην ζέαηξν απφ ηνλ 

Οηθνλφκνπ ζε ζπληνκεπηηθή δηαζθεπή θαη κε ξεαιηζηηθφ-εζνγξαθηθφ χθνο, 

θαη γίλεηαη απνηπρία
29

. Μνινληνχηνπ ν Υαηδφπνπινο είλαη έκπεηξνο ζηνλ 

δξαζηηθφ ζθεληθφ ιφγν. Έηζη ππάξρνπλ ρσξία, φπνπ ην λέν πεδφ θαη 

ξεαιηζηηθφ χθνο ηνπ ηνλ δηθαηψλεη. Π. ρ. φηαλ κεηά ηελ αγγειία ηνπ Κήξπθα, 

πσο ν Ηάζνλαο θαη ε Μήδεηα γηα ηνπο Έιιελεο ζεσξνχληαη εμφξηζηνη θαη ν 

Βαζηιηάο ηεο Κνξίλζνπ ηνλ ζψδεη, αλαγγέιινληαο ηνπο γάκνπο ηνπ κε ηελ 

θφξε ηνπ Κξένπζα, θη έηζη ε κφλε πνπ πξέπεη λα θχγεη είλαη ηειηθά ε 

Μήδεηα, ν ξφινο ηεο αλέξρεηαη ζηηο δξακαηηθέο δηαζηάζεηο ηνπ κεγάινπ 

πξσηαγσληζηηθνχ ξφινπ ηεο επνρήο. Πξέπεη λα θαληαζηνχκε ηελ Κνηνπνχιε 

λα ιέεη ηα εμήο: «Πξέπεη λα θχγσ; Δ! ηφη’ έια καδί κνπ. Κνηλή φπσο ην 

θηαίζκα αο είλαη θ’ ε πνηλή! Θπκάζαη ηνλ παιηφ καο φξθν; Να κελ πεζάλεη ν 

έλαο καο κφλνο. Έλα ζπίηη, έλα θνξκί θη έλαο ρακφο! Σνλ θάκακε αληηθξχ ζην 

ζάλαην. Κξάηεζέ ηνλ ηψξα θη έια!»
30

. Απηή ε γιψζζα ππνβνεζεί ηνλ 

                                                 
28

  Π. ρ. ζ. 47, φπνπ ν Ηάζνλαο ζηνράδεηαη γηα ηελ ηχρε ηνπ: "Es ist des Unglücks eigentlichstes 

Unglück, / Daß selten drin der Mensch sich rein bewahrt. / Hier gilt’s zu lenken, dort zu biegen, 
beugen, / Hier rückt das Recht ein Haar und dort ein Gran, / Und an dem Ziel der Bahn steht 

man ein andrer, / Als der man war, da man den Lauf begann; / Und dem Verlust der Achtung 

dieser Welt / Fehlt noch der einz’ge Trost, die eigne Achtung". Ο πξαγκαηηθή δπζηπρία ηεο 

δπζηπρίαο είλαη, πσο δελ κέλεηο θαζαξφο· ζην ηέινο έρεηο γίλεη άιινο, θαη ηελ πεξηθξφλεζε ηνπ 

θφζκνπ ζπκπιεξψλεη θαη ε δηθή ζνπ. 
29

  Γαη ηα γεγνλφηα ηνπ 1903 θαη ηνπ 1915; βι. ηψξα Β. Πνχρλεξ, Ο Παθαιάξ ηαζ ημ εέαηνμ, 

Αζήλα 1995, 408 εμ. θαη 469 εμ. 
30

  ΢ζ. 56 εμ. Βι. θαη ηε ζπλέρεηα, φηαλ ν Ηάζνλαο αξλείηαη: "Μηαξή, δνο κνπ πίζσ ηνλ Ηάζνλα!" – 
Μήδεηα: "Θέιεηο πίζσ ηνλ Ηάζνλα; – Να παξ’ ηνλ! – Μα πνηνο κνπ δίλεη εκέ ηε Μήδεηα πίζσ; 

Μελ ήξζα εγψ ζηνλ ηφπν ζνπ λα ζε γπξέςσ; Μελ ήξζα λα ζε πάξσ εγψ κε δφιν απ’ ηνλ 

παηέξα ζνπ; Να ζνπ βηάζσ, λαη, λα ζνπ βηάζσ ηελ αγάπε, λα ζ’ αξπάμσ απ’ ηελ παηξίδα ζνπ 

θαη λα ζε ξίμσ ζην πεξηγέιην θαη ζην ριεπαζκφ ησλ μέλσλ; Να ζε ζπξψμσ ζην θξίκα θαη ζηελ 

αλνκία; Με ιεο κηαξή! Αιινίκνλν, είκαη! Μα πψο ακάξηεζα φκσο θαη γηα πνηνλ; Αλ κε κηζνχλ 
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ππνθξηηή ζε κηα ξεαιηζηηθή απφδνζε ηνπ ξφινπ, αληίζεηα ν Grillparzer ηνλ 

ππνρξεψλεη ζε κηα πην ζηαηηθή απαγγειία, θαη φ,ηη θαη λα θάλεη ζα 

θπξηαξρήζεη ν πνηεηηθφο ιφγνο. 

΋ζν πξνρσξάεη ην έξγν ν Υαηδφπνπινο γίλεηαη πην ηνικεξφο ζηηο 

επεβάζεηο θαη εκπηζηεχεηαη πεξηζζφηεξν ην ζεαηξηθφ ηνπ έλζηηθην. Έηζη π. ρ. 

παξαιείπεη ην επηινγηθφ ρσξίν ζην θηλάιε ηεο Β΄ πξάμε (ζ. 61), δίλνληαο ηνλ 

ηειεπηαίν εληππσζηαθφ ιφγν ζηελ ίδηα ηε Μήδεηα πξηλ θχγεη απφ ηε ζθελή
31

. 

Δίλαη θαλεξφ πσο ν κεηαθξαζηήο δνπιεχεη γηα ηελ πξσηαγσλίζηξηα θαη ηνλ 

εληππσζηαζκφ, πνπ εθείλε πξνθαιεί ζην θνηλφ κε ηε κεγάιε έμνδν. ΢ην 

ςπραξηθφ χθνο ηνπ πεηπραίλεη θαη νξηζκέλεο σξαίεο πνηεηηθέο εηθφλεο. Π.ρ. 

«΢ηε ζησπειή ηελ άβπζζν αο θιψζ’ ε λχρηα!», απνδίδνληαο ην «Ob dem 

schweigenden Abgrund / Brüte die Nacht!» Ο κεηαθξαζηηθφο ιφγνο ξέεη 

αλεκπφδηζηα θαη δεκηνπξγεί ηε δηθή ηνπ αηζζεηηθή: «...ζηνλ ψκνξθν θαηξφ 

πνπ ζκίμακε ζηε ρισξαζηά ηεο ληφηεο καο». ΢ηε Γ΄ πξάμε νη ζπληνκεχζεηο 

είλαη πην αηζζεηέο, θπξίσο ζηε κεγάιε ζθελή ηεο Μήδεηαο κε ηα παηδηά ηεο, 

φπνπ ηα κηθξά απνθνηκνχληαη. Ο βαζηιηάο έρεη μεζάςεη ην ρξπζφ δέξαο κε ηα 

καγηθά ηεο Μήδεηαο, θαη απηή ζηέιλεη ηελ πηζηή Γθφξα λα δψζεη ζηελ 

Κξένπζα ηα καγηθά ηεο δψξα, ηα νπνία ζα ηε ζαλαηψζνπλ θαη ζα βάινπλ 

θσηηά ζην παιάηη. Κη φηαλ γπξίζεη έληξνκε απηή κε ιφγηα θξίθεο, ε Μήδεηα 

εθζηνκίδεη ην ζπκβνιηθφ «Δ, ηειείσζε;» θαη ηξέρεη λα ηειεηψζεη εθείλε κε ηα 

παηδηά ηεο. Πάιη είλαη ε Γθφξα ν καληαηνθφξνο ησλ θαθψλ· πήγε ζην 

πεξηζηχιην θαη είδε ην έγθιεκα, πν είρε δηαπξάμεη ε Μήδεηα, «(Οξκά 

μέθξελε απφ ην πεξηζηχιην θαη πέθηεη γνλαηηζηή ζηε κέζε ηεο ζθελήο, 

ζθεπάδνληαο ην πξφζσπν κε ηα ρέξηα): Ση είδα! – Σξνκεξφ!». Καη 

εκθαλίδεηαη επηβιεηηθά ε πξσηαγσλίζηξηα κε ην εληππσζηαθφ ηξφπν ηνπ 

ηειηθνχ θηλάιε, θξαηψληαο ην instrumentum fatale: «(Ζ Μήδεηα βγαίλεη απφ 

ην πεξηζηχιην θξαηψληαο κε ην αξηζηεξφ ρέξη έλα καραίξη, ελψ κε ην δεμί ηεο 

ζεθσκέλν πξνζηάδεη ζησπή)» (ζ. 110). 

                                                                                                     
θαξκαθεξά, αλ κε δηψρλνπλ θαη αλ κε ζαλαηψλνπλ απηνί εδψ, έρνπλ δίθην λα ην θάκνπλ, γηαηί 
είκ’ έλα κηαξφ ηξνκεξφ πιάζκα, κηαλ άβπζζν θαη ζθηάρηξν θαη γηα κε ηελ ίδηα. ΋ινο ν θφζκνο 

κπξνεί λα κε θαηαξαζηεί, ζπ κφλνλ φρη! ΢π κφλνλ φρη, κνλαρή αθνξκή ηεο θξίθεο! Δζχ!" (ζ. 

57). ΢ε δξακαηηθά απνθνξπθψκαηα ν Υαηδφπνπινο πνληάξεη ζηηο εξκελεπηηθέο ηθαλφηεηεο ηεο 

Κνηνπνχιε θαη φρη ζηελ φπνηα γισζζηθή θαη ζηηρνπξγηθή ηνπ δεηλφηεηα. 
31

  Μήδεηα: "Πίζσ! Πνηνο ηνικά λ’ αγγίμεη ηε Μήδεηα; ΢εκείσζε ηελ ψξα πνπ θεχγσ, βαζηιηά! 

Πίζηεςέ κε, δελ έρεηο δεη ρεηξφηεξα – Σφπν! Πεγαίλσ! ηελ εθδίθεζη παίξλσ καδί κνπ!" (ζ. 61). 

΢ην γεξκαληθφ πξφηππν αθνινπζεί αθφκα κηα θξάζε ηνπ Βαζηιηά, πνπ βιέπεη ηελ θφξε ηνπ λα 

ηξέκεη· εθείλε αλαξσηηέηαη, αλ είλαη ζσζηφ απηφ πνπ θάλνπλ· γηαηί αλ είλαη ζσζηφ, πνηνο ζα 
κπξνχζε λα ηνπο θάλεη θαθφ; Τπάξρεη επνκέλσο κηα δηαθνξεηηθή αληηκεηψπηζε ηεο ηερληθήο 

ηνπ θηλάιε: ν Υαηδφπνπινο πξνηηκάη ηε κεγάιε έμνδν ηεο πξσηαγσλίζηξηαο πνπ αθήλεη ηηο 

θνβεξέο απεηιέο ηεο λα αησξνχληαη πίζσ ζηε ζθελή, ελψ ηνλ Grillparzer ελδηαθέξεη ην εζηθφ 

δήηεκα: ε αζψα Κξένπζα ππνςηάδεηαη απφ ηα ιφγηα ηεο Μήδεηαο πσο δηαπξάηηνπλ έλα άδηθν 

πνπ ζα θέξεη ηε ζπκθνξά. 
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Με ηελ εκπεηξία ηνπ ζεάηξνπ ηνπ βεληεηηζκνχ, έλα ηέηνην θηλάιε δελ 

πξέπεη λα θαηαζηξαθεί κε πεξηηηέο επηινγηθέο ιεπηνκέξεηεο. Ο Υαηδφπνπινο 

θνληνινγίο θφβεη φιε ηελ Δ΄ πξάμε, ζχληνκε κελ (πεξ. 7 ζειίδεο) θαη κε 

επηινγηθή ιεηηνπξγηθφηεηα, αιιά γηα ηνλ Grillparzer απηή πεξηείρε φιν ην 

«δίδαγκα» ηνπ έξγνπ, ην νπνίν έγθεηηαη ζην ρξηζηηαληθφ κνηίβν ηεο 

καηαηφηεηαο ησλ επηγείσλ. Ο κεηαθξαζηήο δίλεη φιν ην βάξνο ζην ζεαηξηθφ 

εθέ, αθήλνληαο κηα ζεηξά απφ αλνηρηά δεηήκαηα εθθξεκή· δελ ελδηαθέξνπλ 

άιισζηε ην θνηλφ ηεο επνρήο, πνπ έρεη εζηζηεί ζηα εληππσζηαθά θηλάιε π. ρ. 

ελφο Ξελφπνπινπ
32

. Να δνχκε απφ θνληά ηη πεξηείρε ε Δ΄ πξάμε ηνπ 

Grillparzer. ΢ην κηζνθαηεζηξακκέλν παιάηη ν Βαζηιηάο αλαθξίλεη ηελ Γθφξα 

γηα ηελ ηχρε ηεο θφξεο ηνπ (κφλν εθείλε ηελ είδε πεζακέλε), ελψ εθείλε 

ζξελεί γηα ηα παηδηά θαη πκλεί ην αγέξσρν χθνο ηεο Μήδεηαο. Μέζα ζηνλ 

πφλν ηνπ γηα ηηο ζπκθνξέο πνπ ηνπ έθεξε, ν Βαζηιηάο δηψρλεη θαη ηνλ Ηάζνλα. 

΢ηελ ηειεπηαία ζθελή (ζεκεησηένλ ην έξγν δηαζέηεη πξάμεηο αιιά φρη 

ζθελέο) απηφο βξίζθεηαη κφλνο θαη εμαληιεκέλνο ζε εξεκηθφ δάζνο, φπνπ 

νχηε ν αγξφηεο, κφιηο αθνχζεη πνηνο είλαη, δελ ζέιεη λα ηνπ δψζεη λεξφ. Σφηε 

εκθαλίδεηαη κπξνζηά ηνπ ε Μήδεηα, θνξψληαο ην ρξπζφ δέξαο. Απεπζχλεη ηα 

ηειεπηαία ιφγηα ηεο ζηνλ άπηζην θαη ειεεηλφ άληξα ηεο
33

: Να είλαη πην 

δπλαηφο ζην λα ππνθέξεη παξά ζηηο πξάμεηο ηνπ («Und sei im Tragen stärker 

als im Handeln»). Σν κήλπκα ηνπ Grillparzer θαη ε εξκελεία ηεο επξηπίδεηαο 

ηξαγσδίαο έγθεηηαη ελ ηέιεη ζε έλα αλνηρηφ ηέινο, φπνπ θπξηαξρεί ην πλεχκα 

ηεο ρξηζηηαληθήο καηαηφηεηαο. ΢ην θηλάιε ην εθθξάδνπλ ζηίρνη κε ζρεδφλ 

πηλδαξηθή κεγαινπξέπεηα: «Was ist der Erde Glück? – Ein Schatten! / Was ist 

der Erde Ruhm? – Ein Traum!» – Σεο γεο ε επηπρία πνηα; – Μηα ζθηά! / Σεο 

γεο ε δφμα πνηα; – Έλα φλεηξν! – «Du Armer! Der von Schatten du geträumt! 

/ Der Traum ist aus, allein die Nacht noch nicht» – Καθφκνηξε! Πνπ 

νλεηξεχηεθεο ζθηέο / Σν φλεηξν ηειείσζε, κα φρη θαη ε λχρηα. - Καη αθνινπζεί 

ε θαηαθιείδα, ζε δηάινγν κε ηνλ Ηάζνλα, πνπ ειεεηλνινγεί ηνλ εαπηφ ηνπ, ε 

νπνία ζπλνςίδεη ην δίδαγκα ηεο δηαζθεπήο ηνπ Grillparzer: «Trage!» ... 

«Dulde!» ... «Büße!» – Yπφθεξε – ππφκελε – κεηαλνήζνπ. 

Σέηνην ρξηζηηαληθφ ιεμηιφγην απφ ηα ςπρσθειή αλαγλψζκαηα θαη ην 

ζξεζθεπηηθφ θαηερεηηθφ, έθθξαζε ηεο πην «κεζαησληθήο» καηαηφηεηαο, δελ 

κπνξνχζε λα αθνπζηεί ζηα εχζπκα ζέαηξα ηεο Αζήλαο ηεο παξαηεηακκέλεο 

                                                 
32

  Βι. γαη ηηο αλαιχζεηο ησλ πξψησλ έξγσλ ηνπ Β. Πνχρλεξ, "Σα πξψηα δξακαηηθά έξγα ηνπ 

Γξεγφξηνπ Ξελφπνπινπ, ήηνη ε (ζρεδφλ) απνηπρεκέλε ζεαηξηθή ζηαδηνδξνκία ηνπ Νέζηνξα ηεο 

ειιεληθήο δξακαηνγξαθίαο ζηε ζηξνθή ηνπ αηψλα", Ακαβκώζεζξ ηαζ ενιδκεύιαηα, Αζήλα 2002, 
171-265. 

33
  Καη εδψ ππάξρνπλ σξαίνη θαη δπλαηνί ζηίρνη. Π. ρ. "Dir scheint der Tod das Schlimmste; / Ich 

kenne ein noch viel Ärgeres: elend sein" ή "Nicht traur’ ich, daß die Kinder nicht mehr sind, / 

Ich traure, daß sie w a r e n und daß w i r sind". Δπηγξακκαηηθνί ζηίρνη κε ζπκππθλσκέλν 

λφεκα. 
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belle époque, φηαλ εθείλε πξνζπάζεζε λα αληαπνθξηζεί ζηελ πςειή θαη 

δχζθνιε απνζηνιή ηεο λα θαηαπηαζηεί κε ηελ θιεξνλνκηά ηεο αξραίαο 

ηξαγσδίαο. Ση δνπιεηά είρε ζ’ απηά ηα ζπκθξαδφκελα ε «καηαηφηεηα 

καηαηνηήησλ ηα πάληα καηαηφηεο»; Πηζηεχσ πσο δελ ήηαλ κφλν 

δξακαηνπξγηθνί ιφγνη πνπ νδήγεζαλ ηνλ Υαηδφπνπιν ζηελ απνβνιή 

νιφθιεξεο ηεο Δ΄ πξάμεο ηνπ Grillparzer, εκκέλνληαο ζηελ αλήθνπζηε 

πξάμε, ην «ηεηέιεζζαη/ηειείσζε», ηεο παηδνθηνλίαο θαη αθήλνληαο αλνηρηέο 

ηηο ζπλέπεηεο ηεο απέρζεηαο δνινθνλίαο ησλ αζψσλ ππάξμεσλ γηα φινπο ηνπο 

εκπιεθφκελνπο, αιιά θαη ηδενινγηθνί, – ην ζχλζεκα ηεο ρξηζηηαληθήο 

καηαηφηεηαο απφ ην ζηφκα ηεο Μήδεηαο γηα έλαλ Έιιελα ηεο επνρήο είλαη 

αθαηαλφεην –, γηαηί 1) θάηη ηέηνην δελ ελαξκνλίδεηαη κε ην πλεχκα ηεο 

αξραίαο ηξαγσδίαο ζ’ απηήλ ηε θάζε ηεο πξφζιεςεο θαη 2) δελ αξκφδεη ελ 

γέλεη ζην πλεπκαηηθφ θιίκα ηεο επνρήο ησλ επηζεσξήζεσλ θαη ηνπ 

βνπιεβάξηνπ κε ιίγε επίθαζε θνπιηνχξαο θαη ίζσο δελ είλαη θαη ηεο 

ηδηνζπγθξαζίαο ηνπ Υαηδφπνπινπ, πνπ ελδερνκέλσο ηνπνζεηεί ηε 

ρξηζηηαληθή δηδαρή ζε άιια ζπγθείκελα. O Grillparzer πξαγκαηηθά έξρεηαη 

απφ άιιε επνρή θαη ζα ππνζηεί ηηο ζπλέπεηεο.  

Σν ζέαηξν ηνπ βεληεηηζκνχ βξήθε ηελ απιή θαη εληππσζηαθή ιχζε θαη ν 

Υαηδφπνπινο, απφ ηνπο πην ζνβαξνχο κεηαθξαζηέο ζηελ αξρή ηνπ 20
νχ

 

αηψλα, ππεξεηεί πηζηά ην ζχζηεκα. Με ζχκκαρν ηελ Κνηνπνχιε αθήλεη 

ειεχζεξν ην ζεαηξηθφ ηνπ έλζηηθην θαη απνθφβεη έλα δξακαηνπξηθφ 

πεξίζζεπκα, πνπ θαηά επηθξαηνχληα γνχζηα δελ εμππεξέηεζε ζε ηίπνηε, 

αιιά κείσλε θαηά πνιχ έλα εληππσζηαθφ θηλάιε. ΢ηνλ παηξησηηθφ 

ελζνπζηαζκφ ησλ Βαιθαληθψλ Πνιέκσλ θαη ιίγν πξηλ απφ ηνλ εζληθφ 

δηραζκφ θαηαζηαιηηθά ζπλζήκαηα, φπσο απηά ηνπ Grillparzer, δελ 

ρξεηάδνληαη. Ζ δηαζθεπή ζα ζηαζεί ζηε θξίθε θαη ην ξίγνο ηνπ ιατθνχ 

εγθιήκαηνο: κεηέξα Γεσξγηαλή ζθνηψλεη ηα δχν ηεο παηδηά, πνπ είρε κε ηνλ 

Έιιελα άληξα ηεο. 

Μνινληνχην νη ζεαηξηθέο κεηαθξάζεηο ηνπ Υαηδφπνπινπ, πνπ ζθξάγηζαλ 

ην ζνβαξφ ζέαηξν κηαο νιφθιεξεο επνρήο, ζα έπξεπε λα μαλαεθδνζνχλ σο 

γισζζηθά κλεκεία, δξακαηηθά δείγκαηα ηνπ καρφκελνπ δεκνηηθηζκνχ ζηνλ 

πξνθνξηθφ ιφγν ηεο ζθελήο. 
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STEPHAN HERMLINS NACHERZÄHLUNG 

DER ARGONAUTENSAGE VON 1974 

Der Lyriker, Novellist, Essayist und Übersetzer Stephan Hermlin ist 1915 in 

Chemnitz geboren worden. 1935 ging er ins Exil – u. a. nach Palästina, 

Großbritannien, Spanien, Frankreich und der Schweiz. 1945 kehrte er nach 

Deutschland zurück, zunächst in die amerikanische und dann 1947 in die 

sowjetische Besatzungszone. Er gehörte zu den namhaftesten Schriftstellern 

der DDR und war auch auf vielfältige Weise kulturpolitisch tätig – vor allem 

im PEN-Zentrum und in der Akademie der Künste. Zeit seines Lebens be-

kannte er sich zur sozialistischen Weltanschauung und geriet zugleich als 

kritischer und sensibler Intellektueller, der sich in zunehmendem Maße der 

Diskrepanzen zwischen Ideologie und Realität bewußt wurde, mehrfach in 

Konflikt mit der Führung der SED. 1997 ist er in Berlin gestorben. 

Stephan Hermlin hat ein verhältnismäßig schmales, aber geistig wie ästhe-

tisch hochstehendes Werk hinterlassen. Obwohl es weniger als das von Erich 

Arendt, Franz Fühmann, Peter Hacks oder Heiner Müller durch antike Sujets 

bestimmt ist, gehört er doch zu jenen Autoren, für die das klassische Altertum 

von größerer Bedeutung gewesen ist. Er war ein guter Kenner der antiken 

Literatur
1
, ließ in seine publizistischen Arbeiten gelegentlich Anspielungen 

auf griechische und römische Verhältnisse einfließen
2
, polemisierte gegen 

                                                 
1
  Vgl. Stephan Hermlin, Kassberg. In: Hermlin, Erzählungen. 2., erw. Aufl. Berlin, Weimar 

1970, 255; Stephan Hermlin, An "Sinn und Form". In: Hermlin, Lektüre 1960-1971, Berlin, 
Weimar 1973, 241; Stephan Hermlin, Abendlicht, Leipzig 1979, 10. 

2
  Vgl. Stephan Hermlin, Tagebuch. In: Hermlin, Begegnungen 1954-1959. Berlin 1960, 65; 

Stephan Hermlin, Bericht über eine Insel. In: Hermlin, Lektüre, 19; Hermlin, Abendlicht, 119, 

124; Stephan Hermlin, Meine Zeit. In: Sinn und Form 38 (1986), 916; Stephan Hermlin, Dies 

ist das Schicksal der Antifaschisten: Sisyphus zu sein. In: Junge Welt, 16, September 1988, 3-5. 
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einen militaristischen Mißbrauch des Altertums
3
, wies auf die ‘Pflege des 

antiken Erbes’ in ostdeutschen Verlagen hin
4
 und nahm sich Autoren wie 

Livius, Sueton und Plutarch zum Vorbild für seine Porträts antifaschistischer 

Widerstandskämpfer
5
. Weiterhin hat Hermlin in seinem lyrischen und 

erzählerischen Werk antike Motive verwendet – und er hat 1974 im Kinder-

buchverlag eine Nacherzählung der Argonautensage veröffentlicht. 

In älteren Untersuchungen zur Antikerezeption in der DDR-Literatur ist 

der Schriftsteller unberücksichtigt geblieben
6
, und auch in einer 1977 erschie-

nenen Monographie unter dem Titel "Stephan Hermlin und die Tradition" 

wurde nur gelegentlich darauf eingegangen
7
. Ein einziger Aufsatz von 1985 

ist diesem Thema gewidmet
8
 – handelt es aber auf acht Seiten ab und erfaßt 

das Phänomen nur ansatzweise, weil er sich auf die Auswahlausgaben seiner 

Gedichte beschränkt, die Erstdrucke in den Bänden "Wir verstummen nicht", 

"Zwölf Balladen von den Großen Städten", "Die Straßen der Furcht" und 

"Zweiundzwanzig Balladen"
9
 aber außer acht läßt. Ich habe hin und wieder in 

                                                 
3
  Vgl. Stephan Hermlin, Not und Hoffnung der deutschen Literatur. In: Hermlin, Begegnungen, 

209, 214; Stephan Hermlin, Franz Fühmann. In: Hermlin, Lektüre, 29 f.; Hermlin, Aben-

dlicht, 84. 
4
  Vgl. Stephan Hermlin, Das "alte Wahre" und wir. Brief an Rudolf Alexander Schröder. In: 

Hermlin, Äußerungen 1944-1982. Hrsg. von Ulrich Dietzel. Berlin, Weimar 1983, 131; Stephan 

Hermlin, Eine Festrede. Anläßlich der Jubiläumsveranstaltung des Reclam Verlages 1978. 

Ebd., 394. 
5
  Vgl. Stephan Hermlin, In einer dunklen Welt. In: Hermlin, Erzählungen, 242. 

6
  Vgl. Ernst Günther Schmidt, Die Antike in Lyrik und Erzählliteratur der DDR. In: Wissenschaf-

tliche Zeitschrift der Friedrich-Schiller-Universität Jena. Gesellschafts- und sprachwissenschaf-

tliche Reihe 18 (1969) 4, 123-141 / 20 (1971) 5, 62; Dorothea Gelbrich, Antikerezeption in der 
sozialistischen deutschen Lyrik des zwanzigsten Jahrhunderts. Die Begründung einer neuen Re-

zeptionstradition im lyrischen Schaffen Bechers, Brechts, Maurers und Arendts. Diss., Leipzig 

1974 [Maschinenschr.]. 
7
  Vgl. Wolfgang Ertl, Stephan Hermlin und die Tradition. Bern [u. a.] 1977 (Europäische Hoch-

schulschriften 1, 206), 81, 100 f., 123. – Auch Klaus Werner läßt in seinem Aufsatz "Stephan 

Hermlin und die Tradition" (in: Sinn und Form 27 [1975], 323-327) Hermlins  Beziehung zur 

Antike außer acht. 
8
  Vgl. Elke Mehnert, Zu einigen Aspekten der Antikerezeption Stephan Hermlins. In: Weimarer 

Beiträge 31 (1985), 621-628. – Einzelne Hinweise finden sich auch bei Manfred Durzak, Ver-

such über Stephan Hermlin. In: Akzente 23 (1976), 256-267. Zu Hermlins Ikaros-Rezeption 

vgl. weiterhin Bernhard Greiner, Der Ikarus-Mythos in Literatur und bildender Kunst. In: Mich-

igan Germanic Studies 8 (1982), 98-105; Silvia Schlenstedt, Umgang mit einer mythischen Fi-

gur. Das Ikarus-Motiv in der neueren DDR-Lyrik. In: Neue Deutsche Literatur 35 (1987) 8, 

97 f. 
9
  Vgl. Jo Mihaly, Lajser Ajchenrand, Stephan Hermlin, Wir verstummen nicht. Gedichte in der 

Fremde. Zürich 1945; Stephan Hermlin, Zwölf Balladen von den Großen Städten. Zürich 1945; 

Stephan Hermlin, Die Straßen der Furcht. Singen 1947; Stephan Hermlin, Zweiundzwanzig 

Balladen, Berlin 1947. – In den Bänden "Dichtungen" (Berlin 1956) und "Gedichte" ([Mit ei-

nem Nachwort von Gerhard Wolf.] 2. Aufl. Leipzig 1971 [Reclams Universal-Bibliothek 124]) 

sind mehrere Gedichte mit antiken Motiven entweder nicht aufgenommen oder in ihrer Motiv-
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allgemeineren Zusammenhängen auf das lyrische Frühwerk Bezug genom-

men
10

 und kann im Rahmen meines heutigen Themas nur den knappen Hin-

weis geben, daß Hermlin bereits in einer Zeit, als ein affirmativ-

optimistischer Umgang mit den antiken Sujets dominierte, die leidvollen 

Züge im Schicksal vor allem des Odysseus und des Ikaros betonte und daß 

der tragische und elegische Charakter dieser Gedichte geradezu eine Vorweg-

nahme der kritisch-problematisierenden Rezeption bedeutete, die für die Fol-

gezeit charakteristisch wurde – in der Lyrik insbesondere bei Erich Arendt 

und Peter Huchel. Auch in "Arkadien" von 1949 wird das idyllische poetische 

Motiv bitter entlarvt – die Erzählung handelt von der Hinrichtung eines 

Verräters durch französische Partisanen –, und in "Kassberg" (1964) erscheint 

(wie bei anderen Dichtern auch) eine Heimkehr des Odysseus als nicht mehr 

möglich: "Die Freier sind fort, und mit ihnen Penelope."
11

 

In den sechziger bis achtziger Jahren des 20. Jahrhunderts nun haben der 

Kinderbuchverlag und der Jugendverlag Das Neue Leben eine Reihe von 

illustrierten Nacherzählungen antiker Sagen und Werke mit hohem literaris-

chem und künstlerischem Anspruch veröffentlicht. Am Beginn stand Franz 

Fühmanns Adaptation der Homerischen Epen unter dem Titel "Das Hölzerne 

Pferd", dem später noch der (Fragment gebliebene) "mythologische Roman" 

"Prometheus" folgte
12

; andere Autoren verfaßten Nacherzählungen der Sagen 

von Herakles (Rolf Schneider und Hannes Hüttner), von Orpheus und Eury-

dike (Werner Heiduczek) oder von Daidalos und Ikaros (Gerhard Holtz-

Baumert)
13

. In diesem Zusammenhang schrieb Stephan Hermlin das Buch 

                                                                                                     
struktur verändert worden. Aus den fünfziger Jahren stammen nur noch das Gedicht "Epon", in 
dem Analogien zwischen den Perserkriegen und dem griechischen Bürgerkrieg nach 1945 an-

klingen, und "Der Tod des Dichters", ein Nachruf auf Johannes R. Becher in der dritten askle-

piadeischen Strophe. 
10

  Vgl. folgende Arbeiten des Verfassers: Antikerezeption in der Literatur der Deutschen Demo-

kratischen Republik, Berlin 1984, 78 f., 104, 204; Antikerezeption in der deutschen Literatur 

vom Renaissance-Humanismus bis zur Gegenwart. Eine Einführung. Stuttgart, Weimar 2000, 

332-334; Metamorphosen des Odysseus-Bildes. In: Riedel, "Der Beste der Griechen" – "Achill 
das Vieh." Aufsätze und Vorträge zur literarischen Antikerezeption II. Jena 2002 (Jenaer Stu-

dien 5), 43, 233; "Er flog zu hoch hinaus. Er sah die welt wie nie." Aspekte der Ikaros-

Rezeption in der deutschsprachigen Literatur des 20. Jahrhunderts. In: Ost-westlicher Ikarus. 

Ein Mythos im geteilten Deutschland. [Ausstellungskatalog.] (Hrsg. von Max Kunze.) Stendal, 

2004, 53 f. 
11

  Stephan Hermlin, Erzählungen (wie Anm. 1), 117-134, 259. 
12

  Vgl. Franz Fühmann, Das Hölzerne Pferd. Die Sage vom Untergang Trojas und von den Irrfahr-

ten des Odysseus. Nach Homer und anderen Quellen neu erzählt, Berlin 1968; Franz Fühmann, 
Prometheus. Die Titanenschlacht. Nach Aischylos, Hesiod, Homer, Apollodoros und anderen 

Quellen. Berlin 1974; Franz Fühmann: Prometheus. Die Zeugung. Rostock 1996. 
13

  Vgl. Rolf Schneider, Die Abenteuer des Herakles. Nach alten Sagen neu erzählt, Berlin 1978; 

Hannes Hüttner, Herakles. Die zwölf Abenteuer. Nach Apollodoros, Hesiod, Homer, Euripides 

und anderen Quellen, Berlin 1979; Hannes Hüttner, Herakles. Der Dank der Götter. Nach Apol-
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"Die Argonauten", das von dem bedeutenden Maler und Bildhauer Fritz Cre-

mer illustriert worden ist.
14

 

Die Nachdichter sind dabei durchaus unterschiedlich vorgegangen, haben 

sich teils eng an die überlieferten Versionen angelehnt, teils andere Akzente 

gesetzt, teils sogar neue Konzeptionen entwickelt und neue Handlungsele-

mente eingeführt. Am weitesten ging Franz Fühmann in seinem auf fünf 

Bände konzipierten Prometheus-Roman.
15

 Hermlins Nacherzählung der Ar-

gonautensage bezeichnet geradezu den Gegenpol. Sie umfaßt etwa 80 Seiten 

und ist weitgehend den bekannten Handlungszügen verpflichtet. Deutlich 

folgt Hermlin in der Auswahl und im Ablauf der Ereignisse sowie in der 

Übernahme einzelner Fakten den "Schönsten Sagen des klassischen Alter-

tums", die der schwäbische Schriftsteller und Publizist Gustav Schwab 

1838/40 nacherzählt hatte und die seitdem mehrfach neu herausgegeben wor-

den sind: einem Werk, dem große Bedeutung bei der Vermittlung antiker 

Mythen vor allem an junge Leser zukommt, dem allerdings auch einige 

glättende und trivialisierende Züge nicht abgesprochen werden können. 

Darüber hinaus hat Hermlin von neuem Apollonios Rhodios (der schon für 

Schwab die Hauptquelle gewesen war) und – wie er es in einem Brief formu-

lierte
16

 – "das Einschlägige im Ovid" gelesen. Auf spezifisch Ovidische Züge 

allerdings – wie den Konflikt zwischen Iason und Hypsipyle auf Lemnos, die 

Verjüngung des Aison oder die Zerstückelung des Pelias – hat er verzichtet. 

Von Valerius Flaccus hat Hermlin kein einziges charakteristisches Element 

übernommen, und auf eine unmittelbare Benutzung Apollodors deutet eben-

falls nichts hin. 

Wichtiger als die Frage nach den Quellen ist die nach dem Charakter, 

nach den Akzentuierungen der Hermlinschen Nacherzählung. Zunächst ein-

mal hat der Autor die ziemlich breite und berichtartige Erzählung Schwabs 

gekürzt und vom Kompositionellen und Sprachlichen her poetisiert. Bereits 

der "Einstieg" ist hochdramatisch: König Pelias bringt in Iolkos dem Pose-

idon ein Opfer dar, "als er jählings erblaßte" – weil er nämlich den Jüngling 

mit nur einem Schuh erblickte, vor dem ihn das Orakel gewarnt hatte.
17

 Da-

nach erst wird – und dies in wenigen Sätzen – die doppelte Vorgeschichte 

enthüllt. Hermlins Nacherzählung ist kompositionell auf die Ereignisse in 

                                                                                                     
lodor, Hesiod, Homer, Euripides und anderen Quellen. Berlin 1987; Gerhard Holtz-Baumert, 

Daidalos & Ikaros, Berlin 1984; Werner Heiduczek, Orpheus und Eurydike, Berlin 1989. 
14

  Stephan Hermlin, Die Argonauten, Berlin 1974. 
15

  Vgl. folgende Arbeiten des Verfassers: Franz Fühmanns "Prometheus". In: Weimarer Beiträge 

26 (1980) 2, 77-96; Die Antike im Werk Franz Fühmanns. In: Riedel, Literarische Antikerezep-

tion. Aufsätze und Vorträge. Jena 1996 (Jenaer Studien 2), 262-266. 
16

  Stephan Hermlin, Brief an Elke Mehnert, 20. Oktober 1983. In: Mehnert (wie Anm. 8), 626. 
17

  Hermlin, Die Argonauten (wie Anm. 14), 5 f. 
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Kolchis hin ausgerichtet, während die Heimfahrt (die bei Apollonios wie ein 

Konglomerat phantastischer Abenteuer wirkt) stark verkürzt wurde; die rela-

tiv autonome Geschichte von Medeia in Korinth aber (von Apollonios gar 

nicht erst in die Handlung der "Argonautika" einbezogen) wird zwar nur 

knapp resümiert, aber als wirkungsvoller Abschluß gebracht. 

Während Hermlin auf zahlreiche Details der Schwabschen Nacherzählung 

verzichtet, übernimmt oder verstärkt er sozial relevante Züge, die partiell 

schon von seinem Vorgänger auf der Grundlage der "Argonautika" heraus-

gearbeitet worden waren. Das betrifft zum einen die schärfere Akzentuierung 

des Konfliktes zwischen Pelias und Iason. (Pelias ist bei Hermlin ebenso wie 

bei Schwab und im Unterschied zur gesamten antiken Überlieferung – mit 

Ausnahme von Pindar – ein unrechtmäßiger Herrscher.) Zum anderen aber 

betrifft es die Betonung vorbildlicher, solidarischer Züge: Einbezogen wird 

der "Wohltäter der Menschheit" Prometheus, der durch den Adler des Zeus 

gefoltert wird und dessen Blut in der Salbe der Medeia enthalten ist, die Iason 

unverwundbar macht
18

; bei der Gewinnung der Medeia für Iason wirkt der 

Phrixos-Sohn Argos mit, während sie etwa bei Apollodor und Ovid einzig aus 

Liebe handelt
19

; daß Herakles eine Quelle hat hervorspringen lassen und die 

Argonauten gerettet hat, wird besonders hervorgehoben
20

. 

Im Zusammenhang mit dieser Humanisierung ist auch die Milderung 

mancher barbarischer Vorgänge zu sehen: Der Zweikampf zwischen Pollux 

und Amykos führt nur zur Niederlage, nicht zum Tod des Bebryken-Königs
21

; 

Medeias Bruder Apsyrtos wird zwar getötet, aber nicht zerstückelt
22

; Iasons 

Vater Aison bleibt am Leben, und auch die von Medeia veranlaßte Tötung 

des Pelias durch dessen Töchter ist entfallen
23

.  

Diese leichte ideelle Überhöhung des Mythos korrespondiert allerdings 

mit einer Akzentuierung elegischer und tragischer Züge. So heißt es bereits 

                                                 
18

  Ebd., 38, 49. – Vgl. Apollonios Rhodios 2, 1247-1259 und 3, 844-870; Gustav Schwab, Die 

schönsten Sagen des klassischen Altertums. Nach seinen Dichtern und Erzählern. 3. Aufl. Leip-

zig 1965, Bd. 1, 93, 104. 
19

  Ebd., 46 f. – Vgl. Apollonios Rhodios 3, 440-916; Schwab, Bd. 1, 99-104. 
20

  Ebd., 77 f. – Vgl. Apollonios Rhodios 4, 1432-1449; Schwab, Bd. 1, 129. 
21

  Ebd., 24-26. – Dagegen meldet Apollonios Rhodios (2, 94-97) unverhüllt den Tod des Amykos, 

und Gustav Schwab (Bd. 1, 85) deutet ihn an. 
22

  Ebd., 64. – Dagegen wird Apsyrtos bei Apollodor (1, 9, 24), der sich hierbei wohl an die älteste 

Version der Sage hält, von Medeia zerschnitten, und seine Gliedmaßen werden einzeln in die 

Tiefe geworfen, um die verfolgenden Kolcher aufzuhalten; und bei Apollonios Rhodios (4, 477-

481) schneidet Iason die Glieder ab und kostet das Blut, um sich vom Mord zu entsühnen. Bei 
Schwab (Bd. 1, 119) wird, ebenso wie bei Hermlin, der Tote sofort begraben. (Übrigens ge-

braucht Hermlin, in Anknüpfung an Schwab, die Namensform "Absyrtos".) 
23

  Ebd., 81 f. – Schwab erwähnt ebenfalls nicht den Tod des Pelias (Bd. 1, 132), hatte aber bereits 

zuvor den Tod des Aison gemeldet (Bd. 1, 73). Bei Hermlin übernimmt Aison "seltsamerweise" 

wieder den Thron. 



Volker Riedel 

 

246 

frühzeitig, als Herakles die Argonauten verläßt: "Herakles aber ging seinen 

einsamen Weg, von dem die Sage berichtet."
24

 Schwab hingegen läßt ihn, im 

Anschluß an Apollonios, dorthin gehen, "wohin ihn die Bestimmung des Zeus 

rief".
25

 Vor allem erfolgt eine Distanzierung von dem anfangs mit Sympathie 

gezeichneten Iason. Mit dem Raub des Goldenen Vlieses tritt ein Umschwung 

in seinem Schicksal ein: Aus dem mutigen und furchtlosen Kämpfer wird ein 

Streber nach Ehre und Ruhm.
26

 Die Vorgänge in Korinth – bei deren Schilde-

rung sich Hermlin an die seit Euripides traditionelle Sicht auf den Kinder-

mord hält – sind die letzte Konsequenz eines langwährenden Fehlverhaltens. 

"In diesem Augenblick überdachte Iason sein ganzes Leben. Er hatte das Ge-

waltigste versucht, er hatte das nie geschaute, von allen ersehnte Goldene 

Vlies gesucht und gefunden, er hatte die Edelsten um sich gesammelt und mit 

ihnen gemeinsam unaussprechliche Gefahren, Kälte und Hitze und die im-

merwährende Nähe des Todes ertragen. Er hatte das Goldene Vlies in die 

Heimat zurückgebracht, wo es wieder in irgendeinem heiligen Hain hing, 

schon jetzt fast vergessen. Um des großen Zieles willen hatte er Lüge und 

Verrat und viele Verbrechen auf sich genommen."
27

 Bei Schwab begeht Iason 

Selbstmord; Hermlin läßt es offen, ob er sich "in sein Schwert gestürzt" oder 

"in einer Art Erstarrung seinem Tode entgegengelebt" habe.
28

 

Mit der Akzentuierung leidvoller Züge knüpft Stephan Hermlin in seiner 

Nacherzählung der Argonautensage an den Grundton seiner frühen Gedichte 

an. Ist aber dort das Leid noch mit Zuversicht gepaart oder läßt es sogar 

Raum für heroisierende Analogien, so führt es nunmehr zu Enttäuschung und 

Resignation, wird der Prozeß der Desillusionierung bis zum bitteren Ende 

ausgestaltet. 

Hermlins Argonauten-Rezeption reiht sich ein in den kritisch-

problematisierenden Umgang mit dem antiken ‘Erbe’ bei zahlreichen Dich-

tern des 20. Jahrhunderts – namentlich seit den sechziger Jahren. Dies läßt 

sich an Gestalten wie Prometheus, Herakles, Odysseus oder Ikaros verfolgen 

– während bei diesen aber eine zumeist recht zustimmende Sicht vehement 

umgekehrt wurde, ist Iason bereits im griechischen Mythos selbst und in der 

weltliterarischen Tradition ein mehr oder weniger zwiespältiger oder gebro-

chener Held. Problematische Züge hatte er – um uns hier auf die deutsche 

Literatur nach 1945 zu beschränken – auch in Anna Seghers’ Erzählung "Das 

Argonautenschiff" (1948), in der Iason den Menschen nicht nur Erkenntnis, 

                                                 
24

  Ebd., 24. 
25

  Schwab, Bd. 1, 84. – Vgl. Apollonios Rhodios 1, 1315-1320. 
26

  Vgl. Christian Emrich, Weltliteratur für junge Leser – neuerzählt. In: Neue Deutsche Literatur 

28 (1980) 9, 138. 
27

  Hermlin, Die Argonauten, 86-88. 
28

  Ebd., 88. – Vgl. Schwab, Bd. 1, 136. 
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sondern auch Leid brachte und schließlich infolge eigenen Versagens von der 

Argo erschlagen wurde, und in Elisabeth Langgässers Roman "Märkische 

Argonautenfahrt" (1950), in dem sich eine Pilgerreise letztlich als Hadesfahrt 

offenbart.
29

 In Christa Johannsens Roman "Flug nach Zypern" (1969) ist Ia-

son "Verführbar zu jedem Zweck, jedem Angebot offen", und die Fahrt der 

Argonauten erscheint als ein fragwürdiges Unternehmen, das charakterisiert 

ist durch die Diskrepanz zwischen dem illusionären Optimismus des Auf-

bruchs und dem kläglichen Ergebnis: "Betrug am Anfang – Verrat und Verrat 

– Verbrechen am Ende."
30

 Auch Axel Schulze schildert in der Erzählung "Die 

Zeder des Argonautenschiffes" und in dem Gedicht "Argonauten" von 1966 

und 1973 einen gefährlichen und unrechtmäßigen Vorgang.
31

 Besonders kraß 

entlarvt Heiner Müller in seinem Stück "Verkommenes Ufer Medeamaterial 

Landschaft mit Argonauten" (1982) Iason als Kolonisator.
32

 Schließlich ist 

auch in Christa Wolfs Roman "Medea. Stimmen" (1996) – der vor allem die 

Ereignisse in Korinth zum Gegenstand hat und der die bislang radikalste 

Umwertung der Kindermordproblematik in der Weltliteratur darstellt – Iason 

eine bedenkliche Gestalt, und die Fahrt der Argonauten erscheint im 

Rückblick als wenig heldenhaft und sinnvoll.
33

 

Die Vielschichtigkeit des Sagenkreises um Iason, Medeia und den Argo-

nautenzug läßt in diesem antiken Mythos ein beträchtliches kritisches Poten-

tial deutlich werden und erklärt, warum gerade er sich als besonders geeignet 

erwies, die Ambivalenz historischer Vorgänge und individueller Entwicklun-

gen, die Dialektik von historischem Aufbruch und tragischem Scheitern – 

namentlich unter den Erfahrungen des 20. Jahrhunderts – immer wieder 

künstlerisch zu reflektieren. 

                                                 
29

  Anna Seghers, Gesammelte Werke in Einzelausgaben, Berlin, Weimar 1975-1980, Bd. 10, 126-
143; Elisabeth Langgässer: Märkische Argonautenfahrt. Roman. Hamburg 1950. 

30
  Christa Johannsen, Flug nach Zyper n. Roman. Berlin 1969 (Zitate: S. 134, 67). 

31
  Sonntag 21, 1966, 43, 7; Axel Schulze: Zu ebener Erde. Gedichte, Halle 1977, 96. 

32
  Heiner Müller, Werke. Hrsg. von Frank Hörnigk, Frankfurt am Main 1998-2005, Bd. 5, 71-84. 

33
  Christa Wolf, Medea: Stimmen, Roman, München 1996. 



Phasis 10 (II), 2007 

 

 

Sophie Shamanidi (Tbilisi) 

THE ETHNIC ASPECT OF PERCEPTION OF MEDEA AND HELEN 

Medea has been discussed at the conference in many different ways. A 

number of interesting ideas have been expressed about the interpretations of 

her image in different periods and literatures. I will try to analyze the same 

character from a slightly different ethno-social angle. I will also draw a 

parallel with another mythological character – Helen, and with the public 

attitude towards her. 

Medea and Helen are two very popular images, which have always invited 

controversial opinions in European culture.  

It is common knowledge that ancient literature treated two versions of the 

Helen myth. The first one finds Helen guilty, while second one presents her 

as a victim. However, even Helen’s obvious ‘misconduct’ (the first version) 

invites various attitudes: 1. Helen was unfaithful to her husband and followed 

Paris, which means that she behaved inappropriately and deserves censure 

(Hesiod, Aeschylus, Euripides, Ovid, Seneca, Virgil, Alceus), 2. Helen was 

unfaithful to her husband, but it was not her fault (Gorgias, Socrates) and 3. 

Helen was unfaithful to her husband and she did it right (Sappho). In the 

second version, Helen is innocent, naturally, as she has not even been in Troy 

(Euripides, Stesichorus).
1
 The reception of Helen’s images in the 19

th
-20

th
 

century literature is no less diverse. Modern European authors present her in 

many different ways.
2
 Unlike European literature, Modern Greek writing is 

                                                 
1
  For the interpretation of Helen’s image in antiquity see RE, VII, 2, 2824-2835; RML; DNP, 5, 

278-280. 
2
  For the interpretation of Helen’s image in European literature see Frenzel E., Die Stoffe der 

Weltliteratur, Stuttgart, 1981, 301-306. 
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quite biased towards this character. Greek authors mainly picture Helen in 

light colors and even try to acquit her.
3
 

Modern Greeks regard Helen as the symbol of national pride. Helen 

embodies the absolute worldly beauty and consequently, she renders what is 

the most important in modern times for the perception of Greek civilization – 

beauty and harmony. Unlike their ancient forefathers, the tendency for 

censuring Helen almost equals to a zero point and clearly prevails what, 

unflattering for we may call the idealization of Helen’s image. In Greek 

                                                 
3
  Helen first appeared in Modern Greek writing in 1899. The text belonged to Kostas Palamas, a 

distinguished poet and public figure of those times. The poem is quite small, and is epigraphed 

with a few lines from Euripides’ Helen (33-36), which points to the myth version referred to.  
The poem is a certain ‘autobiographic’ account: a woman tells the story of her genealogy, nar-

rates how the Trojan War started because Paris abducted a shadow created by the gods, etc. The 

ending lines of the poem are devoted to the full rehabilitation of Helen: ‘I am untouchable, pure, 

unattainable. I am Helen.’ 

In about the same period (1956) the famous Greek writer Nikos Kazantzakis dwells in his 

Report to Greco on the story of how Stesychorus created ‘Palynodia’. He finds quite convincing 

the second version of the myth and interprets the events in his own way: he ascribes Stesycho-

rus’ taking back his words to his reason. 
Another Greek apology of Helen is the poet Angelos Sikelianos. He frequently refers to her 

image in his poem; however, the mythic character is presented as the symbol of beauty and her 

other aspects are not highlighted. In 1919 Sikelianos published quite a sizeable, 32-line poem 

called A Hymn to Helen, where Helen is in fact presented as the equal of gods. In the poem He-

racles, Sikelianos gives Goethe a good scolding for portraying Helen in a unflattering role: how 

could a German poet dare such a blasphemy!  

Helen reappeared in Greek prose after a 30-year pause. Now she is dedicated a poem by a 

modernist poet, a Nobel Prize winner George Seferis (Helen, 1953). He intended to show the 
absurdity of war rather than rehabilitate Helen’s image. Like his predecessors, Seferis used the 

second version of the myth. Already the epigrammatic part of the poem cites the words from 

Euripides’ Helen pointing out that it was not she who went to Troy but her shadow. 

Helen’s image is widely used in the works of another modernist poet Takis Sinopoulos. In 

1957 he published a poem called Helen. In fact, the whole poem is the confession of a poet in 

love with Helen. The epithets referring to Helen emphasize not only her beauty (beautiful, fair, 

unseen, airy, etc.), but also her purity: untouched, unattainable, uncorrupted, virgin, high, all-
bright, untarnished, etc. This poem is especially remarkable as it is the first occasion in Modern 

Greek writing that Helen is identified with no less than Hellas openly and emphatically. 

Iannis Ritsos offered an altogether different interpretation of Helen’s image. In 1970, Ritsos 

used the devices characteristic of European literature to create play-monologue Helen, where 

the popular mythic character is pictured in an strange, unusual context. This is a monologue of 

an elderly and forgotten once-fair Helen. The acting character, as well as all the characters she 

mentions, is deheroized. Despite the most natural description of old and miserable Helen and 

her being, Ritsos nevertheless puts emphasis on, and I could even say, worships Helen’s past 
beauty. Helen, already fairly old, remembers that all what happened was the divine will: ‘There 

was no use to watch them [Paris and Menelaus]. The gods had predetermined the outcome of 

the war. And after a while, Paris, washed by the goddess and smiling, awaited me lying on my 

bed …’ (see Shamanidi S., Fair Helen, The Cause of the War or an Innocent Victim, Kutaisi, 

2003, 320ff. (in Georgian). 
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literature, her beauty rendered irrelevant all what could smear her image in 

this way or other. 

As concerns Medea, it is common knowledge that two stages have been 

distinguished in the attitude towards her – pre-Euripidean and post-

Euripidean. There is no instance of negative attitude in pre-Euripidean texts, 

while post-Euripidean literature is dominated by a definitely negative image 

(but for the exceptions where Euripides is accused of taking a bribe and 

inventing a lie).
4
 

European literature is distinguished by a definitely controversial attitude 

to Medea – some authors present her as a character with the most appalling, 

negative functions, while others try to exonerate her: as a rule, such texts are 

based on feminist principles.
5
 

Similarly to Greek writers’ attitude to Helen, modern Georgian literature 

is quite biased when interpreting Medea’s image and does not spare efforts to 

relieve her of the murderous reputation. 

The Medea theme was introduced in Georgian literature by Akaki 

Tsereteli. He wrote a play called Media (Me + Dia meaning I + a female, 

woman), which was at first designed as a trilogy: Media in Colchis, Media in 

Hellas and Media Back in Homeland. However, the initial idea failed to be 

implemented and the poet published in 1875 only the first part of it called 

Media. He referred to Apollonius’ Argonautica as the source for his play; 

however, the title he gave to the plot describing the events in Colchis was the 

same as that of the Euripidean play. This leads to the thought that the poet 

evidently wished to depict already in this poem the events taking place in 

Colchis and on the other hand, to create a certain exposition for a better 

presentation of Medea and in order to prepare the reader to the changes (in the 

mythic plot as well as in Medea’s image) forthcoming in the remaining part 

of the trilogy. We may supposed that the second play was intended to imply 

reference with Euripides’ Medea, while the third play would probably be 

fostered by the poet’s own imagination. Evidently, Medea’s return to her 

homeland aimed at her complete rehabilitation and at neutralizing the 

motivation of her leaving Colchis. The play renders unaltered all key points 

of the Argonauts’ visit to Colchis; however, the motivations are principally 

modified. All acquire a new context. In order to provide ‘grounded’ 

                                                 
4
  For the interpretation of Medea’s image in antiquity, see RE, XV, 1, 28-65; RML; DNP, 7, 

1091-1093; Gordeziani R., Argonauts, Tbilisi, 2007 (in Georgian). 
5
  For the interpretation of Medea’s image in modern European literature, see Frenzel E., Die 

Stoffe der Weltliteratur, Stuttgart, 1981, 482-486; Modern Greek Playwrights’ interest in Medea 

remarkably increased by the end of the 20
th

 century. Around 10 plays were devoted to the Me-

dea theme in the 1990s. For more details, see the following articles in this volume: I. Darchia, 

Bost’s Medea; K. Tsintsadze, Medea in Modern Greek Dramaturgy.  
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arguments against the Euripidean version, the author had to start the narrative 

from the point when Medea and Jason first met in Colchis. Each scene of 

Medea’s ad Jason’s meeting show that Jason deceives her. The poet tried to 

accentuate Medea’s ‘naivety’ and Jason’s perfidy, thus providing in advance 

for all necessary implications aimed at holding Jason unquestionably 

responsible for all bound to happen in future. 

Another Georgian writer to treat the Medea theme in dramatic terms is 

Levan Sanikidze. Being at the same a historian he was well aware of ancient 

sources regarding the Argonaut legend as well as modern European 

interpretations of it. Levan Sanikidze followed Akaki Tsereteli’s principle of 

rehabilitating Medea, and even went further than his predecessor: he 

presented Medea as the best wife, an extremely caring mother, as a deeply 

Philhellenic person, whose help to the Greek people was not limited to the 

medical sphere, as before each battle she used to give her husband the plans 

for military activities and consequently, was the guarantee for Jason’s ever-

victorious campaigns. However, the ungrateful Greeks treated her in an 

appalling way: they murdered her children and intended to kill her as well. 

Differently from all ancient traditional stories, Sanikidze’s play ends with a 

suicide – Medea sets on fire her house, her garden and is wrapped in flames 

herself. 

Levan Sanikidze’s Medea was performed on the Georgian stage many 

times: between 1962 and 1984 the play was staged in seven theaters of 

Georgia, while in 1997, it was even staged in the Opera House under the 

name The Colchian Daughter (composed by B. Kvernadze, libretto by L. 

Sanikidze).
6
 

The Medea theme reappeared in Georgian literature several times: I can 

mention Aeetes by Valerian Kandelaki (1975). Although it does not even 

feature Medea as a heroine, other characters’ words clearly suggest the 

author’s attitude to Medea. 

Another piece of literature devoted to Medea is Giorgi Kornapeli’s poem 

Medea. It is also aimed at the rehabilitation of her image. The poet refers to 

Medea with the following epithets: tortured, doomed, the victim, bewitched. 

Evidently, the author ascribes her deeds to libido: ‘The spell oozed through 

the belt of the virgin.’ 

                                                 
6
  If we bear in mind that Euripidean Medea was staged in Georgia only once, and involved many 

difficulties, as it became possible only after a serious psychological preparation of the actors 

and public (at first, Veriko Anjaparidze even refused to play Medea’s part), it becomes clear 

why the theme of Medea’s rehabilitation is so relevant to Georgian society. Probably, the out-

standing popularity of Sanikidze’s Medea in Georgia was conditioned by this very fact, rather 

then its dramatic value.    
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Several years ago Medea again appeared in one of Tbilisi theater halls. 

This time it was staged by a young director Gocha Kapanadze. Although the 

author of this stage version must have been aware not only of the Euripidean 

tragedy, but also of many various modern receptions of it, he nevertheless 

failed to escape the Georgian tradition of interpreting Medea’s image and the 

influence of his immediate predecessors. Already the advertising leaflet 

included the names of the ancient Greek authors who denied Medea’s 

involvement in the appalling murders and ascribed her ill fame to Euripides’ 

fancy. Naturally, this pathos was rendered in the play as well. The 

performance is opened by the Chorus, which functions as the Messenger. We 

learn from the Chorus’s part that the Corinthians not only killed Medea’s 

children, bust also bribed Euripides in order to ‘rescue the image of the 

Hellenes’ and blame Medea for all! 

I can not help pointing to the author’s endeavor to accentuate the foreign 

origin of Medea and Circe (Medea’s aunt and one of Odysseus’ lovers): 

Medea complains that she has forgotten the Colchian language and asks her to 

speak to her in Colchian, which is followed by Circe’s part in the Mengrelian 

language. Apart from this, Medea performs Mengrelian Nana (Lullaby) after 

her dialogue with Jason. 

In the final monologue, Medea tears the books (evidently, Euripides), 

which she believes tell a lie: ‘Miserable Euripides, may you be cursed! Why 

do not you tell the world the true story: how the violent Corinthian mob 

hacked up my children in the Heraion; how you took five golds, how you 

embellished your head with a laurel wreath and went up the pedestal of the 

Olympus, how you became the first tragedian of Hellas. And made me the 

murderer of my children …’, ‘I have not slaughtered my children, haven’t, 

haven’t! ...’ The Mengrelian Nana can again be heard in the finale. It could be 

a logical ending to the prologue but for one point: Medea kills her children 

herself and even provides an explanation for her behavior: ‘I will immediately 

implement the appalling intention. Otherwise, I will leave my children to the 

enemy. It makes no difference; they will not be able to escape death. They 

would better be deprived of life by their own mother.’ I believe that this very 

aspect – the discrepancy between Medea’s deeds and her appreciations – is 

the original finding of the director and even proves innovative as concerns the 

interpretation of Medea’s image. However, the above-mentioned also attests 

that although the director has Medea kill her children with her own hands, he 

nevertheless is unable to resist the temptation of presenting the facts that point 

to the opposite and to exonerate his heroine. 

Quite recently, director Levan Tsuladze staged in the Musical Comedy 

Theater Akaki Khidasheli’s play called The Colchian Sex. The play does not 
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mention Medea’s children at all, and the main focus is absolutely different, as 

can be expected from the title.  

The above-mentioned attests that if the attitude towards Helen and Medea 

these is more or less balanced in world literature – some finding them guilty, 

and others exonerating them – the literature of those nations who identify 

themselves with the heroines is quite biased. Bearing this in mind, I wanted to 

find out the public attitude towards these characters, especially among such a 

sensitive community as the students. For this purpose, I carried out the 

following experiment: 

For several years, I gave a course of lectures Ancient Tradition and Mod-

ern Literature to Georgian and Greek students. The lectures accentuated the 

reception of Helen’s and Medea’s images in modern literature. Although 

European literature has diverse attitude to them as mentioned above, the 

functions of these two ladies are negative rather than positive. If we attempt 

to define their personalities with a couple of words, we will presumably use 

the definition ‘unfaithful wife’ in the fist case and ‘murderous mother’ in the 

second one. 

The experiment was carried out in the following way: Georgian and 

Greek students were to answer the questions ‘Is Medea guilty or not?’ and ‘Is 

Helen guilty or not’ with just one word, either ‘yes’ or ‘no’. 95% of Georgian 

students gave a negative answer to the first question, and a positive answer to 

the second one. We had the same picture with the Greek students, but in the 

reverse way: 100% percent found Medea guilty, while none of them blamed 

Helen. 

The Greek students tried their best to exonerate Helen and provided many 

different arguments in her favor. The same was true about the Georgian 

students, who advocated Medea. Part of students denied Medea’s killing her 

children, attributing this fact to Euripides’ fancy, while others, although 

admitting the murder, tried to defend her saying that when a person is deeply 

humiliated, they may be do anything. The majority of my students are 

Orthodox Christians, and many of them are church-goers. So, I wanted to find 

out how they appreciated her action in terms of Christian morality. The 

answer was highly surprising: – that’ s all right but Medea was pagan, wasn’t 

she. 

Although both Medea and Helen are mythical characters and our 

contemporary society is no more supposed to identify themselves with a 

particular character, the genetic memory of people proves very lasting. It 

sometimes makes a person experience unconsciously the deeds of their 

ancestors, either heroic or vice versa. And if the deed is unworthy, they may 

try their best to exonerate the character. Recently, a monument was erected to 

Medea in Batumi. The public response was very sharp. People protested in 
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every possible way: through essays in newspapers, television speeches, 

demonstrations – as they believe that a monument should not be erected to the 

children-murderer. At any lecture and in any program devoted to an ancient 

theme the following question will inevitably come up: Did Medea really kill 

her children? Even the television screening of Pasolini’s Medea provoked 

newspaper essays – not critical, but pathetic – this time, Pasolini was the 

target of contempt, and Medea was again defended. Medea as a character 

went beyond the domain of fiction and art. If we take Georgian example, her 

behavior is discussed in the way as if she were a real historical individual and 

not a mythological or literary character, and her deed is appreciated as 

something blemishing our national consciousness. I can add in the end that 

such circumstances one again speak of Euripides’ genius, whose creation 

excites our souls even 25 centuries later. 

 

 



Phasis 10 (II), 2007 

 

 

 

Erasmia-Louiza Stavropoulou (Athens) 

O AΡΓΟΝΑΤΣΙΚΟ΢ ΜΤΘΟ΢ 

΢ΣΗΝ ΠΟΙΗ΢Η ΣΟΤ ΓΙAΝΝΗ PΙΣ΢ΟΤ 

Eίλαη γλσζηφ φηη ν Γηάλλεο Pίηζνο ζηήξημε ην ζέκα αξθεηψλ απφ ηα 

θαιχηεξα πνηήκαηά ηνπ ζε πξφζσπα θαη επεηζφδηα ηεο ειιεληθήο 

κπζνινγίαο. Aλ θαη ε Aξγνλαπηηθή εθζηξαηεία δελ ηνπ ελέπλεπζε θακηά 

κεγάιε πνηεηηθή ζχλζεζε, φπσο ν Tξσηθφο πφιεκνο ή ν Mπθελατθφο θαη 

Θεβατθφο θχθινο, ζε ελλέα νιηγφζηηρα πνηήκαηα απφ ηηο ζπιινγέο Mανηονίεξ 

θαη Eπακαθήρεζξ, εθκεηαιιεχηεθε ηνλ κχζν ησλ Aξγνλαπηψλ.
1
 Eίλαη γεγνλφο 

φηη ν κχζνο απηφο δελ γνληκνπνίεζε ηελ έκπλεπζε ησλ λενειιήλσλ 

ινγνηερλψλ ζην βαζκφ πνπ απηφ ζπλέβε κε ηνλ κχζν ηνπ Tξσηθνχ πνιέκνπ. 

Χζηφζν, ην γεκάην πεξηπέηεηεο ηαμίδη ηεο Aξγψο ρξεζηκνπνηήζεθε σο 

ζχκβνιν ηφζν ηνπ εμσηεξηθνχ αγψλα ηεο δσήο φζν θαη ηεο πνξείαο πξνο ηελ 

εζσηεξηθή απηνγλσζία. H ζπκκεηνρή ζηελ εθζηξαηεία πνιιψλ απφ ηνπο 

ζεκαληηθφηεξνπο ήξσεο, ζλεηνχο θαη εκίζενπο, εθείλεο ηεο επνρήο, 

πξνζέδσζε ζην κχζν ην ραξαθηήξα ηνπ νκαδηθνχ αγψλα θαη ν 

εμηδαληθεπκέλνο θνηλφο ζηφρνο, ε απφθηεζε, δειαδή, ηνπ ρξπζφκαιινπ 

δέξαηνο, ζεσξήζεθε σο ε ζπκβνιηθή απεηθφληζε ηεο πξνζπάζεηαο γηα ηελ 

θαηάθηεζε ελφο ηδαληθνχ.  

΢ηε ινγνηερληθή παξαγσγή ηεο γεληάο ηνπ '30 ην ηαμίδη ηεο Aξγψο 

εληάρζεθε αθελφο ζην πνιχ επξχηεξν ζέκα ηνπ ηαμηδηνχ (θαη κάιηζηα ηνπ 

ζαιαζζηλνχ ηαμηδηνχ) πνπ αλαπηχρζεθε ηφηε ζε πιάηνο θαη βάζνο ηδηαίηεξα 

ζηελ πνίεζε. Aθεηέξνπ ζπλδέζεθε κε ηελ εθζηξαηεία ζηε Mηθξά Aζία θαη 

                                                 
1
  Aλαιπηηθή πεξηγξαθή ηνπ κχζνπ ηεο Aξγνλαπηηθήο εθζηξαηείαο βι. ζην Eθθδκζηή Mοεμθμβία, 

Γεληθή επνπηεία I. Θ. Kαθξηδήο, ηφκ. 4, Eθδνηηθή Aζελψλ, 126-187. Bι. θαη ηα ιήκκαηα: 

«The Golden Fleece» θαη «Medea» ζην Companion to Literary Myths, Heroes and Archetypes, 

edited by P. Brunel, Routledge, London and New York, 1996, 464-467 θαη 769-778. 
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ηελ θαηαζηξνθή ηνπ '22, εηδηθφηεξα ζηνπο ινγνηέρλεο πνπ ήξζαλ απφ ηελ 

Aλαηνιή. O Γηψξγνο ΢εθέξεο ζην πνίεκα «Aξγνλαχηεο» (Mοεζζηόνδια) 

ζπλδέεη αθξηβψο ην ηαμίδη ηεο Aξγψο κε ηα δεηλά ηεο Mηθξαζηαηηθήο 

εθζηξαηείαο, ην ζάλαην ησλ ζηξαηησηψλ, ηελ πεξηπιάλεζε ησλ πξνζθχγσλ 

αιιά θαη ηελ ιήζε πνπ ζθέπαζε ηφζν ηα θαηνξζψκαηα φζν θαη ηα δεηλά ηνπο: 

«Kακείξ δεκ ημοξ εοιάηαζ. Γζηαζμζύκδ».
2
 Aπφ ηελ άιιε, ν Γηψξγνο Θενηνθάο 

ζην κπζηζηφξεκα Aνβώ, (ηίηινο πνπ ρξεζηκνπνηήζεθε ζε πνιιά θείκελα ηεο 

επνρήο), δίλεη θαη ηηο δχν πιεπξέο ηνπ κχζνπ, ηε ζεηηθή, δειαδή ηελ 

πξνζπάζεηα εθπιήξσζεο ελφο ζεκαληηθνχ ζηφρνπ θαη ηελ αξλεηηθή, ηελ 

αξπαγή ηνπ ρξπζφκαιινπ δέξαηνο θαη ην βίαην ηέινο ησλ πξσηαγσληζηψλ 

ηνπ: «΢ηα ιάηζα ημοξ, ημ ηανααάηζ ηδξ Aνβώξ ηαλίδεοε ηζόθαξ πνμξ ηζξ ιεβάθεξ 

εάθαζζεξ ηαζ ηζξ ιεβάθεξ θμονημύκεξ, πνμξ ημ άβκςζημ, πνμξ ημ Xνοζόιαθθμ 

Γέναξ, πμο ημοξ ζαβήκεοε ηαζ ημοξ εκεμοζίαγε, πςνίξ κα ιπμνμύκ κα ημ 

ηαεμνίζμοκ. Tμ Xνοζόιαθθμ Γέναξ. Tμ λύπκδια ημο εθθδκζημύ πκεύιαημξ, δ 

δδιζμονβία, δ Aκαβέκκδζδ, δ Γόλα...»
3
 

Tα πνηήκαηα ηνπ Pίηζνπ είλαη, βέβαηα, πνιχ κεηαγελέζηεξα απφ ηα 

πξνεγνχκελα θείκελα. O ρξφλνο ηεο γξαθήο ηνπο αιιά θαη ε αξηζηεξή 

ηδενινγία ηνπ πνηεηή θαζξεθηίδνληαη ζην ζπζρεηηζκφ ηνπ κχζνπ κε ηα 

ζχγρξνλα γεγνλφηα. Πξνθαηαβνιηθά κπνξψ λα πσ φηη γηα ηνλ Pίηζν απηφ ην 

πεξηπεηεηψδεο ηαμίδη ζπκβνιίδεη ηνπο αγψλεο ηνπ ειιεληθνχ ιανχ θαη 

γεληθφηεξα ηεο αλζξσπφηεηαο γηα έλαλ θφζκν ειεπζεξίαο θαη θνηλσληθήο 

δηθαηνζχλεο. ΢ηφρνο, ινηπφλ, ηεο αλαθνίλσζήο κνπ είλαη λα δείμσ αθξηβψο 

πψο ν Pίηζνο πξνζεγγίδεη κε ηελ πνίεζή ηνπ απηφ ηνλ αξραίν κχζν: αθελφο 

δηαβάδνληαο κε ηξφπν θξηηηθφ ηελ αξραία κπζνινγία, αθεηέξνπ ζρνιηάδνληαο 

κε ηξφπν έκκεζν αιιά πνιχ παξαζηαηηθφ ζχγρξνλα γεγνλφηα. 

΋πσο έρεη ήδε παξαηεξεζεί απφ ηελ θξηηηθή, ζηηο Mανηονίεξ θαη ηηο 

Eπακαθήρεζξ απνηππψλνληαη δχν αμηνζεκείσηα ραξαθηεξηζηηθά ηεο 

δεκηνπξγηθήο πνξείαο ηνπ: πξψηνλ, ε θαιιηέξγεηα – παξάιιεια κε ηηο 

κεγάιεο ζε έθηαζε ζπλζέζεηο ηνπ – ζχληνκσλ, νιηγφζηηρσλ, ελίνηε επηγξακ-

καηηθψλ πνηεκάησλ.
4
 Tν δεχηεξν ραξαθηεξηζηηθφ είλαη φηη κε αθεηεξία ηε 

Γεχηεξε ΢εηξά ησλ Mανηονζώκ, αιιά, πνιχ πεξηζζφηεξν κέζα ζηηο 

Eπακαθήρεζξ, ζέκαηα εκπλεπζκέλα απφ ηελ αξραία ηζηνξία θαη κπζνινγία, 

πνπ ήδε είρε ρξεζηκνπνηήζεη ν Pίηζνο ζηηο κεγάιεο ζπλζέζεηο ηεο Tέηανηδξ 

                                                 
2
  Γηψξγνο ΢εθέξεο, Πμζήιαηα, Eλδέθαηε έθδνζε, Ίθαξνο, Aζήλα 1977, 47. 

3
  Γ. Θενηνθάο, Aνβώ, ηφκ. A', ΋γδνε έθδνζε, Bηβιηνπσιείνλ ηεο «Eζηίαο», Aζήλα, 1980, 58; 

Bι. θαη άιιεο αλαθνξέο ζην ηφκ. A', 56-58, 310 θαη ηφκ. B', 172-175.  
4
  Π. Πξεβειάθεο, O πμζδηήξ Γζάκκδξ Pίηζμξ. ΢οκμθζηή εεώνδζδ ημο ένβμο ημο, Kέδξνο, Aζήλα, 

1981, 322-323; Bι. θαη ηηο παξαηεξήζεηο ηεο X. Πξνθνπάθε, «H πνξεία πξνο ηε Γηναβηάκηα ή 

νη πεξηπέηεηεο ηνπ νξάκαηνο», Aθζένςια ζημκ Γζάκκδ Pίηζμ, Kέδξνο, Aζήλα, 1981, 308. 
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Γζάζηαζδξ, πεξλνχλ θαη ζηα νιηγφζηηρα πνηήκαηά ηνπ.
5
 Έηζη νη δχν απηέο 

ζπιινγέο θαίλνληαη λα ζπλδένληαη σο έλα βαζκφ φρη κφλν ζεκαηηθά αιιά θαη 

σο πξνο ηνλ ηξφπν ηεο γξαθήο ηνπο.  

Eπνκέλσο ην αθφινπζν γεληθφ ζρφιην ηνπ Pίηζνπ γηα ηελ Πξψηε ΢εηξά 

ησλ Mανηονζώκ, έλα απφ ηα ειάρηζηα απηναλαθνξηθά θείκελα ηνπ πνηεηή, 

κπνξεί λα ρξεζηκεχζεη σο νδεγφο ηνπ αλαγλψζηε θαη γηα ηηο δχν πνηεηηθέο 

ζπιινγέο: «Tα πμζήιαηα [απηά] δε δζζηάγμοκ κα λεπενκμύκ ηδκ μοδέηενδ 

παναηήνδζδ [...] ηαζ κα ηείκμοκ πνμξ έκακ μνζζιό, πνμξ ιζα αηνζαμθμβία, 

ζοκμιζθία, ηαζ ιάθζζηα, ηάπμηε, πνμξ ιζακ ελαηνίαςζδ αζηζώκ, πνμξ ιζα 

επελήβδζδ, ηζ αηόιδ πνμξ ιζα ζοβηεηνζιέκδ οπόδεζλδ, πανόηνοκζδ, κμοεεζία, 

θύζδ, ζοιπέναζια ηαζ ζοιαμοθή. Όπζ, αέααζα, πάκηα· ια ζοπκά, – ζημ ααειό 

πμο δ ηαεανόηδηα ηδξ ηέπκδξ ιπμνεί κα επζηνέρεζ ηδ δζαποηζηόηδηα ηδξ 

ελμιμθόβδζδξ ή ηδ ζπμθαζηζηόηδηα ηδξ δζδαζηαθίαξ, ηαζ ζημ ααειό πμο δ 

θοζζηή, αζηδιέκδ η' επίηηδηδ ζεικόηδηα ηδξ πμίδζδξ, δίκεζ ημ δζηαίςια ζημκ 

πμζδηή κα πάνεζ ηδ εέζδ ηαζ ημ ύθμξ ημο ελμιμθμβμύιεκμο, ημο ελμιμθμβδηή, 

ημο δεμπθάζηδ, ή ηαζ ημο δάζηαθμο αηόιδ.»
6
 Mπνξνχκε, ινηπφλ, λα πνχκε 

πξνθαηαβνιηθά φηη πξφθεηηαη γεληθά γηα πνηήκαηα «δηδαθηηθά», ζηα νπνία 

ρξεζηκνπνηείηαη ν αξραίνο κχζνο ή ε ηζηνξία σο γλψζε θνηλή πνπ κνηξάδεηαη 

ν πνηεηήο κε ηνπο αλαγλψζηεο ηνπ, σο έλα πξψην επίπεδν επηθνηλσλίαο γηα 

λα πξνρσξήζεη θαηφπηλ ζηνλ βαζχηεξν ζρνιηαζκφ, ην θσηηζκφ θαη ηελ 

απνθάιπςε άιισλ πηπρψλ ησλ γλσζηψλ κπζνινγηθψλ ζεκάησλ ηνπ.  

H θξηηηθή έρεη ήδε ππνζηεξίμεη φηη – ηδηαίηεξα ζηα εκπλεπζκέλα απφ ηε 

κπζνινγία θείκελα – ε πνίεζε ηνπ Pίηζνπ ζρεηίδεηαη σο έλα βαζκφ κε ηελ 

πνίεζε ηνπ Kαβάθε, φρη ζηα ζέκαηα αιιά ζηνλ ηξφπν γξαθήο κε ηηο 

παξελζέζεηο, «όηακ απμλεκώκμοκ – ζηδκ ιπνεπηζηή ζδιαζία ημο όνμο – ιζα 

"εέζδ" πμο δζαηοπώεδηε ζη' αιέζςξ πνμδβμύιεκα», κε ηηο εξσηήζεηο, «όηακ 

αίνμοκ ή αιθζζαδημύκ – πνμζςνζκά – ηδκ ηαηαθαηζηόηδηα ιζαξ πνμδβμύιεκδξ 

"εέζδο" θαη κε ηε «κμδιαηζηή αιθζζδιία».
7
 Θα ήζεια λα ζπκπιεξψζσ εδψ 

φηη, φπσο ζα δνχκε θαη ζηα πνηήκαηα πνπ ζα ζρνιηάζσ ζηε ζπλέρεηα, νη δχν 

κεγάινη πνηεηέο κνηξάδνληαη θαη έλα άιιν θνηλφ ραξαθηεξηζηηθφ: ζηνπο 

ηειεπηαίνπο ζηίρνπο ησλ πνηεκάησλ ηνπο κε έλα αλαηξεπηηθφ ζρφιην 

κεηαβάιινπλ ηελ πξννπηηθή κε ηελ νπνία παξνπζηάδνληαη σο ην ζεκείν 

εθείλν λα αληηκεησπίδνπλ ην ζέκα ηνπο.  

                                                 
5
  Bι. «O Pίηζμξ από ημ 1957 ηαζ ελήξ πνμζεββίγεζ ημ ανπαίμ εθθδκζηό πανεθεόκ ηαζ πνδζζιμπμζεί 

ζημ ένβμ ημο εέιαηα από ηδκ ηναβςδία, ηδ ιοεμθμβία ή ηδκ ζζημνία» (Γ. Γηαηξνκαλσιάθεο, 
«Iζηνξηθή επηθάλεηα θαη βάζνο, Mειέηε πάλσ ζε δπν ζπλζέζεηο ηνπ Γηάλλε Pίηζνπ», 

Aθζένςια..., φ.π., 196); Bι. θαη Πξνθνπάθε, φ.π., 315, 321-322, 328-333. 
6
  Γηάλλεο Pίηζνο, «΢αλ εηζαγσγή ζηηο "Mαξηπξίεο"», Mεθεηήιαηα, Γεχηεξε έθδνζε, Kέδξνο, 

Aζήλα, 1980, 99. 
7
  Γ. Bεινπδήο, «O θαβαθηθφο Pίηζνο», Aθζένςια..., φ.π., 181. 
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Aπφ ηα ελλέα ζρεηηθά πνηήκαηα, πνπ ζα κε απαζρνιήζνπλ εδψ, δχν 

βξίζθνληαη ζηηο Mανηονίεξ (΢εηξά Γεχηεξε), κε ηίηιν αληίζηνηρα «Aπ' ηελ 

Aξγνλαπηηθή εθζηξαηεία» θαη «Φηλέαο», θαη είλαη γξακκέλα ην 1964-1965.
8
 

Γχν, επίζεο, είλαη εληαγκέλα ζηηο Eπακαθήρεζξ (΢εηξά Πξψηε)· πξφθεηηαη γηα 

ηα «΢ηε ρψξα ησλ Bεβξχθσλ» θαη «Tν ηέινο ησλ ΢εηξήλσλ»· ε ζχλζεζή ηνπο 

έγηλε ηελ ίδηα κέξα: ζηηο 16 Iαλνπαξίνπ 1965.
9
 Tα ππφινηπα πέληε αλήθνπλ 

ζηηο Eπακαθήρεζξ (΢εηξά Γεχηεξε), ζπιινγή πνπ γξάθηεθε νιφθιεξε ην 

1968 ζην ΢ηξαηφπεδν ζπγθέληξσζεο πνιηηηθψλ θξαηνπκέλσλ ζην Παξζέλη 

Λέξνπ. Πξφθεηηαη γηα ηα: «Tα κήια ησλ Eζπεξίδσλ, I» (30 Mαξηίνπ) «Tα 

κήια ησλ Eζπεξίδσλ, II» (31 Mαξηίνπ), «Tν ρξπζφκαιιν δέξαο» (5 Mαΐνπ), 

«O Tάισο» (6 Mαΐνπ) θαη «H παξαθκή ηεο Aξγψο» (7 Mαΐνπ).
10

 Aμίδεη λα 

επηζεκαλζεί φηη κε βάζε ηηο εκεξνκελίεο γξαθήο ησλ πνηεκάησλ 

ζρεκαηίδνληαη κηθξέο νκάδεο θεηκέλσλ, γξακκέλεο ηελ ίδηα ή ηηο ακέζσο 

επφκελεο κέξεο. Mπνξνχκε, ινηπφλ, λα πνχκε φηη έηζη δεκηνπξγνχληαη κηθξέο 

ζεκαηηθέο ππνελφηεηεο ζηηο νπνίεο ν πνηεηήο θαηαζέηεη δηαθνξεηηθέο φςεηο 

ηνπ πξνβιεκαηηζκνχ ηνπ πάλσ ζην ίδην ζέκα.  

Aλ θαη ιφγσ ηνπ πεξηνξηζκέλνπ ρψξνπ πνπ κνπ αλαινγεί δελ έρσ ηε 

δπλαηφηεηα λα ζρνιηάζσ αλαιπηηθά ηα πνηήκαηα, επηζεκαίλσ φηη φια 

ρσξίδνληαη ζε ηξεηο αληζνκεγέζεηο αιιά επδηάθξηηεο δψλεο απφ ηελ άπνςε 

ηεο αλάπηπμεο ηνπ ζέκαηνο. ΢ηελ πξψηε ν αθεγεηήο εθζέηεη ηα γεγνλφηα 

αθνινπζψληαο αξθεηά πηζηά ηελ γλσζηή κπζνινγηθή παξάδνζε, ζηε δεχηεξε 

πξνζζέηεη έλα ζρφιην πάλσ ζην επεηζφδην πνπ αθεγείηαη, ππνγξακκίδνληαο 

ην ηδηαίηεξν ζηνηρείν πνπ ζα ηνλ απαζρνιήζεη ελψ ζηελ ηξίηε, φπσο ήδε 

ζεκείσζα, πξαγκαηνπνηεί κηα αλαηξνπή θσηίδνληαο ην ζέκα ηνπ απφ 

δηαθνξεηηθή ζθνπηά.  

Eίλαη αθφκε αμηνζεκείσην φηη ζε νξηζκέλα απφ ηα πνηήκαηα απηά 

(«Φηλέαο», «΢ηε ρψξα ησλ Bεβξχθσλ» θαη «Tν ηέινο ησλ ΢εηξήλσλ») ν 

ηξηηνπξφζσπνο αθεγεηήο αλαθέξεηαη ζην ζρεηηθφ επεηζφδην ηνπ κχζνπ, 

θξαηψληαο ζηαζεξή ρξνληθή θαη ζπλαηζζεκαηηθή απφζηαζε απφ απηφ. ΢ηα 

ππφινηπα ν ηφλνο είλαη δηαθνξεηηθφο· ν πξσηνπξφζσπνο αθεγεηήο 

αλαθέξεηαη κέζσ ηνπ α' πιεζπληηθνχ πξνζψπνπ ζε κηα νκαδηθή ζπλείδεζε, 

έλα «εκείο» πνπ φρη κφλν ζρνιηάδεη ηα γεγνλφηα, αιιά έρεη θαη έλα βαζκφ 

ζπκκεηνρήο ζ' απηά, αλήθεη ζε κηα νκάδα ζπληξφθσλ. Eπηπιένλ ζε ηξία 

πνηήκαηα δηακνξθψλεηαη κηα ζαθήο δηαθνξά αλάκεζα ζην ρξφλν πνπ 

εμειίζζεηαη ν κχζνο θαη ζηε ζεκεξηλή επνρή ηεο αθήγεζεο κέζσ ηεο 

πεξηγξαθήο ηνπ ρψξνπ ή ρξνληθψλ ελδείμεσλ («Tα κήια ησλ Eζπεξίδσλ, II», 

                                                 
8
  Bι. ηψξα Γηάλλεο Pίηζνο, Πμζήιαηα, Tφκνο Θ', Kέδξνο, Aζήλα, 1989, ζ. 267 θαη 268 

αληίζηνηρα. 
9
  Bι. ηψξα Γηάλλεο Pίηζνο, Πμζήιαηα; Tφκνο I', Kέδξνο, Aζήλα, 1989, θαη ηα δχν ζηε ζ. 28. 

10
  Bι. ηψξα Γηάλλεο Pίηζνο, Πμζήιαηα, ηφκνο I', φ.π., ηα πνηήκαηα αληίζηνηρα ζηηο ζ. 49-50, 50, 

61, 62, 62-63. 
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«O Tάισο» θαη «H παξαθκή ηεο Aξγψο»). O ηξφπνο γξαθήο ησλ πνηεκάησλ 

επεξεάδεη νπζηαζηηθά ηφζν ην είδνο ηνπ ζρνιηαζκνχ φζν θαη ηελ πνζνηηθή 

θαη πνηνηηθή δηαβάζκηζε απηνχ ηνπ ζρνιηαζκνχ. 

Aλ θαη φια απηά ηα πνηήκαηα γξάθηεθαλ ζην δηάζηεκα κηα πεληαεηίαο, 

αληηθαηνπηξίδνπλ δχν πνιχ δηαθνξεηηθέο πεξηφδνπο φρη κφλν ηεο δσήο ηνπ 

πνηεηή αιιά θαη ηεο ζπλνιηθήο ηζηνξίαο ηνπ ηφπνπ. Tα πξψηα ρξφληα ηεο 

δεθαεηίαο ηνπ '60 δηαθξίλνληαη γηα ηνλ άλεκν ζρεηηθήο ειεπζεξίαο πνπ 

ζάξσλε ηηο θαηαπηεζηηθέο απαγνξεχζεηο ησλ πξνεγνχκελσλ δεθαεηηψλ, 

θαζψο ε πνιηηηθή, θνηλσληθή, πνιηηηζηηθή θαη πλεπκαηηθή δσή ηεο Eιιάδαο 

βξηζθφηαλ ζε αλνδηθή πνξεία κεηά ην ηέινο ηνπ εκθχιηνπ πνιέκνπ θαη ηνπ 

απφερνχ ηνπ θαηά ηελ πξνεγνχκελε δεθαεηία. Tν ίδην δηάζηεκα απνηέιεζε 

κηα ηδηαίηεξα δεκηνπξγηθή πεξίνδν ηεο δσήο ηνπ πνηεηή, πνπ γξάθεη, 

κεηαθξάδεη θαη εθδίδεη αξθεηά έξγα ηνπ.
11

 Aληίζεηα, ηα πνηήκαηα πνπ 

γξάθηεθαλ ην 1968, φηαλ βξηζθφηαλ ζηελ εμνξία κε θινληζκέλε ηελ πγεία 

ηνπ, απνηππψλνπλ, κέζα απφ ηνπο πνηεηηθνχο ηνπο ζπκβνιηζκνχο θαη ηηο 

κεηαθνξέο, ην ηξαγηθφ θιίκα ηνπ δεχηεξνπ ρξφλνπ ηεο ζηξαηησηηθήο 

δηθηαηνξίαο ηνπ 1967, αιιά θαη ηεο δηάζπαζεο, ην Φεβξνπάξην ηνπ 1968, ηνπ 

ειιεληθνχ θνκκνπληζηηθνχ θφκκαηνο, ελψ ζηνλ νξίδνληαη καδεχνληαλ ήδε 

ζχλλεθα γηα ηελ αλάινγε ηχρε ηεο επξσπατθήο αξηζηεξάο ην θαινθαίξη ηεο 

ίδηαο ρξνληάο. 

H δηαθνξά αλάκεζα ζηηο δχν ρξνληθέο πεξηφδνπο είλαη νξαηή ζηνλ ηξφπν 

κε ηνλ νπνίν πξνζεγγίδεηαη ε κπζνινγία ζε κηα ζεηξά πνηεηηθψλ ζρνιίσλ ζηε 

ζπιινγή ηνπ 1968. 

Aθελφο ν Pίηζνο δηαηππψλεη απαμησηηθά ζρφιηα γηα ηνπο αξραίνπο 

κχζνπο είηε γηα ηε ζθιεξφηεηά ηνπο είηε θπξίσο γηα ηελ αδπλακία ηνπο λα 

ιεηηνπξγήζνπλ παξεγνξεηηθά ζηνλ ζχγρξνλν άλζξσπν: 

Eπακαθήρεζξ, – θέεζ, – επακαθήρεζξ δίπςξ ηέθμξ· – ηζ ημύναζδ, εε ιμο· 

όθδ δ αθθαβή ζηζξ απμπνώζεζξ ιόκμκ – Iάζςκ, Oδοζζέαξ, Kμθπίδα, Tνμία, 

Mζκώηαονμξ, Tάθςξ, – ηαζ ζ' αοηέξ αηνζαώξ ηζξ απμπνώζεζξ 

όθδ δ απάηδ ηαζ ιαγί δ μιμνθζά – δζηό ιαξ ένβμ.   

                                               «O Tάισο»
12

 

ιπήηαιε ιέζα ηζ ακαηνέλαιε ηαζ πάθζ ζηδ Mοεμθμβία, ακαγδηώκηαξ 

ηάπμζα ααεύηενδ ζοζπέηζζδ, ιζα ιαηνζκή, βεκζηή αθθδβμνία 

κα πναΰκεζ ηδ ζηεκόηδηα ημο αημιζημύ ηεκμύ. Γε ανήηαιε ηίπμηα. 

                          «Oχηε ε Mπζνινγία»
13

 

                                                 
11

  Γηα ηε δσή ηνπ Pίηζνπ βι. A. Kψηηε, Γζάκκδξ Pίηζμξ, Έκα ζπεδίαζια αζμβναθίαξ, Eιιεληθά 

Γξάκκαηα, Aζήλα, 1996. 
12

  ΋πνπ θαη ζηε ζεκ. 9, ζ. 62. 
13

  ΋πνπ θαη ζηε ζεκ. 9, ζ. 51. 
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Aθεηέξνπ ππνγξακκίδεη φηη ε επνρή ζηελ νπνία δεη είλαη επνρή 

αληηεξσηθή, νη αξραίνη κχζνη κπνξεί λα έρνπλ ιεζκνλεζεί ή λα 

πξνζεγγίδνληαη κε δηαθνξεηηθή πξννπηηθή: 

Έηζζ πμο λέπεζακ μζ ακενώπμζ, μζ ζδέεξ, μζ θέλεζξ, ιήηε πζα πμο  

κμζαγόιαζηε βζα παθζέξ ή βζα πνόζθαηεξ δόλεξ 

                 («Kαη δηεγψληαο ηα»)
14

 

Mεηά ημ εάκαηό ημοξ, πμθθέξ ιεηαιμνθώζεζξ πενάζακε μζ ήνςεξ 

ζηδ θακηαζία εηείκςκ πμο επζγήζακ – θοζζηέξ ή πανάδμλεξ· – [...] 

                                                                            Ω, αθήεεζα, 

πμθθά πνμζθένακε ζημοξ Έθθδκεξ, πνζκ ηαζ ιεηά ημ εάκαηό ημοξ,  

αηόιδ ηζ έηζζ - δδθαδή ζα θίδζα ή ζα θζμκηάνζα. 

                                                                Tώνα. 

παναηιάζακε μζ ήνςεξ· πέναζε δ ιόδα ημοξ. Kακέκαξ 

δεκ ημοξ επζηαθείηαζ πζα ιήηε ημοξ ικδιμκεύεζ. Όθμζ γδηάιε ακηζήνςεξ.      

[...]                                                   

                                                                                 «Mεηακνξθψζεηο»
15

                                                                                 

Oη κχζνη, ινηπφλ, ζχκθσλα κε ηνλ Pίηζν, κνηάδνπλ κεηαμχ ηνπο θαη ε 

θξηηηθή αλάγλσζή ηνπο εμαξηάηαη απφ ηνλ θάζε αλαγλψζηε θαη ηελ επνρή 

ζηελ νπνία δεη. Tν πξφβιεκα ηνπ εξσηζκνχ, ηνπ θαζνξηζκνχ ηνπ πνηνο είλαη 

ήξσαο ή αληηήξσαο, ηεο παξνπζίαζεο ησλ ζπλαηζζεκάησλ θαη ησλ θηλήηξσλ 

ησλ πξνζψπσλ πνπ δνπλ πιάη ζε έλαλ ήξσα, είλαη απφ εθείλα πνπ ηνλ 

απαζρνινχλ ζε πνιιά πνηήκαηά ηνπ, ηδηαίηεξα ζηελ Tέηανηδ Γζάζηαζδ, ζην 

πιαίζην πάληα ηνπ θνηλσληθνχ ηνπ νξάκαηνο αιιά θαη ηνπ αιιειέλδεηνπ 

βαζχηαηνπ ππαξμηαθνχ πξνβιεκαηηζκνχ ηνπ.  

΢ηνλ θχθιν ησλ Aξγνλαπηηθψλ ην πξφβιεκα απηφ εμεηάδεηαη ζε 

δηάθνξεο πηπρέο ηνπ κε ηδηαίηεξα δηεηζδπηηθφ ηξφπν. Πξψηα απ' φια ν 

πνηεηήο παξακέλεη πηζηφο ζηελ παξαδεδνκέλε αθήγεζε ηνπ ζπλνιηθνχ 

κχζνπ. Eπηζεκαίλσ, πάλησο, φηη επηιέγεη λα κηιήζεη φρη γηα ηα θνξπθαία 

πξφζσπα ηνπ κχζνπ, ηε Mήδεηα θαη ηνλ Iάζνλα, αιιά γηα κεξηθά 

δεπηεξεχνληα, φπσο ν Φηλέαο, ή ν Όιαο. O Pίηζνο θαίλεηαη λα ππνζηεξίδεη 

φηη νη αιεζηλνί ήξσεο δελ είλαη κφλν νη πξσηαγσληζηέο αιιά θαη εθείλνη γηα 

ηνπο νπνίνπο γίλεηαη ειάρηζηνο ιφγνο ζηα βηβιία θαη ζηνπο «κχζνπο». Aπφ 

ηελ άιιε, ζχκθσλα κε ην πνίεκά ηνπ «Mεηακνξθψζεηο» νη πνιηηηθέο 

εμειίμεηο ή ζηελφηεξα νη θνκκαηηθέο δηεξγαζίεο κπνξνχλ λα κεηαβάινπλ ηελ 

αμηνινγηθή πξννπηηθή κε ηελ νπνία αληηκεησπίδεηαη έλα πξφζσπν ή ε κλήκε 

ηνπ, ελψ ν απιφο θφζκνο έρεη πάληα αλάγθε απφ ήξσεο. O Pίηζνο δελ 

                                                 
14

  ΋πνπ θαη ζηε ζεκ. 9, ζ. 43. 
15

  ΋πνπ θαη ζηε ζεκ. 9, ζ. 40. 
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πξνζπαζεί λα εξκελεχζεη κε ηζηνξηθνχο φξνπο ηνπο ζηφρνπο ηεο πξψηεο 

απηήο θαηά ηε κπζνινγία καο παλειιήληαο εθζηξαηείαο, φηη δειαδή απνηειεί 

ηνλ απφερν ηεο κεηαλάζηεπζεο Eιιήλσλ πξνο ηνλ Eχμεηλν Πφλην θαη ηε 

Mαχξε Θάιαζζα. Γελ ηνλ απαζρνιεί, επίζεο, ε ηχρε ησλ πξνζψπσλ κεηά 

ηελ επηζηξνθή ηνπο απφ ηελ Kνιρίδα, αλαθέξεηαη κφλν ζην ηέινο ηνπ 

θαξαβηνχ, ηεο κπζηθήο Aξγψο. Γελ παξνπζηάδεη ηηο επηηπρίεο ηεο 

εθζηξαηείαο, ην ζξίακβν ηνπ Iάζνλα, ηελ επηηπρεκέλε παλειιήληα 

εθζηξαηεία, ηηο λίθεο θαη ηελ ππεξπήδεζε ησλ εκπνδίσλ αιιά θπξίσο ηα 

ιάζε, ηηο αδπλακίεο, αθφκε θαη ηελ αδηαθνξία ησλ ηξίησλ γηα ην θαηφξζσκα, 

ελψ ζεκαληηθφ αιιά φρη ζεηηθφ ξφιν παίδνπλ θαη νη ζενί. Mάιηζηα, θαζψο 

πξφθεηηαη γηα κχζν εζηηαζκέλν ζηε δξάζε θαη φρη ζηηο ζπγθξνχζεηο ή ζηηο 

ςπρνινγηθέο κεηαπηψζεηο ησλ πξνζψπσλ, ζηα πνηήκαηα αθεγείηαη επεηζφδηα 

θαη δελ πξνβάιιεη πξφζσπα.  
Γηα λα δψζσ κεξηθά ζηνηρεία γηα ην θαζέλα απφ απηά ηα πνηήκαηα, ζα 

αξρίζσ κε ηνλ Φηλέα ηνπ νκφηηηινπ πνηήκαηνο, ν νπνίνο ήηαλ ν ειηθησκέλνο 

κάληεο πνπ βνήζεζε ηνπο Aξγνλαχηεο λα αληηκεησπίζνπλ κε επηηπρία ην 

πξφβιεκα ησλ ΢πκπιεγάδσλ, αθνχ ηνλ απήιιαμαλ πξψηα απφ ηελ ζετθή 

ηηκσξία, δειαδή ηηο Άξππηεο πνπ άξπαδαλ ην θαγεηφ ηνπ. ΢ην πνίεκα απηφ ν 

Pίηζνο αθεγείηαη ζπλνπηηθά αιιά πηζηά ην ζρεηηθφ επεηζφδην. ΢ηνπο 

ηειεπηαίνπο ζηίρνπο φκσο παξνπζηάδεη ηνλ Φηλέα απνκνλσκέλν ζηε κνλαμηά 

ηνπ λα ζηελνρσξηέηαη απφ ηελ απνπζία ησλ αξπαθηηθψλ πνπιηψλ θαη ηνπ 

ζνξχβνπ πνπ έθαλαλ αλνηγνθιείλνληαο νη ΢πκπιεγάδεο πέηξεο. H θαηάιεμε 

απηή είλαη δπζεξκήλεπηε, εθηφο αλ πξνζέμνπκε φηη κέζα ζην πνίεκα ν 

Φηλέαο ηνπ ηίηινπ δελ θαηνλνκάδεηαη αιιά απνθαιείηαη ηξεηο θνξέο 

«γέξνληαο». Aλ δνχκε ην πνίεκα απηφ ζην πιαίζην ελφο ππαξμηαθνχ 

πξνβιεκαηηζκνχ, ηφηε εδψ ν Pίηζνο ζρνιηάδεη ηελ αδπλακία ησλ γεξφλησλ 

λα δερηνχλ θάπνηα κεηαβνιή ζηε δσή ηνπο θαη ηελ έιιεηςε αληνρήο ηνπο ζηε 

κνλαμηά ή ππνγξακκίδεη επξχηεξα ηελ αληθαλφηεηα ησλ αλζξψπσλ λα 

πξνζαξκνζηνχλ ζηελ αιιαγή ηεο δσήο ηνπο αθφκε θαη αλ είλαη πξνο ην 

θαιχηεξν. Aλ, φκσο, ην δηαβάζνπκε σο πνιηηηθφ ζρφιην, ηφηε γίλεηαη ζαθέο 

φηη ζρνιηάδεη ηε βαζαληζκέλε δσή ζηελ νπνία είλαη ζπλεζηζκέλνη νη 

αξηζηεξνί αγσληζηέο.  
Aλάινγα ζην πνίεκα «Tν ηέινο ησλ ΢εηξήλσλ» ν πνηεηήο εζηηάδεη ζε 

θάπνηνλ πνπ δελ είρε δπλαηφ ραξαθηήξα, φπσο νη άιινη Aξγνλαχηεο. 

Πξφθεηηαη γηα ηνλ «αζοθθόβζζημ Bμύηδ», πνπ δελ κπφξεζε λα αληηζηαζεί ζην 

ηξαγνχδη ησλ ΢εηξήλσλ θη έπεζε ζηε ζάιαζζα, ζψζεθε φκσο απφ ηε ζεά 

Aθξνδίηε θαη απέθηεζε καδί ηεο έλα γην. H πεξηπέηεηά ηνπ, ινηπφλ, παξά ην 

ηί ζα αλέκελε ν αλαγλψζηεο, είρε αίζην ηέινο. Aλ θαη δελ είλαη εχθνιν λα 

θάλνπκε ππνζέζεηο γηα ην πνηνλ ραξαθηήξα ζπκβνιίδεη ν Bνχηεο, 

επηζεκαίλσ φηη ην πνίεκα θιείλεη κε ην αίζζεκα ηεο απειεπζέξσζεο θαη κε 

ηελ αλαθνξά ζε «πληγκέλνπο θφβνπο». 
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΢ην πνίεκα «΢ηε ρψξα ησλ Bεβξχθσλ» ζρνιηάδεη ηελ ηζηνξία ηνπ 

ζπληξφθνπ ηνπ Hξαθιή Όια, πνπ ράζεθε ζηε Mπζία. ΋κσο, ζηνπο ηξεηο 

ηειεπηαίνπο ζηίρνπο έρνπκε κηα ραξαθηεξηζηηθή πεξίπησζε ακθηζεκίαο, 

θαζψο καο δίλεηαη σο πηζαλή κηα άιιε εθδνρή ηνπ κχζνπ, φρη δειαδή φηη νη 

Aξγνλαχηεο εγθαηέιεηςαλ ηνλ Όια εθεί καδί κε ηνλ Hξαθιή, πνπ ηνλ 

αλαδεηνχζε, φπσο αλαθέξεηαη ζηε κπζνινγία, αιιά φηη ίζσο νη δχν 

ζχληξνθνη είραλ θαλνλίζεη εθ ησλ πξνηέξσλ απηφ ηνλ ηξφπν γηα λα 

απνθχγνπλ ηε ζπλέρεηα ηνπ ηαμηδηνχ. ΢ην θείκελν δελ θαηνλνκάδεηαη ν 

Hξαθιήο, πνπ, αο ζεκεησζεί φηη απαζρνιεί ηνλ Pίηζν ζε αξθεηά πνηήκαηα 

ηεο Γεχηεξεο ΢εηξάο ησλ Eπακαθήρεςκ.
16

 Aπηφο ν ηξφπνο ηεο ειιηπνχο 

πιεξνθφξεζεο ηνπ αλαγλψζηε, πνπ πξέπεη λα γλσξίδεη ην κχζν γηα λα 

αληηιεθζεί ζε πνηα πξφζσπα αλαθέξεηαη ν πνηεηήο, είλαη ζπλεζηζκέλνο ζηνλ 

Pίηζν.
17 

΢ηα ππφινηπα πνηήκαηα, ζηα νπνία θπξηαξρεί ην ζπιινγηθφ «εκείο», ν 

πνηεηήο/αθεγεηήο ελδηαθέξεηαη λα δψζεη κηα ζπλνιηθή απνηίκεζε ηεο 

Aξγνλαπηηθήο εθζηξαηείαο, θάλνληαο παξάιιεια ζαθή δηάθξηζε αλάκεζα 

ζηνλ απιφ θφζκν («εκείο») θαη ηελ φπνηα εγεζία. 

΢ε δχν απφ ηα πνηήκαηα απηά («Aπ' ηελ Aξγνλαπηηθή εθζηξαηεία» θαη 

(«H παξαθκή ηεο Aξγψο») ζέηεη θαζαξά ην δήηεκα ηεο κλήκεο: πξφζσπα θαη 

θαηνξζψκαηα μεράζηεθαλ απφ ηνπο λεψηεξνπο θαη παξά ηηο πιεξνθνξίεο πνπ 

έρνπλ ζσζεί, έγηλαλ «ιζζμπναβιαηζηά, ιζζό ημο μκείνμο» («Aπ' ηελ 

Aξγνλαπηηθή εθζηξαηεία»). Mάιηζηα, θαζψο «όθα πενκάκε, βενκάκε, 

θηδκαίκμοκ -μζ ςναίεξ βοκαίηεξ, μζ άεθμζ, ηα πμζήιαηα-» («H παξαθκή ηεο 

Aξγψο»), ε νπζία ησλ γεγνλφησλ ράλεηαη θαη απνκέλεη κηα κίκεζε πξάμεο, 

κηα ηειεηή θελή πεξηερνκέλνπ, πνπ θαλέλαο δελ ζέβεηαη: 

H ιεβάθδ πμιπή, ιέζ' απ' ηα δάζδ, 

ιε πονζμύξ, ιε ζηεθάκζα, ιε αοθμύξ, ι' εθδαζημύξ αβώκεξ. Λαιπνό αθζένςια,  

αθήεεζα,  

δ βεναζιέκδ Aνβώ, ζημ καό ημο Πμζεζδώκα.[...] 

Tόηε, έκαξ βένμκηαξ καύηδξ 

έθηοζε ιπνμξ ζηα πόδζα ημο, ηνααήπηδηε ζη' αθζύθθζμ δίπθα ηαζ ηαημύνδζε. 

                                                 
16

  Bι. θαη άιια πνηήκαηα γηα ηνλ Hξαθιή ζηελ ίδηα ζπιινγή: «O Hξαθιήο θη εκείο», 

«Yπφκλεζε», «Γηα ηνλ Iφιαν», «Tα κήια ησλ Eζπεξίδσλ, I», «Tα κήια ησλ Eζπεξίδσλ, II», 

«Aθξαίν», «Aγγεηνγξαθία ηνπ 6νπ π.X. αηψλα» (φπνπ θαη ζηε ζεκ. 9, ζ. 46, 47, 48, 49-50, 50, 
51-52, 52). 

17
  Bι. γηα παξάδεηγκα ηα πνηήκαηα «΢πλέπεηεο», «Πξνζέγγηζε», «Πξίζκαηα», ηα νπνία 

αλαθέξνληαη αληίζηνηρα ην πξψην ζηνλ Aιθηβηάδε θαη ηα άιια δχν ζηνλ Oδπζζέα, ρσξίο 

φκσο λα θαηνλνκάδνληαη ηα πξφζσπα (Eπακαθήρεζξ. ΢εηξά Πξψηε, φπνπ θαη ζηε ζεκ. 9, ζ. 

21, 25, 29). 
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Aθφκε θαη νη «ζενί» δελ είλαη δηαηεζεηκέλνη ή δελ κπνξνχλ λα βνεζήζνπλ 

ηνπο αλζξψπνπο ζηηο κεγάιεο δπζθνιίεο ηεο δσήο ηνπο («Aπ' ηελ 

Aξγνλαπηηθή εθζηξαηεία»).  
Eλ κέξεη ζπλδένληαη κε ηελ Aξγνλαπηηθή εθζηξαηεία ηα δχν πνηήκαηα γηα ηελ 

απφθηεζε ησλ ρξπζψλ κήισλ ησλ Eζπεξίδσλ, ζέκα ην νπνίν απνηειεί νπζηαζηηθά 

έλαλ άζιν ηνπ Hξαθιή. Mφλν ζην πξψην γίλεηαη κηα κηθξή αλαθνξά ζηνπο 

Aξγνλαχηεο: «Mαξ άνεζε αηόιδ πμο μζ Aνβμκαύηεξ είδακ ιέζ' απ' ημ πθμίμ ημοξ, θίβμ 

πζμ πένε απ' ηδ θίικδ Tνζηςκίδα, ημο Γνάημκηα ημ πηώια ηαζ ηζξ Eζπενίδεξ 

θοπδιέκεξ.» ΢' απηφ ην πνίεκα ζρνιηάδεηαη ην επεηζφδην κε ηνλ Tηηάλα Άηιαληα, 

πνπ θξαηνχζε ζηνπο ψκνπο ηνπ ηηο θνιφλεο ηνπ νπξαλνχ, ελψ ζην δεχηεξν ε 

θαηάιεμε ηνπ άζινπ ηνπ Hξαθιή, ε επηζηξνθή δειαδή ησλ κήισλ απφ ηελ ζεά 

Aζελά ζηνλ Kήπν ησλ Eζπεξίδσλ. 

Tν ηδηαίηεξν ελδηαθέξνλ πνπ παξνπζηάδνπλ ζρεηίδεηαη κε ηνλ έληνλα 

αξλεηηθφ ζρνιηαζκφ ησλ κχζσλ πνπ δηαηππψλεηαη ζ' απηά:  

Γεκ ιαξ ανέζακ ηα διζεεσηά, ηα εεσηά, ηα οπενακενώπζκα. O ιύεμξ 

πμθύ ιπθεβιέκμξ, ιε πμθθέξ εηδμπέξ, – δεκ λέναιε ημ ηζ εκκμμύζε· 

απθώξ ιακηεύαιε πςξ έηνοαε πμθθά ηαζ ιζηνόθμβα· 

                                 «Tα κήια ησλ Eζπεξίδσλ, I» 

Kζ ίζςξ κά 'εεθακ έηζζ κα δείλμοκ  

ημ ιάηαζμ ηςκ άεθςκ ή ημκ αζώκζμ ηύηθμ – ακζανέξ θζθμζμθίεξ.  

                                                    «Tα κήια ησλ Eζπεξίδσλ, II» 

Tν ελδηαθέξνλ ηνπο εζηηάδεηαη επίζεο ζε κηαλ άιιε δηάζηαζε ησλ 

αξραίσλ κχζσλ πνπ πξνβάιιεη ν Pίηζνο. Eλλνψ ηελ αηζζεηηθή ηνπο αμία θαη 

ηε ζεκαζία ηνπο γηα ηελ παξαγσγή θαιιηηερληθψλ έξγσλ: 

Tμύηδ δ ιζηνή πμκδνία [...] 

όθμ ημ ιύεμ ημκ έθενκε ζηα ιέηνα ιαξ, δίκμκηάξ ημο ηαοηόπνμκα 

ηάπμζμκ αόνζζημ ηαζ μζηείμ θςηζζιό, ιζα αζζεδηζηή ζπεδόκ θαιπνόηδηα. 

                                                                  «Tα κήια ησλ Eζπεξίδσλ, I»  

Άθθςζηε ιέκεζ ηαζ ημ ηένδμξ αοηό: ηα δύμ αββεία ημο Mεζδία ηαζ ημο Aπειόνμο. 

                                                                «Tα κήια ησλ Eζπεξίδσλ, II»  

Tν πνίεκα γηα ην ράιθηλν γίγαληα Tάισ, ηνλ θχιαθα ηεο Kξήηεο, πνπ 

εκπφδηδε ηα πινία λα πιεζηάζνπλ ηηο αθηέο ηεο Kξήηεο, δηαθέξεη αξθεηά απφ 

ηα ππφινηπα. ΋πσο θαη ην πνίεκα «Tν ηέινο ησλ ΢εηξήλσλ» αλαθέξεηαη ζε 

έλαλ αληίπαιν ησλ Aξγνλαπηψλ, ηνλ νπνίν ζπλάληεζαλ θαη εμνπδεηέξσζαλ 

ζην ηαμίδη ηεο επηζηξνθήο ηνπο. Eίλαη, φκσο, ην πην ζθνηεηλφ θαη 

απαηζηφδνμν απφ φια. ΢' απηφ ν Pίηζνο πξνβάιιεη ηελ άπνςε, πνπ είδακε 

πξνεγνπκέλσο, φηη δειαδή ηα κπζνινγηθά εξσηθά θαηνξζψκαηα κνηάδνπλ 

κεηαμχ ηνπο ζαλ θνπξαζηηθέο επαλαιήςεηο θαη αλάινγα κε ηνλ ηξφπν πνπ ηα 
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βιέπνπκε θαίλνληαη ςεχηηθα ή σξαία («όθδ δ απάηδ ηαζ ιαγί δ μιμνθζά – 

δζηό ιαξ ένβμ»). H παξνκνίσζε ησλ θαζεκεξηλψλ αλζξψπσλ κε ηνλ Tάισ, 

πνπ είρε κία κνλαδηθή θιέβα ζθξαγηζκέλε κε έλα θαξθί, πξνθαιεί ην θφβν 

ηνπ ζαλάηνπ. Πνηνη είλαη απηνί νη άλζξσπνη; Mηιάεη άξαγε γηα ηνπο 

αξηζηεξνχο αγσληζηέο θαη γηα ην πηζαλφ ηέινο ηεο ηδενινγίαο πνπ νδεγεί ζην 

ζάλαην. Ίζσο παξάιιεια λα αλαθέξεηαη ζε φινπο ηνπο αλζξψπνπο πνπ δνχλ 

κηα ςεχηηθε θαη αλνχζηα θαζεκεξηλφηεηα ζηεξηγκέλνη ζηηο ζπζίεο ησλ άιισλ 

(«O Tάισο»). 

΢ην θαιχηεξν πνίεκα κε ηνλ ηίηιν «Tν ρξπζφκαιιν δέξαο», ν 

ζπκβνιηζκφο είλαη θαλεξφο θαη ε ζέζε ηνπ Pίηζνπ ζαθήο. Xξεζηκνπνηεί, 

βέβαηα, ην ρξπζφκαιιν δέξαο κε ηελ θαζηεξσκέλε ζεκαζία ηνπ, δειαδή σο 

ζχκβνιν θάζε κεγάινπ νξάκαηνο θαη ζηφρνπ, θαη ηελ εθζηξαηεία γηα ηελ 

απφθηεζή ηνπ σο αιιεγνξηθή παξνπζίαζε ησλ αγψλσλ γηα ηελ θαηάθηεζε 

απηνχ ηνπ ζηφρνπ. Γηαπξαγκαηεχεηαη, φκσο, απηφ ην ζέκα κε ηξφπν 

πξσηφηππν θαη ηδηαίηεξε έκπλεπζε, θαζψο κάιηζηα ε ρξνληθή ζηηγκή ηεο 

ζπγγξαθήο (8 Mαΐνπ 1968) είλαη εμαηξεηηθά θνξηηζκέλε απφ γεγνλφηα πνπ 

ηνπ επηβάιινπλ λα κηιήζεη αιιά ηαπηφρξνλα ηνπ απαγνξεχνπλ λα 

δηαηππψζεη κε άκεζν ηξφπν ηε γλψκε ηνπ.  

Tν αξρηθφ εξψηεκα «Tζ ημ εέθαιε ημ πνοζόιαθθμ δέναξ», πνπ αθήλεη ηελ 

πίθξα ηεο κεγάιεο «δνθηκαζίαο», ζπλερίδεηαη ζηελ πξψηε ελφηεηα κε ηελ 

απαξίζκεζε ησλ ηξαγηθψλ πεξηζηαηηθψλ πνπ ζπλφδεςαλ ηελ πξνζπάζεηα ηνπ 

Iάζνλα γηα ηελ θαηάθηεζε ηνπ ζηφρνπ (ηνπο αιιεπάιιεινπο ζαλάηνπο, ηα 

εκπφδηα, ηελ θνχξαζε, ηνπο αγψλεο). O Pίηζνο γξάθεη θιεηζκέλνο ζε 

ζηξαηφπεδν πνιηηηθψλ θξαηνπκέλσλ θαη κφιηο έρεη πξαγκαηνπνηεζεί ε 

δηάζπαζε ηνπ ειιεληθνχ θνκκνπληζηηθνχ θφκκαηνο. Πέξα απφ ηελ επξχηεξε 

ζεκαζία πνπ κπνξνχκε λα ηνπο δψζνπκε, νη θξάζεηο «δ ηαζκμύνβζα 

δμηζιαζία» θαη νη «ακώθεθμζ αβώκεξ» ππνδειψλνπλ απηά ηα γεγνλφηα.  
Πνιχ πεξηζζφηεξν ε απφθηεζε ηνπ δέξαηνο δεκηνπξγεί ηεξάζηηα 

πξνβιήκαηα ζ' απηφλ πνπ ην θαηφξζσζε: «ζε θςηίγεζ αηένζμκ, ζε δείπκεζ – 

ζηόπμ ηζ αοηώκ ηζ εηείκςκ· [δεκ] ζ' αθήκεζ ιήηε ιζα ζηζβιή ζημκ ίζηζμ, ζε ιζα 

δζηή ζμο εθάπζζηδ βςκζά, κα ηνοθηείξ, κα βοικςεείξ ηαζ κα οπάνλεζξ». Kάζε 

βαζηά πίζηε, ινηπφλ, θαη ζηελ πξνθεηκέλε πεξίπησζε ζην θνηλσληθφ φξακα, 

αιιά θαη θάζε ζηφρνο πνπ εθπιεξψλεηαη, θάζε επηηπρία πνπ θαηαθηάηαη, ζε 

θάλεη δεκφζην ζηφρν επηζέζεσλ θαη θξηηηθήο. Πξνπάλησλ νη αξηζηεξνί 

αγσληζηέο ζηελ Eιιάδα είραλ λα αληηκεησπίζνπλ δηψμεηο θαη θπιαθίζεηο απφ 

ην θξάηνο αιιά θαη θξηηηθή απφ ηνπο ζπληξφθνπο ηνπο, γίλνληαλ, φπσο ιέεη ν 

ζηίρνο «ζηόπμξ ηζ αοηώκ ηζ εηείκςκ».  

Eθηφο φκσο απφ ηελ πνιηηηθή δηάζηαζε ππάξρεη θαη ε θαζαξά ππαξμηαθή, 

πνπ αθνξά ζηελ αγσληψδε θαη δχζθνιε πνξεία ηνπ αηφκνπ ζηε δσή, αιιά 

θαη ε θαιιηηερληθή, ε πξνζπάζεηα ηειείσζεο ελφο έξγνπ φπσο ζηελ 

πεξίπησζε ηνπ Pίηζνπ. ΢ην πνίεκα ηνλίδεηαη γεληθά φηη θάζε άηνκν πνπ 
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θηάλεη κε αγψλεο ζηελ επηηπρία ηνπ ζθνπνχ ηνπ έρεη θαηφπηλ λα 

αληηκεησπίζεη ην δχζθνιν αγψλα λα δηαηεξήζεη φ,ηη θαηέθηεζε, αγψλαο πνπ 

δηαξθεί νιφθιεξε ηε δσή ηνπ.  
Χζηφζν, κε ηνλ ηειεπηαίν ζηίρν ηνπ πνηήκαηνο ν Pίηζνο εμνπδεηεξψλεη 

φιεο ηηο πξνεγνχκελεο αξλεηηθέο ζθέςεηο, εμηζψλνληαο ηελ ίδηα ηε δσή κε 

ηνλ αγψλα φρη γηα ηελ απφθηεζε αιιά γηα ηελ θαηνρή θαη θχιαμε ηνπ 

απνθηεκέλνπ δέξαηνο, ηνπ θαηαθηεκέλνπ ζθνπνχ: «Όιςξ, ηζ εα 'ηακ δ γςή 

ιαξ δίπςξ ημύημ ημ πνοζό (ηαεώξ θέιε) ιανηύνζμ;» 

Tν εξψηεκα, ινηπφλ, ηνπ Kαβάθε: «Kαζ ηώνα ηζ εα βέκμοιε πςνίξ 

ααναάνμοξ» («Πεξηκέλνληαο ηνπο βαξβάξνπο») ην νπνίν αλαθέξεηαη ζε έλαλ 

καηαησκέλν ζηφρν πνπ ζα κπνξνχζε λα δψζεη θάπνην λφεκα ζηε δσή, θαζψο 

θαη ε πξφηαζε ηνπ ίδηνπ πνηεηή ζην πνίεκα «Iζάθε» λα απνιακβάλεη θαλείο 

ηελ πνξεία πξνο ην ζηφρν, πνπ θάπνηε απνδεηθλχεηαη ζεκαληηθφηεξε απφ ηνλ 

ηειηθφ πξννξηζκφ, βξίζθνπλ νινθιεξσκέλε απάληεζε ζ' απηφ ην πνίεκα ηνπ 

Pίηζνπ.
18

 Γελ έρεη ζεκαζία κφλν ε ράξαμε πςειψλ ζηφρσλ, ε πξνζπάζεηα 

δελ νινθιεξψλεηαη κφλν κε ην θηάζηκν ζηελ θνξπθή γηαηί απηή ε θνξπθή 

δελ είλαη ην ηέξκα αιιά ε αξρή κηαο δχζθνιεο πνξείαο γηα ηελ νπνία 

ρξεηάδεηαη επαγξχπλεζε, ζπλέπεηα θαη λέεο πξνζπάζεηεο. 

 

                                                 
18

  Bι. K. Π. Kαβάθεο, Πμζήιαηα, A' (1896-1918). Φηινινγηθή επηκέιεηα Γ. Π. ΢αββίδεο, Ίθαξνο, 

Aζήλα, 1969, «Iζάθε», 23-24 θαη «Πεξηκέλνληαο ηνπο βαξβάξνπο», 107-108. 
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 MEDEE D’EURIPIDE SUR LES SCENES BULGARES 

"Médée" d’Euripide, cette tragédie modèle qui pousse à l’extrême les 

passions humaines, a toujours représenté une grande tentation pour les 

metteurs en scène. La chance de dépasser la limite même du tragique serait 

attractive pour les meilleures actrices, comme le rôle de Hamlet l’est pour les 

acteurs. Pourtant, pour une période de presque 90 ans, le theâtre bulgare ne 

s’est adressé que trois fois à ce texte. Etant donné que cette tragédie entre 

dans le programme de l’enseignement de belles lettres de l’école secondaire 

bulgare à partir des années 10 jusqu’aux 40 du XXe siècle, elle a connu 9 

traductions en langue bulgare, dont les éditions sont réparties entre 1912 et 

1946, mais le théâtre semble rester de côté dans sa réception.  

La première réalisation scénique bulgare en 1929 sur la scène du Théâtre 

Populaire a son préambule dans une tournée du théâtre russe MHAT en 

Bulgarie. Pour la première fois, la troupe de MHAT complète visite la 

Bulgarie en 1920; ensuite, une partie de cette troupe fait le choix d’une vie 

d’artistes émigrés – pour ne pas dire nomades; ce petit groupe, après un long 

séjour dans différents pays européens, surtout l’Allemagne, débarque en 

Bulgarie en 1924 avec sa "Médée". L’actrice qui joue le rôle de Médée, M. 

Guermanova, est en même temps metteur en scène. Selon la critique de 

certains périodiques culturels bulgares
1
, ce spectacle est fondé sur un pathos 

plutôt lyrique que tragique. Le coloris national russe – au niveau du geste, la 

récitation rythmique et chantante, la mimique et même l’habit rappelant celui 

d’une nonne – fait de Médée de Guermanova une héroîne russe. 

Selon l’opinion du critique Yartsev, cette "Médée" est trop intime, frôlant 

le passage de la tragédie vers le drame, "pas assez crue pour la tragédie 

ancienne, loin des hauteurs du ciel au-delà des étoiles". Mais ce qui 

                                                 
1
  Yartsev P., Médée, in: Zlatorog, 1925, 2, 153-154. 
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représente pour nous un intérêt particulier, c’est l’acteur qui joue le rôle 

d’Egée: un certain Nikolaï Massalitinov. 

Au bout de quelques années, le Théâtre Populaire invite cette personne 

même pour la fonction de metteur en scène principal: depuis l’époque de sa 

naissance ce théâtre national a compté jusque là sur des directeurs étrangers 

de différents pays slaves. Or, d’abord refusant, mais ensuite acceptant le 

poste, après avoir créé une école théâtrale et mis en scène quelques pièces 

contemporaines, N. Massalitinov décide de faire sa propre "Médée". Etant 

donné qu’en ce moment le texte d’Euripide a été traduit en langue bulgare 

deux fois, l’une en passant par une langue intermédiaire, l’autre de l’original, 

mais en prose – une traduction volontairement littérale réalisée par Alexandre 

Balabanov – le metteur en scène confie à ce dernier la tâche d’une version 

poétique et scénique. 

A. Balabanov est un des fondateurs de la philologie classique en Bulgarie, 

helléniste de formation allemande, poète et traducteur, bohème, une 

personnalité connue et aimée parmi les intellectuels de l’époque. Il retravaille 

sa traduction prosaïque en vers, puisant, d’après ses propres mots, dans "le 

langage simple qui vient de la vie et non pas des livres, parfois même rude, 

comme l’exige cette pièce qui n’est nullement un drame de salon."
2
 Son 

travail est interactif: il accepte de nombreuses suggestions de la part de N. 

Massalitinov, de l’actrice Teodorina Stoïcheva et du poète D. Panteleev. Le 

résultat est une version bulgare puissante, énergique, passionnée. 

Pour placer cette première mise en scène de "Médée" dans le contexte 

culturel de la Bulgarie en 1929, il faut souligner que le choix d’une tragédie 

ancienne est avant tout un acte relevant le prestige du théâtre national, 

presque indépendamment des qualités du spectacle lui-même. Le département 

de philologie classique est inauguré il y a 8 ans seulement (un des fondateurs 

est ce même Balabanov); le désir de rattraper est énorme. L’idée de 

l’antiquité que se fait la génération de Balabanov est, dans un certain sens, 

anti-historique: d’un côté, le respect Winkelmanien pour les absolus éthiques 

et esthétiques de l’époque classique reste immuable, et de l’autre, la 

spécificité historique est réduite à un certain nombre de realia, alors que la 

pensée et les sentiments des anciens leurs semblent universels et accessibles. 

Cela dit, nous ne sommes pas étonnés de lire dans les notes de 

Massalitinov que "le choeur dans "Médée" personifie l’âme sublime de la 

Grèce antique cultivée"
3
, ni d’apprendre qu’il attribue un comportement 

statique aux femmes corinthiennes qui représentent par les positions de leurs 

                                                 
2
  Euripide, Médée, trad. A. Balabanov, Sofia, 1945 (2), préface d’A. Balabanov, 18. 

3
  Massalitinov N., Euripide, Médée. In: Massalitinov N., Mémoires, articles, correspondance, 

Sofia 1987, 239. 
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corps des sculptures anciennes. Cette stature a été empruntée au spectacle 

russe où Massalitinov prenait part comme acteur, ainsi que la musique pour le 

spectacle. 

La critique n’est pas unanime sur les qualités de cette "Médée". Même les 

plus favorables avouent que T. Stoycheva n’a pas assez de force et de 

personnalité pour le rôle de Médée;
4
 les moins bienveillants déclarent à ce 

propos qu’ "il n’y a pas de "Médée" sans Médée"
5
 et que, par conséquence, le 

spectacle est un échec. Le désir de fidélité aux realia est la motivation de la 

sévérité de certains d’entre eux; ils critiquent la cape rouge de Médée dont 

elle ne cesse de manipuler non pas par le mauvais goût de cette trouvaille, 

mais par le manque de fidélité historique aux vêtements de l’Antiquité.
6
 

La deuxième réalisation scénique de "Médée" est une oeuvre du metteur 

en scène Lyuben Groys au théâtre dramatique de Plovdiv en 1978, c’est-à-

dire presque un demi-siècle après la première. Elle est présentée aussi sur la 

scène du théâtre antique à Plovdiv, découvert pendant des fouilles 

archéologiques et ensuite reconstruit. Groys, qui en ce moment a une riche 

expérience avec plusieus auteurs bulgares, mais aussi avec Shakespeare et 

Molière, fonde son spectacle sur une analyse psychologique originale. Pour 

lui, Médée n’est pas seulement une femme passionnée abandonnée par son 

mari; fuyant sa Colchide natale, elle a les ambitions de créer un nouveau type 

de rapports humains, un nouveau modèle de famille et d’amour; c’est la 

trahison vis-à-vis de ce modèle qu’elle n’arrive jamais à pardonner a Jason. 

Groys suppose aussi que, par sa médiocrité et par l’incapabilité de rester au 

niveau de ses propres exploits, Jason est en train de corrompre Médée et finit 

par réussir – à sa propre perte. Le paradoxe: Jason, le civilisé, transforme 

Médée, la barbare, en criminelle.
7
 

Comme son prédécesseur, il consacre beaucoup d’efforts au coloris 

ancien, mais, à la revanche, il ne le fait pas au premier degré. Pas de pseudo-

colonnes, pas d’imitation des positions des sculptures anciennes: la scène est 

vide et sombre, l’avant-scène couverte de sable – peut-être le sable où un jour 

Jason ira dormir, anéanti, sous la proue d’Argo; les costumes sont tissés à la 

main, semblables plutôt à des panneaux décoratifs qu’aux chitons grecs, celui 

de la héroïne brun rougeâtre, celui de Jason avec des reflets dorés évoquant la 

toison d’or. Le texte qu’il utilise est toujours la version de Balabanov, mais il 

le retravaille pour en moderniser le langage. Pendant la période de travail sur 

                                                 
4
  Voir p. ex. Mitov D. B., Médée, In: Literaturen glas, 31, le 30 avril 1929; Stefanov G., Médée 

sur notre scène, In: Bulgarska rech, 1929, 4-5, 169-171, etc. 
5
  Skitnik S., Médée, In: Zlatorog, 1929, 5, 263-265. 

6
  Pushkaryova V., Médée, In: Zarya, 3, mai 1929, 118-119. 

7
  Groys L., Médée, ou comment on crée un criminel. In: Groys L., Le théâtre toujours en vie, vol. 

I, Sofia 2002, 163-164. 
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la tragédie il étudie les textes de Platon et d’Aristote et la littérature 

secondaire disponible. 

L’actrice qui joue le rôle principal, Tsvetana Maneva, talentueuse, 

imposante, est sans doute un excellent choix. 

La réalisation la plus récente (2006) est celle de Diana Dobreva, actrice de 

talent et de temperament fugueux, participant dans certains spectacles du 

Laboratoire théâtral Sfumato – un lieu devenu traditionnel pour des 

expériences d’avant-guarde et de spectacles pour un public intellectuel plus 

qu’exigeant. Le spectacle porte un titre palindrome: "MEDEAEDEM", 

évoquant la "Medeamaterial" de Mueller. Possédant de par la nature 

l’extérieur et le tempérament convenable pour le role de Médée – silhouette 

majestueuse, cheveux noirs longs, un talent pour le théâtre extatique – elle fait 

sa propre mise en scène, avec la scénographie impressionnante de Marina 

Dodova. C’est une réalisation beaucoup plus du mythe secondaire littéraire 

que du texte d’Euripide. Plusieurs textes différents, celui de "Medeamaterial" 

de Mueller, des fragments de Borges, Ovide, Vasco Popa, ainsi que des 

paroles écrites par Dobreva elle-même s’entremêlent sur scène. Le noir et le 

blanc dominent la scène, le blanc de l’amour de Médée et le noir de son 

désespoir. Au final, c’est le gris qui triomphe: une pluie de cendres grises 

scintillantes tombant sur la tête et le corps de la nourrice, recouvrant les vies 

brisées de Jason et de Médée. L’espace est tordu comme sur un tableau 

d’Escher: on voit Médée disparaître dans le sol et aussitôt descendre du haut – 

la logique même du haut et du bas est annulée. 

Un creux au centre de la scène se transforme tantôt en lit d’amour, tantôt 

en image du bateau Argo, pour finir comme tombeau. La toison d’or 

ressemble à un attribut de guerre, un heaume difforme et majestueux. 

Recouvrant sa tête de cet objet, Jason semble découvrir sa véritable nature. 

Les paroles de passion, d’un érotisme raffiné, que Médée et son bien-aimé 

échangent, sont écrits par Dobreva elle-même. Ce dialogue est doublé par les 

caresses de leurs pieds nus qui évoquent les mâts et les voiles d’Argo. 

J’aimerais mentionner ici une belle trouvaille: des mots tendres que Médée 

prononce dans une langue incompréhensible sont en réalité des mots bulgares 

prononcés à l’envers, marquant à la fois les origines barbares de Médée et son 

désir de retour, de recul qui ne pourra jamais se réaliser. Une Médée au-delà 

du rationnel, secouant ses cheveux noirs dans son désespoir d’amante et de 

mère, tuant son enfant par un geste de tendresse infinie: c’est la Médée de 

Dobreva. Elle reçoit le prix théâtral bulgare le plus renommé, l’ "Askeer", 

pour ce spectacle. 

En conclusion, la première impression que, dans la réception bulgare, la 

fameuse tragédie d’Euripide a représenté un intérêt plutôt littéraire et scolaire 

est démentie par la qualité des spectacles réalisés et par leur reflet puissant 
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dans les textes de la critique théâtrale. La version poétique de Balabanov est 

préparée pour les besoins du théâtre, créant de cette manière un précédent 

d’interaction entre metteur en scène et traducteur de pièces de théatre ancien 

en Bulgarie qui, depuis lors, sera la chance d’apparition de versions moins 

académiques mais plus convaincantes et de meilleure qualité poétique.  

Les trois Médées bulgares tracent une périodisation de la réception du 

drame ancien au XXe siècle. Commençant par la recherche d’exactitude du 

coloris de l’Antiquité, copmris au niveau de l’extérieur, elle passe par le stade 

où cette fidélité acquiert un aspect plus profond, la recherche d’une 

adéquation à la pensée philosophique et éthique de l’époque. Le stade final 

est le renoncement à l’idée même de lecture historique et le passage vers 

l’intertextualité et un théâtre où le geste et le mouvement l’emportent sur la 

parole. 
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Tamara Tcheishvili (Tbilisi) 

MEDEA BY THEO VAN GOGH  

On November 2
nd

, 2004 being in Amsterdam, I witnessed the storm-wise 

shock the whole country was affected by, due to the murder of Theo van 

Gogh.  

The end of the happy chaos 

Theo van Gogh – a prominent Dutch journalist, writer, TV celebrity, film 

director was murdered by a Muslim extremist due to his negative stance on 

Islam, reflected with his usual cynicism in his documentary film Submission. 

The Dutch press wrote that the strangled throat of Theo van Gogh became the 

symbol of expression of free will, free speech and so called ‘The end of the 

happy chaos’. After the trauma caused by the death of the popular film 

director the traditionally tolerant and free nation limited entry of immigrants 

into the country.  

Wrongly understood idealism  

In the words of van Gogh, we are living in a nightmare, called the 

wrongly understood idealism, or ‘the happy chaos’.  

The criticism of the film director – cynicism-tainted free speech toward 

the Dutch press, actors, film directors, writers and all the people who were 

part of the Dutch ‘establishment’ was reflected in the controversial articles, 

books and film of van Gogh. He was often involved in debates with various 

politicians. Due to his cynical style he was often seeking refuge on his web-

site under the ironic nickname of The Healthy Smoker, with reference to his 

smoking habits as opposed to the ‘political incorrect’ attitude of the public 

towards the smoking.  

Politicians were often the primary targets of his cynicism. After the 

political motivated murder of Pim Fortuyn (the unconventional politician the 

"divine bold man" as van Gogh commonly referred to, 2002), he filmed the 
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films 6
th
 May and Medea (in 6 series, 300 minutes in total) where he 

continues his severe ideological crusade against the established political elite. 

Avro Television, a Dutch media-project creates an initiative aimed at 

staging of the Greek tragedies. Remarkably, it is Theo van Gogh who initiates 

the first project by producing Medea. Theo van Gogh usually refused funding 

from the film industry preferring to fund his films by his own or friends’ 

funds and with the help of his loyal sister (script director and composer) to 

produce controversial films without financial or ideological sponsor attached 

to them.  

My interest towards Theo van Gogh’s life and production increased when 

I learned about the existence of his Medea; it was of my particular interest to 

learn his reasons for choosing this very tragedy and whom he wanted to 

confront thereby; what did he want to say by filming this well-known tragedy. 

Theo van Gogh’s Medea 

The Theodor Holman’s script, created with co-authorship of van Gogh, is 

based on Euripide’s Medea but deployed place on the contemporary Dutch 

political scenery.  

It is difficult to discuss Euripides without considering the democratic, 

liberal and intellectual values of his times. By the same token, it is difficult to 

speak of Theo van Gogh’s oeuvres without taking into consideration the 

democratic politics, ‘political correctness’ and ‘political idealism’ of his 

times, that this self-made film director often confronted (Theν van Gogh was 

even joking often ironically that if he inherited his predecessor’s – a famous 

painter’s heritage (that his family gifted to the Dutch state) he would willingly 

invest it in the ideological battle that takes place in his movies.) For the film 

director, this modern form of dramaturgy was a powerful medium to confront 

the society immersed in ‘political correctness’ and ‘wrongly understood 

idealism’.  

It is by staging Euripides´s Medea, by describing psychologically tense 

relations of Medea and Jason that the he tries to depict the real state of ‘idyllic 

politics in an idyllic country’ with his typical cynicism: politicians with their 

intrigues, dirty games and interests, and ever-prominent mass-media, to which 

van Gogh assigns a task of a sort of ‘choir’.  

It is remarkable how skilful the script writers are in expressing the context 

of Euripide’s work, key elements, characters, psychological sphere and at the 

same time adjusting this all to the modern reality: depicting contemporary 

politicians and normal citizens, making them real, convincing, tragic and 

ironic, applying van Gogh’s irony and cynicism.  

Medea – the name of the film – and two main characters: Jason and 

Medea, are the only two names taken from the antique work. Aietes’s, 
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Medea’s father’s prototype is represented as Mr. Moyra, i.e. Mr. Destiny, 

because in the modern Dutch political reality the politician who often utters 

the words like ‘people’, ‘for the people’, ‘in coram publico’ etc. are doomed 

for failure, falling prey to the political intrigues. Van Gogh sympathizes to 

Moyra, the ‘excape goat’ as we see him in the film, by naming him (albeit 

once) by the first name – Theo. Similarly, the film director applies the tool 

often used in dramaturgy – characterizing each of the characters accompanied 

by the dramatic-lyrical music, semantics, and the symbolism of color of 

clothes they are wearing.  

At the funeral of mother Moyra, the daughter of the Prime Minister 

(Moyra) meets a man that intrigues her: Jason is a young, attractive, 

ambitious real estate tycoon. Also, we learn that Mr. Moyra has a problem of 

political nature. Medea reveals that he is a suspect in a corruption scandal. 

Jason offers Medea a helping hand but Jason’s shaken image, connections 

with the real estate mobs could potentially create more problems for Moyra. 

Medea and Jason, nevertheless, become allies.  

The film develops further around Jason´s character: the film director 

shows Jason’s path of becoming a modern Dutch politician.  

Jason is a character without any family ties – even on his credit card both 

first and last names are written as ‘Jason’. Despite his financial affluence he 

has even higher ambitions – to enter politics. The scandal around Moyra is an 

ideal opportunity for Jason to enter the political arena. Mr. Moyra is his 

political idol. Medea´s mother is an aspirator to enter the politics and Medea 

Moyra the desired mother of his future children. The family harmony that 

Jason lacked and sees at the Moyra’s, become fatal for him.  

The family complex inspires Jason’s monologues that we witness in the 

beginning of each of the series; when preparing for the election speeches; 

reference to his non-existing ideal family and children; Jason is obsessed by 

the thought of running the country as a family! At a certain point we see, 

symbolically, that four months are left before him becoming the Prime 

Minister and the birth of his children. Four months before he can run the 

country as family and create the reality where he wants his children to grow 

up. For Jason there is no boundary dividing the family and the politics; For 

him it is important to have family to run the country and run the country for 

his children to live in the ideal reality. This is the key political alibi that is 

meant to justify his later betrayal of Medea and more importantly betrayal of 

his political principles.  

Owing to Medea, who takes charge of the political campaign, Jason 

becomes more and more popular day by day. The TV talk shows are the 

medium for Jason to convince the people that he will stand for their interest. 

People, according to his words, applaud him in the streets of the Hague and 
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the mass-media names him ‘the people’s choice’ or ‘the king of the people’. 

As in Euripides´s Medea, in van Gogh´s work we do not see any genuine 

interest on Jason’s behalf toward the people. The virtual people whom we 

never see in the film are one more cynical reminder of the film director of 

idleness of the people and obsoleteness of the ‘people’s choice’ ‘plastic 

politician’.  

Creon and Creusa – Minister Medelinck and his daughter Anna – friends 

of the Moyra family that actually caused the death of Moyra are themselves 

active participants in the corruption case. Betrayal of Medea and Jason, and 

political intrigues are the chosen tactics of the two for reaching out to the 

Prime Minister seat. Unfortunately, from Medea Moyra they get hold of the 

corruption-related materials and if revealed Jason is doomed for politically 

death. The People’s ‘King’ or ‘Slave’ – the question that Jason asks himself 

when he has to ask her rival to marry his daughter in order to achieve the 

dream.  

Jason cancel his political marriage but still witnesses the death of Medea 

and his children. Like the tragic ending of the Euripides’s tragedy, the future 

of characters and that of the country left without a Prime Minister remains 

equally unclear in Theo van Gogh’s Medea. Each of the characters goes 

through the painful road with the tragic ending because, in Theo van Gogh’s 

words the pain incurred upon to a human (in a ruthless-cynical way) is the 

only way to wake him up to ‘the pseudo idealism’ and ‘the wrongly 

understood idealism.’  

Euripides´s work Medea is often perceived as the criticism of his 

contemporary lifestyle and culture. Likewise, Theo van Gogh wrapped the 

modern political reality into the Euripide’s tragic story and presented to the 

public as the soap film series. This is perhaps the easiest way to convey the 

message to the modern society and to show the reality that the modern film 

director made tragic and cynical at the same time: ‘the nightmare named the 

wrongly understood idealism.’  
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Ketevan Tsintsadze (Tbilisi) 

MEDEA IN MODERN GREEK DRAMATURGY 

In the 1990s, after a long period of silence, Modern Greek playwrights started 

to take vigorous interest in the themes about Medea. The following plays 

featuring Medea were composed in the mentioned period: Bost’s Medea 

(1993), a comedy, however unexpected this may sound, Kharis Lambidis’ 

Who Killed Medeas’ Children (1981), Vasilis Boundouris’ Another Medea 

(1990), Maria Kekou’s Medea, The Snake-Handed Fury of Passions com-

posed in the same year, Vasilis Zioghas’ Medea (1995) and two short plays 

by Konstantinos Bouras Medea in Athens and Medea’s Death (1997). The 

present paper will focus on the plays by Kharis Lambidis, Vasilis Boundouris, 

Maria Kekou and Vasilis Zioghas, as they are closer to each other in terms of 

their genre affiliation. 

Greek authors attempt to present the well-known myth through their own 

interpretation, although they fall short of being original. While modern world 

features Medea in a bold modernist light and often even sounds most unex-

pected and scandalous with regard to Medea, Greek playwrights go on paving 

their way through the labyrinths of numerous mythological versions, confin-

ing themselves to philological researches accomplished in belles-lettres style. 

The plays of my immediate interest are not based only on the Euripidean 

tradition. The authors make synthesis of various sources and present the con-

clusion which they find acceptable. For the first time following so many cen-

turies, Kharis Lambidis and Vasilis Boundouris relieve Medea of the shame-

ful libel of her own children’s murderer in an attempt to restore historical 

justice. Thus they rehabilitate Medea, one of the last representatives of the 

matriarchal world, who patriarchate has kept throughout centuries entangled 

in the maze of slander in pursuit of hiding away its own shabbiness. As con-

cerns Maria Kekou’s and Vasilis Zioghas’ Medeas, they take after the Euripi-

dean heroine and deprive their children of life by themselves; however, the 
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fact of child-slaughter is veiled in metaphysical obscurity and is presented as 

a symbolic killing to be treated in philosophical terms, rather than as the ven-

geance by a coldhearted murderer. 

Modern Greek playwrights take particular interest in Eumelos’ tradition 

(later replicated by Pausanias), which presents Medea as the rightful heir to 

the Corinthian throne, and although sources say nothing about Medea’s Co-

rinthian origin, Greek dramatists make use of this very aspect, enriching the 

centuries-hardened symbolic image with new traits. Namely, they regard Me-

dea’s arrival in Corinth not as something accidental, but as a thoroughly pre-

meditated step and offer the portrait of a politically active woman, acceptable 

for the feminism-ridden 20
th
 century. In this regard, Vasilis Boundouris’ dra-

ma Another Medea is especially significant. In the preface to the play, Vasilis 

Boundouris admits to being a secret supporter of matriarchate, and states that 

his play is aimed not only at destroying the murderous image of Medea 

created by Euripides the Woman-Hater, but also at rendering the proud feel-

ings of the women who protested against injustice and criminal nature of pa-

triarchal society.
1
 

The author achieves his goal presenting Medea as a genuinely feminist 

woman, whose soul is not burdened with appalling crimes. However, the play 

leaves an impression that despite the bold statements, the author nevertheless 

supports the stand of the masculine half of the world, and attempts to convey 

the following message: A woman who is desperate for freedom and power 

loses the image of a desired woman, which results in her female tragedy; be-

sides, Boundouris’ Medea is not completely discharged from the responsibili-

ty of killing her children. Apart from blaming Medea in her own ill fate, 

Boundouris ascribes the child-slaughter to her excessively ambitious nature, 

thus leaving her the murderer of her own children in an indirect way. 

Kharis Lambidis’ Who Killed Medea’s Children is also written after Eu-

melos’ tradition. The Drama is altogether realistic in terms of its plot; the 

author generalizes Medea’s story and touches the problems that could freely 

come up in any society of any period. Similarly to Boundouris’ play, Lambi-

dis’ Medea also claims her rights to the Corinthian throne. However, this is 

no more a mere struggle for power on the part of an ambitious woman; this is 

the protest of an idealist woman against injustice, the protest of a woman who 

despite her personal adversity, retains good reason and succeeds in uniting 

society against tyranny. In my opinion, Lambidis attempted to use Medea’s 

image to show how one may become a victim of one’s own ideals. Medea’s 

initial mistake was her taking Jason, a stranger from a remote land, who at 

first sight seemed to be seeking adventures, for Mr. Right (or rather Mr. 

                                                 
1
 Β. Μπνπληνχξεο, Ζ Άιιε Μήδεηα, εθδφζεηο Γθνβφζηε, 1990, 8. 
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Knight) and her falling in love with him. However, the reality proved abso-

lutely different as soon as she left Colchis. After Jason failed to justify Me-

dea’s expectations, she started to mould a hero of him by herself. The task 

proved rather tiresome for both, which drove their relations to a deadlock. 

Lambidis’ Medea is a feminist, like Boundouris’ character. However, un-

like her counterpart, she feels that she loses interest in life and struggle with-

out Jason and asks him to come back. Lambidis’ Medea does everything for 

the sake of love and tries to restore justice for the sake of her husband’s and 

children’s future. Her tragedy lies in her excessive wishes, which collide with 

the interests of more powerful individuals, and as a result, she loses her future 

together with her love. 

Maria Kekou’s Medea, The Snake-Handed Fury of Passions was com-

posed after Euripides’ play. However, in the introductory note to one of its 

editions, the author writes: ‘In this particular play, Medea and Jason are a 

very modern couple from the neighboring apartment, whose family conflict 

reveals the everlasting clash between sexes and is lost in the depths of the pre-

historic period.’
2
 

Maria Kekou’s play does not aim to comment on Medea’s behavior or add 

new traits to her image; it simply once again reminds us that archetypes are 

everlasting and can be found at any time and in any place. The difference lies 

only in details, which are trifle and unable to change the essence of the story. 

The author states: ‘Medea’s myth can fit any period, as it points to and warns 

against the danger of extreme liberty of woman as a negative archetype.’
3
 

Vasilis Zioghas’ Medea is quite a complex play. Apart from being a 

playwright, its author takes a vigorous interest in ancient philosophy and var-

ious religions, which had great impact on his works and even puzzles the 

reader. Medea abounds of quite unexpected symbols. For example, the chorus 

is replaced here by no less that The Trinity, which, however, is the unity of 

pagan goddesses. Medea is the daughter of God the Creator, borne to him by 

a mortal woman as a human to live an earthly life. Medea takes both of her 

children back to her womb and, exhausted with awful pains, commits suicide; 

then she transforms into a single unity and sets off towards the eternity. Me-

dea’s last words imply an interesting allusion to the New Testament: ‘Why 

hast thou forsaken me, Father?’ 

Since such fragments may takes us far away and considering the time-

limit, I will fail anyway to give appropriate answers to all relevant questions, 

I will only attempt to comment on how Zioghas understands Medea. 

                                                 
2
 Μ. Κέθθνπ, Μήδεηα, ε νθηνπιφθακε εξηλχα ησλ πφζσλ, εθδφζεηο Τπαηία, 1990, 15. 

3
 Μ. Κέθθνπ, Μήδεηα, ε νθηνπιφθακε εξηλχα ησλ πφζσλ, εθδφζεηο Τπαηία, 1990, 14. 
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Although the plot is well-known at first sight, Zioghas succeeds in pre-

senting everything from a different angle. He regards the hacking up of Ab-

syrtus as a divine game, symbolically conveying the idea of Medea’s giving 

up her own past. According to her own words, Medea did evil only to herself, 

while the human eye perceived the fact as an appalling murder. Medea is a 

goddess, and unlike her above-described counterparts, gives up not only the 

royal but also the divine throne for Jason’s sake, starts to live an average mor-

tal’s life and is satisfied with the least. Medea is full of love; she loves people 

although they are afraid of her. Medea loves Jason despite his unfaithfulness, 

and is unable to do him any harm; moreover, the goddess is ready to give up 

her immortality provided Jason is with her. But the divine patience also has 

limits; on the verge of her endurance and enraged with the misery of mortals, 

she abandons the earthly life and takes her children away with her to keep 

them away from injustice. Zioghas offers an interesting interpretation of Me-

dea’s image. Unlike other dramas, the central character of Zioghas’ play is 

omnipotent and capable of attaining her aim by a mere thought. However, she 

is most helpless and most feminine, and at the same time as she is ready for 

love with all her being. She is the symbol of a woman-wife who does her best 

not to wound her husband’s pride by exposing her powers; she even forgets 

about her faculties and cries as an average woman when she is in trouble. 

Medea is the symbol of a woman-mother, who is affectionate and caring with 

her little children, her decisions are not selfish – she does not go wherever she 

wishes, but after a long meditation and conflict with her own self, she decides 

to take them away from the infinite evil of the humankind. In my mind, Vasi-

lis Zioghas, who keeps closest to the Euripidean tradition, is anyway Medea’s 

most vigorous advocate, perceiving her primarily as a tender woman. 

The overview of the four dramas enabled me to make some conclusions: 

For some unknown reasons, the highlighting of Medea’s theme in Modern 

Greek dramaturgy coincides with the growth of the Georgian Diaspora in 

Greece, and again for certain reasons, some Greek playwrights accentuate 

Medea’s Greek origin. Besides, although some of the authors try to liberate 

her from the shameful label of murderous mother, they unintentionally remain 

the followers of the existing tradition, and their efforts are limited to loud and 

bold words. For example, Vasilis Boundouris writes in the preface to his play 

that after Euripides wrote Medea, no one on the earth has ever given this 

name to their child; such a statement sounds queer if we consider that out of 

the six members of the Chair of Modern Greek Studies of our Institute, two 

are called Medea. 

Greek playwrights widely use the Medea theme to promote feminist ideas. 

However, Greek authors’ fondness for feminism is a bit strange if we bear in 

mind that since the 1990s and on, women have been most active in every field 
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of Greek social and political life, and what is more, the very theme of femin-

ism has already proved outdated in the rest of the world. 

Anyway, the above-mentioned plays are certainly valuable as first of all, 

they remind us of the perpetual nature of archetype and second, irrespective 

of whether Medea kills her children of not, her tragedy is the discrepancy 

between her opportunities and desires. 

 
 

 

 

 
 


