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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:

Institute of Classical, Byzantine and Modern Greek Studies
Ivane Javakhishvili Thilisi State University

13 Chavchavadze ave.

0179 Thilisi, Georgia

Tel.: (+ 995 32) 22 11 81

Fax: (+ 995 32) 22 11 81

E-mail: greekstudies@caucasus.net

Website: www.greekstudies-tsu.ge
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THE ARGONAUTICA IN POST-ANCIENT EPOCH

Valeri Asatiani (Thilisi)

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™-6" 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, Thilisi, 1964, 82).

In the epic poem "Dionysiaca”, Nonnos of Panopolis (the 4"-6" 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) (... els x8déva
Kéxov); "Circe — sister of Aietes, having magic power" (K{pkn, oiyyovos
AlvjTao moxvbpovos, XIII, 331).

It is worth mentioning that the poet Marianus, known by his metaphrastic
works (the 5™6" cc.), elaborated and extended the "Argonautica” by
Apollonius Rhodius (5 608 iambic trimeter).

Clement of Alexandria (the 2-3" 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"- 4™ 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)", 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). ... Tavtny
Tapappel TNV Xdpav ToTapds Péwv dvopa...

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, | 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", ).

The kingdom of Aietes is mentioned in the history of Menander Protector
(5™ 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", Ill, 50-51). So, the fragment refers to the well-
known episode of the Argonaut myth.

Stephanus of Byzantium (the 6" 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 ( Immos) and Cyaneus (Kvdveos), 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", 11, 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; I, 1217;
"Georgica", Ill, 275).

The island of Ares — located in Pontus in the neighborhood of the
Colchians, as mentioned by Scymnus (Ekopvoc, the 2™ 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% ¢.) 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" 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”, 111, 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”, Il, 1-
136).

According to Charax of Pergamon, the "History" or "Archeology" by John
of Antioch (6" 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 (8o ynueiac).

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" ¢):

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"¢c. B.C,
sch. 249, 35). This note is preserved in the work of Nicandros Colophon (the
2" c. B.C).

"The Medean or a one-day medicine" — a preparation called Colchian or
Barbarian, which barbarians also call oil (vd$6as); 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" c.) in his work "Reigns" (T'eveoiot Baot-
\etair) refers to the Argonaut myth to state that the Armenians borrowed
their appellation from Armenus, the inhabitant of Armenion, a town in
Thessaly (¢€° Appévov) who took part in the campaign to Colchis together
with Jason ("Georgica", 1V, 2, 308).

George Cedrenus (the 11™ ¢.) 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 Iwvia — "lonia" — 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), Thilisi,
1964.

S. Kaukhchishvili, The History of the Byzantine Literature (in Georgian),
Thilisi, 1973.

Georgica, The Notes of Byzantine Writers about Georgia (in Georgian),
Thilisi, 1 (1961), 111 (1952), IV (1952), V (1963), VII (1967).

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

K. Kekelidze, A. Baramidze, History of Old Georgian Literature (in
Georgian), Thilisi, 19609.

K. Kekelidze, Sketches from the History of Old Georgian Literature, Il (in
Georgian), Thilisi, 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, lasons Schicksal, obwohl kein Hauptgegenstand
irgendeines epischen Poems in Byzanz geworden ist (Johannes Tzetzes’
"Antehomerica, Homerica und Posthomerica™ ist eine Aussnahme und ist
aufer Rechnung, da das Hauptthema des Werkes viel breiter als pure et dire
Argonautik ist), hat aber viele Spuren in der byzantinischen Literatur
hinterlassen. Der auf der Antike sich orientierte Nonnos von Panopolis vom
5. Jh. erwahnt nicht einmal in den Dionysiaka das Schiff Argo'. Der
Konstantinopolitanische Patriarch zw. 858 und 886 (mit der Pause) Photios
erzahlt in seiner Myriobiblion-Bibliothek u.a. iiber die Kolcher®, Argo®, die
Argonauten und Peleius’, Medea® und lason®. Noch mit der heidnischen
Tradition verbundeter Libanios’ hat eine Ekphrase Medeas und in einem Brief
erwahnt er lason® mit. Mehrere byzantinische Lexika sind auch mit diesem
Gegenstand gut bekannt.

So behauptet man in Etymologikum Magnum (vom ersten Halfte 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’.
Etymologicum Magnum bezieht sich in diesem Zusammenhang auf den

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

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

Ibidem, I11. 55. 30.

Ibidem, VII. P. 33. 43.

Ibidem, VI1. 141. 27 und I11. P. 38. 31, 40-41, 62. 39, 63. 41.
Ibidem, I11. 55. 30; 31; p. 31. 31-36; p. 38. 31. 1; p. 62. 22.
Libanii Opera, VIII. 516. 5-518. 3.

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

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

© ® N o G AW N e



A la recherche... d’Argonautique Byzantine perdue 15

Historiker Hege[sippos], wenn Tzetzes im Lykophronkommentar™ auf Sala-
minier Hegesandros.

Der letzte heidnische Geschichtsschreiber in Byzanz Zosimos, dessen
"Neugeschichte" vom 5. Jh. datiert ist, erwéhnt Peisandros als Verfasser der
"Heroischen Theomagien", wo die Beschreibung des Weges der Argonauten
vom Pontos durch den Ister in Richtung des Norikergebietes tiber die Stadt
Emonos™ steht.

In den byzantinischen Beschreibungen der weiteren Reise der Argonauten
bemerkt man eine Kontamination der heidnischen und christlichen Elemen-
ten. So erzéhlte 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 Kénig Kyzik umgebracht hatten, aber danach sie errichteten
einen Tempel im Namens der Rhea. Dariiber erzalt auch Zosimos'. Spater
aber, nach Johannes, ist dieser Tempel als Mariaskirche benannt geworden.
Dann passierte der Zug Uber Bithynien und sie besiegten dort den Barbar
Amykos, wonach auch ein Tempel errichtet wurde, welchen spéter der Kaiser
Konstantin I. im Ehren des Erzengels Michael nannte™. Dariiber spricht auch
Johannes Malalas, erganzend daf? es Kaiser Zeno war, der den Rheatempel als
Gottesmutter-Kirche umbenannt hat*. Die Kyzikos-Geschichte ist spéter, im
12. Jh. Uibereinstimmend von Georgios Kedrenus nacherzahlt', danach auch
von Nikephoros Kallistos Xanthopulos im 14. Jh.'® im Zusammenhang mit
dem Kaiser Konstantin dem Grossen, der die Argonautengedenkenséule in
Sosthenion, wo die zwei Kirchen dem Erzengel Michael errichtet hatte,
gefunden habe®’.

Johannes Tzetzes wie in Gedichtsform'®, so auch im prosaischen Kom-
mentar™® erzahlt die Entstehungsgeschichte Jasons und dessen Verhaltnis in
Bezug auf Pelias nach.

Eine Sonderstellung bei den Byzantinern hat der Fahrtteilnehmerkatalog.
Wenn Tzetzes den aus Apollonios Rhodios ausgeschriebenen Katalog®
wiederholte, Stephan von Byzanz im 6. Jh. den Amyros im Zusammenhang

10 Joannis Tzetzae Commentarii ad Lycophronen, 833.

1 Zosimi ... Historia Ecclesiastica, 286. 14-287. 2, Bonn.

12 Ibidem, 97. 2-14, Bonn.

13 Fragmenta Historicorum Graecorum, vol. IV. 548. F. 15.1-2.
' |0annis Malalae Chronographia, ed. Thurn, 54. 68-56. 24.

5 Georgii Cedreni... 104. 4-13, Bonn.

5 V1. 50.

7 pG 145, 1865, coll. 1328C-1329B.

18 Joannis Tzetzae Historiae, ed. P. Leone., Chil. VI. 96: P. 251. 973-984.
19 Joannis Tzetzae Commentarii ad Lykoph., 175.

% |bidem, 175; cf. 874.
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mit dem Stadtname hervorragte”, und bei seinem fast Zeitgenossen
Hesychios ist Azoros spezial erwahnt®.

Um der Namen der Heniochoi bei Dioskurias zu erklaren, 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®. Auch im 12. Jh. bei Tzetzes sind viele
geographischen Bezeichnungen des Kolchischen Landes erwahnt™, 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®.

Verschiedene Variationen der Geschichte des Hylaskultes findet man wie
bei Fustathius® Kommentaren zu Dionysios Periegetes®, so im Lexikon
"Suda" (10. Jh.)”".

Weitere Beschreibungen des Argonautenzuges befinden sich in verschie-
denen byzantinischen Texten. Von Amykos (darliber als Konigsnamen der
Bebriker in Etymologicum Magnum)® 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®),
oder in der Gegend von Salmydessos®. Phineussage wiedererzahlt Eusta-
thius®™. Dann wieder, nach Tzetzes®, die Boreaden Kalais und Zetes griffen
die Harpyien an, jagten sie in die Flucht und toteten sie.

Der Historiker vom Ende 8./Anfang 9. Jh. Georgios Synkellos erwéhnt
zwischen den Argonauten Herakles, die Dioskuriden und Asklepion®.

Wenn man die ndrdliche Richtung der Fahrt im Pontos betrachten kann,
ist hier die Stadt Medeia (nach dem Memoirist des 14. Jh. ex-Kaiser Johannes
Kantakuzenos®), das skytische Kytaia (nach Stephan von Byzanz*), wie auch

2! Stephanus Byzantinus, Ethnika, 88. 10.

2 Hesychii Alexandrini Lexicon, ed. M. Schmidt, 44. 20-21.

% Eustathii Thessalonicensis Commentarii ad Dionysium Periegetem, 680.

2% |0annis Tzetzae Commentarii ad Lycophr., 1312.

% Etymologicum Magnum, ed. Th. Gaisford, 119. 33-37: P. 338

% Eustathii... ad Dionys. Per. 805.

7 Svidae Lexicon, ed. A. Adler, T. IV. S. 638. 16-22, n. 90.

%8 Etymologicum Magnum, 87, 11-12, 1. 240.

2 Stephanus Byz. Ethnika, 562.22-24. Cf. Eustathii Thessalonicensis Commentarii ad Homeri lli-
adem, 362. 8.

% Stephanus... 551. 21.

31 Eustathii... Commentarii ad Homeri lliadem, XII, 69.

32 Joannis Tzetzae Historiae, Chil. I. 212-230: P. 10-11, n. 7.

3 Georgius Syncellus, Ecloga Chronographica, ed. A. A. Mosshammer, 183. 27-28.

34 Joannis Cantacuzeni Historiae, vol. 11l P. 62. 22-23; 63. 5-6, Bonn.

% Stephanus Byz., 398. 14-399. 3.
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die Griindung Pantikapaions durch einen Sohn des Aietes (bei Stephan®® und
bei Eustathios im Kommentar zu Dionysios Periegetes®’) erwahnt.

Bei der ostlichen Richtung der Fahrt im Pontos, sollte ein Grab den
Steuermann Tiphys bergen, den plétzlich der Tod Uberraschte, wéhrend die
Helden noch um Idmon trauerten, wie es bei Tzetzes im Lykophronkom-
mentar® erwahnt ist.

Nach dem Etymologicum Magnum® hatten die Argonauten dem Eua-
rchosflusse seinen Namen gegeben und Sinopes Pflanzenstadt Kytoros galt
fir eine Grindung des Phrixossohnes Kytoros (wie bei Stephan von
Byzanz*’) oder Kytisoros*'. Nach Eustathius sei auch* 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 Drachenzéhne,
welche lason sden mufite, nicht von einem durch lason get6teten Drachen,
sondern von dem Kadmosdrachen: Kadmos nach Tzetzes® habe seiner Zeit
nur die Halfte der Zahne verbraucht, die andere Halfte sei von Ares, Athena
oder Phrixos nach Kolchis gebracht und dem Aietes geschenkt, der sie nun
lason Ubergab.

Der verbreiteten antiken Meinungen nach, hat lason den Drachen getdtet.
Johannes Tzetzes aber im Kommentar zu Lykophron behauptete (nach
Lykophron selbst, wie auch Apollodor, Ovid u. a.), daB Medea den Drachen
mit Zaubermitteln verschlafert hat und also lason die Gelegentheit
verschaffte, die Goldenen Vliess zu entwenden™.

Die Byzantiner haben die Beschreibungen bzw. Erwéhnungen der Stadte
und Orte in Kolchis und den benachbarten La&ndern als Beweis, dal’ die
Argonauten wirklichin diesen Gebieten geweilt hétten, so die Stadt Aia am
Phasis®, Kytaia, nach welcher Aietes und Medea das Beiwort Kytaeisch
fiiren (bei Stephan von Byzanz*; Tzetzes"’; bei Prokop von Kaisareia®®; und

* Ibidem, 501.13-502. 3.

57 Eustathii... Commentarii ad Dionys. Per., 311.

% |oannis Tzetzae. Comm. ad Lycophr., 890.

% Etymologicum Magnum, 388. 4545 P. 1115.

0 Stephanus Byz., 399. 12-14.

41 Eustathii... Commentarii ad Homeri Iliadem, P. 361. 41.

2 |bidem, 271. 24.

3 Joannis Tzetzae Comment. ad Lykophr., 175.

* Ibidem, 175.

4 Eustathii... Commentarii ad Homeri Odysseam, 1. P. 321. 1614. 5-6.
% Ethnika. 398.14-399.3.

7 loannis Tzetzae Commentarii ad Lykophr., 174.

8 DeBello Gothico, // Procopii Caesariensis, Bella, ed. Haury, vol. IV. 14. 49: 11. 565. 7-10.
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Agathias aus Myrina (Kleinasien), 6. Jh.®). Dioskurias, nach Nikanor bei
Stephan von Byzanz”, sei das alte Aia, fiir eine Griindung 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®". Die Achaioi, von denen es sonst hieB, sie seien nach dem
troianischen Kriege von Askalon und lalmenos oder von Achilleus (wie bei
Eustathius zu Dionysios Periegetes®) an die Pontoskiiste gefihrt, sollten nach
anderen von den Genossen lasons stammen; ebenso die Albaner und Iberer
und die nach lasons Begleiter Armenos genannten Armenier (Eustathius im
zu Dionysios Periegetes Kommentar® und in den Parekbolen zu llias™, wo
doch steht Ormenion).

Bei der Heimatfahrt der Argonauten, sowohl nach dem heidnischen
Histotiker Zosimos (V. 29), als auch dem kirchlichen Geschichtsschreiber
Sozomen™, 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 mundenden FluR? hintbergetragen.

Andere Einzelheiten verstanden die byzantinischen Autoren wie-
derspruchlich im Zusammenhang mit der angenommenen Tradition. So ist die
Apsyrtosaffare in der Stadt Apsaros (ehemalige Apsyrtos) nach Prokop®
stattgefunden, nach Stephan von Byzanz®’ aber bei Tomoi*®.

Nach der byzantinischen Tradition, die die Argonauten verfolgenden
Kolcher selbst kehrten aus Furcht vor Aietes nicht wieder in ihr Vaterland
zuriick, sondern sind in verschiedenen Orten an der adriatischen Kuste
angesiedelt, so in Istrien, Illyrien, Epeiros, in Polai (nach Tzetzes®), am
Dizeros, nach dem Suchen der Medea benannten (ebenda und bei Stephan
von Byzanz®), wie auch auf den Apsyrtosinseln (Eustathius zu Dionysios
Periegetes®.

Nicht nur in der friih- und mittebyzantinischen Literatur kann man das ar-
gonautische Sujet treffen. Die spétbyzantinischen Sriftsteller wie Theodoros

4
5
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5.
5.
5.
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Agathiae Myrinensis Historia, ed. Keydell, 65. 15-17.
Stephanus Byz., Ethnika, 233. 15-19.

Eustathii... Commentarii ad Dionys., Perieget., 687.

Ibidem, 680, 685.

Ibidem, 694.

Eustathii... Commentarii ad Homeri Iliadem, 332. 2: I, P. 269. 9-15.
Sozomeni Historia Ecclesiastica, |. 6.

Procopii Caesariensis... Bellum Gothicum, 1V. 2: 1I. 492. 9-14.
Stephanus Byz., 628. 6-8.

Cf. loannis Tzetzae Comm. ad Lykophr., 175.

Ibidem, Scholia, 1022.

Stephanus Byz., 230. 10-12.

Eustathii... Comm. Dionys. Per., 488.
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Metochites oder Johannes Kantakuzenos im 14. Jh. demonstrieren ihre
KenntniR dieses Themas.

Sogar in der nachbyzantinischen Dichtung gibt es interessante Bearbei-
tung des Medea-lason-Stoffes. K. Krumbacher hat nach einer handschriftli-
chen Kopie des 16. Jh. ein Poem "Synaxarien der Vornehmen Ménner und
Frauen" verdffentlicht®”, wo Medea und lason ihre unbestreitbaren Platz
emfangen.

82 Krumbacher K., Ein vulgdrgriechischer Weiberspiegel, Miinchen, 1905, 335-433.
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Tudor Dinu (Bucharest)

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 (LOBov ydp ioTOpiav Tapa
oM keywpiobat oipat, 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 (ob 10 pvO®dN mMEpl abTOV amayyéAlovit qy
Grlog apyalo, 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 (0bde Omn motE
ITévtov tob Eb&givou dednvat tov Tlpoundéa momtai Aéyovot, 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 (abtn "Awyvptog 10
TOAOLOV u)vouaé;sto oumvouog 0 avipoOn® 314 10 mAhog ysysvnusvn
gvTov0o Ydp @ooly ol Emymplot s& EMIPBOVATNG MnSetag 1€ Kol Iacovog
w0V "Ayvptov £ avipodnwov aeovichnvat, kol 3t abtd TNV Enwvopiav
10 yopiov Aafelv, 8.2.12.1-6), whose tomb was still extant at that time on
the east side of the town. (tovTov 8¢ TOL  AyYOPTOL KOl TAPOG EG ThHG TO-
AemC ta mPOg Avioyovia NALOV Eotiv, 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 (abtn oG fv 10 TAAALOV TOAVAVOP®TOG, Kal Telyovg UV
abTv meptéfare péya Tt xphpe, 0edTp® 3¢ Kol ITmodpou® ekoironileto,
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 (Vv 8¢
M abT@V dAlo obdEV Gmorérelntal, OTL PN THE KATUCKELNS T4 £8d.QMN,
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, 111, 9, 27 et seq., Heroides, V1, 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 Constanta in Romania) on the west shore of the Black Sea
(Ovidius, Tristia, 111, 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, 111, 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 (e EmiPourilc Mndeiog te kol 'Idoovog tov "Awyuptov EE
aviponev deavichnvat, 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 2™ 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" (0 6¢ "A\yapoc; 10 ywpiov Xéyoocnv 011 "Ayvptog EkarelTo
ndAaL TOTE" EVTOVOL YAp TOV A\yoptov o g MnSstag amoBavely, xoi
Tdpog “AwyiOptov deikvutal, £metta dtapbopfvor to\ dvopa IO TOV
neproikov Bappdpov, 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 (tobtov 8¢ 10D “AyipTOoL Kol
TAQOg &G Thg mMOAEwg T4 mpog Gvioyovto NALOV Eotwv, 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" ("Qote &idTag
Buvpdosiev av t1g 1@V Koiyovg eapévmv Tpamelovvtiolg opopovg elvart,
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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Tpaneovvtiolg pév, kafdmep koi <Eevoedv> Aéyel, Koryot dpopot,
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" (gig Tpanelovvta moAy "EAAnvida otkovpévny ev 1@ Ebvéeive
[Iovte, Zwvonéov anotkiav, v 1) Kohyov yopg, 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
(Evtavlo Epevoy Huépag apet tag tpldkovta &v taig tdv Koiyov kopaig:
Kavtevhev Oppopevot Ertovto v Koryida, 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 (uetd TOUTO
ETOPevdNoOV ENTA 0TAOUOVS (VA TEVTE TaPUodyYog TS NUEPag mapd Tov
daov totopdyv, 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." (tavtn pév yap koi 10 dépag Evv ) Mndeig cuinoag ldocwv
obK &mi TNV EALGS0 kai Td mdTpla 1j6n euymv eaivolto, GAL’ Eumaity Enl
®Gaowv Te mOTAUOV Kol TOvg Evdotdtw PapPdpovg, 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



The Legend of the Argonauts in Procopius’ of Caesarea Gothic Wars 25

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) (ta
L&V yap &V aplotepd KOTIOVIOG TOL pod Acia &oTi, T0 88 &V
deElg Ebpaonm dvépootat, 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 (xatd pév odv v thg Ebpodnng polpav Ebpmavia Aaldv 10, oikia
EvpBaiver elvat, 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 (¢l 0dtepa 3¢ ovte TOMOUA 0UTE GALO TL OYVUP®UE OVTE KOUNV
Tva Aoyov aéiav Aalol Exovot, TAny ve o1 0Tt I1ETpav' Popaiotl Eviavda
gdeipavto mpdtepov, 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 (ob ydp v, oipat, AadmV TOV
Ay Idoov eveévde anniidoceto Eov 11 Mndeiq to\ dépag Exwv, el Ui
10 te Paciielo kol ta dAro tdv Koiywv oikia tod ywpiov Sieipyeto
daodt notapd, iva 31 10 dépag ekelvo keloBar EuvéPaivev, 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 (0 &1 xai ot mowntoai
TOPUINAOVGLY Ol TA TOwLTo Gvaypayduevol, 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" (ubBov ydp ioTOpiav TOpd.
ol KeyopioBur oipat, 8.1.13.1-2) and even what he had stated in the
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previous phrase — that poets forge legends (ot mointoi [...] pvboroyovet,
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" (Exyov & &n’ dpiotepa yepdv / Kavkacov
ainfevta Kotaida e mtoiv Aing, /&veev § ad mediov 1o “Apriov iepd v
dion / tolo 0eod, 1001 KAAG OPLg EIPLTO BOKEV®V, / TENTAUEVOV LUGLOLGLY
gl 8pLOG aKpeUOVEGOLY, 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 (ITp6cfe yap AiNtao dOL®V moTopold
T EpUpVOD, / EVVE ET Opyul®dv £pKog TEPLUNKETOV VTNV / @povpeltal
TOHPYOLGL Kol ELEEGTOLGL LOBPOLOLY, / EMTA TEPL GTEPAVOLOL KUKAOVLEVOV,
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, Anrabasis; 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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Tea Dularidze (Thilisi)

THE ARGONAUTS’ VOYAGE
IN THE TRANSITIONAL PERIOD OF GEORGIAN LITERATURE
(THE 18™-19™ 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
Mitsire’s (the 11" century) translation of the Hellenic Tales were very popular
in medieval Georgia." It was one of the main sources of Greek mythology in
Georgian language. The work influenced the original Georgian writing as
well.? 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™-19" 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" 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."> A
large number of scholarly works were devoted to the study of these issues,

For more information, see Abuladze 1., Hellenic Tales, The Bulletin of the Institute of History
of Language and Material Culture, Thilisi, 1941 (in Georgian).

Asatiani V., Classical and Byzantine Traditions in Georgian Literature, Thilisi, 1996, 194 (in
Georgian); Kutateladze L., Lexicographic Works of David and loane Bagrationi, Thilisi, 1967,
10-13 (in Georgian).

3 Asatiani V., 1996, 234.



28 Tea Dularidze

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"™-19" 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, | will dwell on literary activities of Princes David, loane and
Teimuraz Bagrationi (popularly known as Davit, loane 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.® 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.’

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: "lason, the son of lazon, 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."® 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 loane Bagrationi (1768-1830). The work proved to be a

4 YynkoB M., Kparkuii Mudonoruueckuii excnkon, C6., 1767.

® Asatiani V., 1996, 247.
® Asatiani V., Antiquity in Old Georgian Literature, Thilisi, 1987, 199 (in Georgian).
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real encyclopedia’ 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, loane 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 loane 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."”® 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."*
The story told by loane Bagrationi accurately and coherently follows
Apollonius’ Argonautica.® 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."** 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

T See Kekelidze K., Histora/ of Georgian Literature, vol. I, 1960; Baramidze A., About the Realis-
tic Stream in the 17""-18" c., Georgian Literature, Literary Studies, vol. 9, Thilisi, 1955; Jambu-
ria K., Genre Properties of the Kalmasoba, Matsne, Series of Language and Literature, 1984, 3
(in Georgian).

8 loane Batonishvili, Teaching through Games, prepared for publication by T. Kakhabrishvili
and T. Kikvidze, vol. 1, 1990, 334 (in Georgian).

9 loane Batonishvili, 1990, 335.

0 Apollonius Rhodius, Argonautica, translated from Greek, introduced and commented on by A.
Urushadze, Thilisi 1948; Urushadze A., Ancient Colchis in the Argonaut Legend, Thilisi, 1964
(in Georgian).

1 Joane Batonishvili, 1990, 335.



30 Tea Dularidze

husband’s unfaithfulness, killed her own children.* Admittedly, Euripides
deliberately changed the myth to present Medea as a truly tragic character."
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 loane
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 loane 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."** 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 loane 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."* 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"
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.' 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,
Thilisi, 1999, 69-71; See K. Nadareishvili’s article in the present volume.

¥ Gordezaini R., Greek Literature. Hellenic Epos, Lyric, Drama, I, Thilisi, 2002, 397-398;
Schadewaldt W., Die griechishe Tragddie, Tubinger Vorlesungen, Band 4, Unter Mitwirkung
von M. Schadewaldt, hrsg. I. Schudoma, 1996.

4 Joane Batonishvili, 1990, 335.

15 Asatiani V., 1996, 257.

6 Urushadze A., 1964.
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some Georgian, was revised and improved. | believe that the story of Jason
and the Myrmidons was translated into Georgian eight hundred years ago" (H
— 3723, 245)."" 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 loane and trace differences. The plot and narrative structure varies in all
the three works.'® 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. loane 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.® 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 lveria 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.

7 Asatiani V., 1996, 273; Akhobadze L., About the Sources of Phrix and the Golden-Fleeced
Ram by Teimuraz Batonishvili (Prince Teimuraz), I11, Thilisi, 1973.

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

1% Gordeziani R., The Argonauts. The World of Greek Myths, Thilisi, 1999, 128-130 (in Georgian).
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Alexandra Evdokimova (Moscow)

EAAHNIKA XAPATMATA
0F YHMEIA TON BYZANTINGN OAOIIIOPON

g Bulaviivég ekKANOleC VTAQXOVY TMOAAG XaQAyHaTa e €UXEG, UE
ATIOOTIACHATA ATIO TAt AELTOVQYLKA KE(PEVA, UE OVOUATA KAl e AAAa
dlxdogeTika onpela Ta omoia AProav evopITeS Kal TIQOOKVLVNTEG Ao
duddogovg TéMOLS. ALvTd TA XAQAYHATA OHWS Elval avwvupa Kal
onNHeQax HOVO TAGYLEG evdeilels pag divouv mAngodopies yix Tov T0T0
mEoéAevong ekelvov tov Bulavtivoy mov éypae katt o évav
exkAnooTikd tolxo, oe px torxoyoadia 1 o’ évav otvAo. Avtéc oL
TAGYLeg evdeilels elval ovopaTa 1] TIAQATOOVKALX, TAEELS, OUVTOUES
ovopaoieg tomoleowv Kot oglopéva AaBn ovvBeong 1) opboyoadiag,
kaBdg kat YAwoowés magaiAayéc (Ba ovintroovpe v diadoodi
peTaEL Tovg aEYOTEQR) Kot TaAauoyoadkol xapoetroes. o evrola
Yoo TV eopnvela elvat ovéuata, mov pag deixvouvv v e0vIKOTNTA TOV
Wkt Tovg He ™V efaipeon ta T dxdedouéva. Tlagadetypoatog
xaowv, oty Kowaia 1 AAAa IAitvitova Popavtoovk Borjike por pikon
ELKOVA ATIO OTEATITO OTNV OTOLX LTIAQXEL éva Xdoayua. H egevvitiooa
dev katédepe va dafdacel avtd to xdoaypa alAa Paciloviag oe
00OV AQXALOAOYKA OTOoLXElx (KOUHATIOL OTEATITOL KAl €QyaAeia
Yt TV maQaywyr] twv opoiwv emovwv) katéAnfe oto onumégaoua
Mws avt 1 eova Pridxtnie oty Xegodvnoo e Taveidag. Meta
amo éva xoovo 1 AAAa IAviova pov €detée avtd to xdoaypoa kat pov
{Moe va to dwPdow. To ddPaoca pe tétowo tedmo" "AEnTOoV Aéywv
éxeL @ Kovpe(t GEIB"-, donAadn "Avutdg mov HiAdel mrjge T0 MOAVTIUO
amo6 tov Kovpeue 1o 1204". Mix tétowx egunveia dev eivat avapdiBoAn
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aAA& 6ol or xapaktroe pe v efalgeon 1n devtepn A€EnG
duxpalovtat kaAa. Otav eda ywr Mt dooa tnv devtepn Aéfn,
okéPrnra, s eival TOITN KAt MEéTeL va dixPAoovpe KATL TéTolo: "&Eel
tov Adyov", dnAadn- "mANpwoe to Aoyaglaoud”. AAAG av kottdEovpe
TUO TEOOEKTIKA, Oar dovue OTL peta to AApPda ot A€EN "Adyov" dev
éxovpe kavéva OpKEoV, éXoupe PAov Kal emopévws dev pmoel va
elvat "aet Tov Aéyov(ta)", 6mov to teAeiwpa g AéEng "Aéyov(ta)"
etvat yoappévo pe pua ovvtopevon. Opwg dev éxovue ovte (xvo
ovvtopevong ovte kat Béon yU avt). I' avtd to Adyo v magovoa
otyur) anodexduaote v eounveia "AEnTtov Aéywv éxel T Kovpe(t)x
CEIB", dnAadn)- "autdc mov piAdet mrjge to moAvTipo and tov Kovpek
10 1204". Me v egunveia avt 10 ev Adyw xdoaypo dnpootevinie ot
meQovV) oLAAOYY ekBéoewV NG oLVdLAOKEYNS eIg UV UNY TS AAloag
BAavtipoopvac Bavi. 7 avtd to xdoayuoa éxovpe to 6vopa Kovpeik,
t0 omolo oVpPwva pe TO AgEKO OVOUATWV 1TNG €MOXNG TWV
IMaAaoAdywv, etvat dvoua evog avOpwov and v Toamelovvta kat
ETMOUEVWS T WG Avw EeKOvVa Umogel va Ntav  Puayuévn oty
ToamneCovvta 1) otv Kowpaia anod évav dvOowmo o omolog (1) oL yoveig
Tov omolov) NeBev amd v ToameCovvta. Av 1) etkdva avTr) TEOEQXETOL
an6 mv ToameCovvta, eival mbavo va v éxel pépet otnv Kopalo
évag 0DOLTOQOC TOL T XAQLOE 1) TOVANOE O'évav KATOWKO TG
Xepoovr|oov kat pe TETOLO TEOTO avTr) 1) ekova BoéBnie ota egelmix
evég omtion.

Zto BpAlo tov OgAavdov yia ta xapayuata Twv Pulavtivov
xoovwv oto TlagOevddva dnuooiétnke éva Xx&oayua e voupego 53
"(Beot(0)ke, PolOn cr Xrtepdvov avayvw(otov) Ay(lag) [X]wdiag
[d]ovAov X(pwomo)D k(ai) T(@v) xowoTav(@wv) ad(eAdpwv)" otov omoio
TEOKELTAL Yt TOV ayayvwortn Ayilag Lodlac. Av dev éxovpe tnv
efnynon ywxr mowx Loplx TQOOKELTAL UTOQEL Vo elvat povo dvo
duvvartotntes Ayla Lodpia e KwvotavtivovmoAng kat Ayia Zodlo tng
ABNvaws av vrexe, aAAa dev pmogeoa va Pow kaplo TAneodopia yix
v Vmaln e ekkAnoiac pe tétowo ovoua otnv AOnva. Epooov
Eéoovpe, OTL HOVO i TOAN Tov BLLAVTIVOL KQATOUS HUTIOQOVOE VA
ovopalotav anAd [ToAN pe kedpadaiov yodupa Kot avtr) 1 TOAN eiva
KovotavtivovroAn. Etvat Aoyucd va vtoOéoelg 6Tt povo pia ekkAnoia
G Aylag Zodlag pumoget va elvat antAd Ayila Lodia- avt) 1 O otnv
KovotavtivovmoAn. Av PAénovue oe AAAEC XAQAKTNQEG aALTOV TOL
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xapdypatoc Oa dovpe kamowx 0ppoyoadikd AdOn kat pia GpodQpovAa
Tov LYNMAOD OTLA" «XQLOTIAVAV adeAPV». XEnouomoinon Tétolxg
doopovAac pag delxvet v moAvudOeta Tov ovyyoadeax aAAd kdmowx
AG&On, amewoviCovta TNV eodood tov emiBefatcdvovy Tnv Bewoia Tov
Mrmogic Avdoéefite Ovomévokt Y To oVOTNHA TNG eKTAldELONG OTA
PulavTiva xovia, 0Tt TeQLOOTEQ oTrovdAlav va daAlovv Kal To
Yoayiuo dev Mtav tooo Tmeoxwenuévo. Av efetalovpe avta ta AaOn
KL TA OUYKQIVOUHE HE Ta dedopéva AAAWV XaQayHATWV Aamo
duadogovg toémovg, Oa eivarl katapavég OtL avtds TMov Yoddel elte
Katayeto amo v ABva elte pumOnke v yoadr) v omola eide ota
Telxn.

H yoadn tov duikgov kat ot &aAAeg opboyoadikéc amodoxés Tov
OTA XAQAYUATA TWV JAPOQETIKWOV TOTIO0E0IOV pag deixvel Tétolog
niivakag (PA. mivakag 1).

Ac efetaoovpe avtov tov mivaka, ot KwvotavtivovmoAn
vrdoxet povo éva Adbog ot yoadr) tov duwkpov, oty AOMva
VTIAQXOLV kAamowx AaON aAAd to mooootd e ocwothg yoadrc etvatl
nidQar TOAV LPNAO.

H yoadn g ftac kat ot dAdeg opBoyoadikéc amodoxéc g (PA.
niivokag 2).

Omawg deiyvel avtodg o mivakag ot KwvotavtivovmoAn dev vmroxe
AVTKATAOTACT] NG NTa pe 0T, aAA& ot ABrva avt 1)
avTIKATAOTAOT  emekTdONKE.  Avtd  elvar  mowto onuelo NG
o00Boypadumc Hipnong 1 g duvatic kataywyns and v ABnva Kot
TOavwe amd tovg LAdvoug.

H yoadn tov éPdov ota kat oig aAAeg opboyoadikés amodoxEg Tov
(BA. mivaxacg 3).

H avikataotaon tov éPidov 0t pe o oty kAlon eivou
onvnong, aAda ot ABrva Boioketatl ovxvotepa Kat UTOQEL va eiva
devTeQO ompeio.

Omnwe BAémovpe 1 yvdon Twv tdoewv ota ogBoypadnia Addn 1
0TS YAwookés magaAAayég pmoel va pag PonOel va xapactegioovpe
Tov &vBpwTo, 0 onoiog yoddet katL ITowx dapopd vridoyet peTaEL Twv
000oypadnkwv AabBwv Kat Twv YAwoouwv magaAlaywv; Aev eival
TO00 €VKOAN €0WTNOT), AAAG TRéMEL VA BQOVHE KATIOLX ATIAVTNOT) TIOLV
va mape magakdtw. Otav dovue 6t 11 opboyoadia elvat yevika
AaOepévn oe ovykQlon pe TNV agxaia  eAAnviky) moémer  va
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kataAapovpe av etvat Tétowx yoadn pix tdon 1) 0xL. Av etval taon
AoLTov pmogel va eival yAwoowkn magaAdayr), omws ota OecoaAtka
o1 Beomn tov «aw éypadav «ew (Mmak, 30) kat avtd dev rav Adbog
aAAG px BT T TG dAEKTOL. Agv éxovpe aQkeTr] TANQodPooia Yot
g Pulavtvéc dadéxtoug Kol kamowx A&OnN pmogel va elvar Ko
XAQAKTNQOTIKA TG JAAEKTOV KAl ATEIKOVHOES NG YAWOOKNG
aAAayne.

Iy exkAnoila g Aylag Xodlac omv Kie vmaoxovv moAA&
napadelypata, ta omola dev eivat kKaBdAov Aadn, aAAd katt dAro. Ag
eEetdoovpe dvo arnt'avta. ITowTto eltvat n Aé€En aleAovna- éPtAov ot
Oeon e NTag, éva AGuPda avti Twv dvo AauBdwv, Yta avti Tov wWta.
It aAAayr) Tov fta pe EPLAov elval XaQAKTEQLOTIKT) YL Lt OELQA
Twv dAéktwv onws N Kanmadokiavr) kat kamnoleg ot Neoodv, pia
mOAN ot Pulavtvy) Zvpla, kat yU'avto o avOowmog Tov eypde avtd
TO X&Qaypa pmoel va etvat and v Lvpla 1) and v Kannadokia. H
amokomt] évog amd ta dmAL oVpPwva doxloe Kal otn eAATVIOTIK
€TOX1N, KoL dev UTOQEL va pag deléel Timota yo TNV Kataywyr] avtov
tov dpawvopévou. ' v eounvela g aAAayrng Tov Wt pe Nt va
dovpe Tov mivaka (PA. mivaxag 4).

H xatdotaon p'avtn v aAAayn oty Kief etvat e€aigetikr), péovo
n Kannadokia éxet o'avtov tov deiktn meguoodtepr o€ e(kOOL TOLG
exato. Avto to yeyovog efnyeltal €tor ot oAafikr] yAdooa ta
TIOEOUOLX  YOAUUATX NTOV  YOAHUATA-OITAOTUTIX, 1) yoadr] Toug
oUOHoE pe Tovg 0000YRADIKES KAVWIVES KAl DEV EEXQTWTAV ATIO TNV
meodood. Ot ZA&Pol petédegav TV MEAYUATIKOTNTA TNG duKi¢ TOUg
YAooaG otV eAANVIKY.

To devtego mapaderypa Yo o omoio OéAw va mw eivat I'noéoynov: —
Nta ot 0éomn Tov éPriov, oukEov avtl Tov wuéya kal Nt ot Oéon
ov T Aev BéAw va emavadapuBavw Yo v deUTEQN KAt TNV TO(TN
aAAayn, opoleg pe Tic efetaouéves maQamdvw. Ag kortdéovue otnyv
TEWTI, OTIV XQNOLHOTIOMOT NG NTAS VTl Tov EPIAOV' T& KATIOLEG
dLaxAékToug TG PulavTiviic €MOXTS (KATTTTAOOKLAVT] KoL KATW ITAAALKT))
avtn n aAdayn éywve xwoic tévo. Tyyak yodder to Bo yx Tic
Bulavtvég mambpovs. Maioeg ekdnAdvel ya Tovg vwiTeQa Tamdoovg
OTL VTTAQXEL M TAOT)- TO éPtAov Mo wpéya aAAdlel oe Nta. AAA&
UTIAQXEL KAl AAAN eQuNVeia O€ evar XAQTN YOapUéVo otov PpAoio g
onuvdac  éxovpe TwovEyn, ocAafur) magaAAayr Tov  OVOHATOS
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T'ecpyov, n onola epdaviotnie v va dapvyel v xaouwdio ot
olla g Aééngc.

Omnwg eldate 1 YVwoN Twv TAoEwV TNG avantvéng g YAdooag
KAl TV OAEKTWV TG Umogel va pag Ponbel va eopnvevel ta
xaoayuato kat va Peet €&€nynoels yix v KATaywyr] Tov
avBpwmov mov ta  éypape. Ta meoloooTeQa  dnuootepéva
xapdyuato dev  €xovv ovTe elkOVEG OUTE  TEQLYQAPT] TWV
MAAQLWYQAPIKWV XAQAKTIQWY, YL ‘0UTO dEV UTOQOVE T OVTE
va kavovpe To B0 pe maAaoyeadukéc xaQaktipes ovTte va
KataAafovpe av etvat mBavo.
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Phasis 10 (1), 2007

Maia Kakashvili (Thbilisi)

FORMS OF REFLECTION OF THE ARGONAUT THEME
IN THE BYZANTINE ROMANCE NOVEL!

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" 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’ Rodanthe and Dosiklis is the climax in
this regard.® Niketas Eugenianos is distinguished by an original and creative
treatment of ancient works,* while in Constantine Manasses’ work ancient
reminiscences are remarkably infrequent.

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.
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.

It should be stated in general that Theodore Prodromos” works abound of reminiscences.
Dpeiibepr JI. A., Tlonosa T. B., Busanruiickas mutepatypa snoxu pacusera 1X-XV BB., Mock-
Ba, 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® 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® and presents the
myth as well as his own interpretation of it.

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

41V, 221

H 6€ pou yevopévn mepl 170 0Tépa Sdkrel pov TO X€LNOS Kal TOUS
086vTes avtis Shous Tols épols kaTediTevoe XelleoL: kal pol mepl
™ puxnv éBrdotnoar épwTes kal yLydvTov TaldpratdTepoL.

"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."®

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®, all the three
cases being precise quotations. The author borrows unaltered not only
individual lexical formatives, but whole phrases as well.

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, Thilisi, 2005 (in Georgian); Homeric Reminiscences in Hysimine and Hysimines by Eu-
mathios Makrembolites, Byzantine Studies in Georgia, Thilisi, 2007 (in Georgian).

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.

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.

Eumathios Makrembolites, Hysimine and Hysimines, translated from Greek into Georgian,
introduced and commented on by M. Kakashvili, Thilisi, 2006, 77.

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) 111, 9. 12-13

€0ON’ aunxavdTarart,

Kavay 8¢ TAVToV TEKTOVES TOPBTATOL.
Eur. Med. 408-409

€s pev €00\’ dunyxavdrarat,

kakdy 8¢ mdvTwr TékToves voddTaTar.’

2) H, 20. 18-19

xpnoTolot Sovlots ovudopd Ta SeoTOTHOY
kakds miTvovTa.

Eur. Med. 54-55

xpnototot Sovlots Evudopd Ta SeomoTv
kakds miTrovTa, kal Gbpevdy dvldTTeTal.

3)0, 23.34

OTav <85> és evvnv féLknuévn kopi,
ovk €oTiv dAAn dpny pLatpoveTépa.
Eur. Med. 265-266

dtav 8’ €s evvny fdLknuévn kopf,
ovk €oTiv dAAn dpny pLatpoveTépa.

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 Rodanthe and Dosiklis 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. | should also
mention here that out of the works composed after the Argonaut legend,

0 Euripides, Fabulai, Recognovit brevigue adnotatione critica instruxit Gilbertus Murray, Tomus
1, Great Britain 1958. All the fragments from Euripides’ Medea cited in the paper are taken
from this edition.



44 Maia Kakashvili

Makrembolites quotes only Euripides’ Medea, while Prodromos cites not only
the mentioned tragedy, but also Apollonius’ Argonautica.

Reflection of individual lexical formatives:

Rodéanthe and Dosiklis reflects individual lexical formatives and
collocations. There are 14 cases of citing Euripides’ Medea and 3 cases of
citing Apollonius” Argonautica.

1)191b

0S BPeAV ye* Kal T( ydp pot (v €T
Eur. Med. 145

SLd pov kepards GOE ovpavia

Bain: T 8¢ pot (qy €Tt K€pSos,

2) 476 b

‘odloLoBe A\poTal TOV KANDY A\NOTEVRLATOV
kal ovvTeleoTal TV éuay PovAevudTor:
Eur. Med. 769

oUToS Yap dvnp f pdioT’ ékdpvoper
Aty mépavrar Tav énav PovAevudTwr

3)372b

ols ol TuydvTes dpxLkdy kndevudTov
Umepbépoval TOY xapaippldeaTépov.
Eur. Med. 76

malaid kawdv AelmeTar kndevudTwy,
KoUk €071’ ékelvos Tolode Sdpaoy dilos.

4)56b

does 10 pakpov Ppvypa, Tov uéyay xolov,
un ovppayelons Ths pdxns avtioTddny
atoxpdv Bpeddv yévoro mkpOs eykipov.
Eur. Med. 590

el oot ydpov kaTtelmov, fTis 008 viv
ToAnds pebetval kapdlas péyav xolov.

5)52b

Quot Aooikdets, TaiTa pév modvs Adyos
Kal pnTd popd kapdlas mhavepérms.
Eur. Med. 1139

Hodnpev olmep ools ékdpvoper kakols
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Spaes SU” dTwv 8" €vbis nv moAvs Adyos
o¢ kal Toow ooV velkos éometoBar TO mpiv.

6)297 b

TE€wS ye unyv EmparTe Ta TPOS LoXUOS,
dd’> bv Equtiy yroplel T GLATATE"

Eur. Med. 538

[pdTov wev EXNAS’ dvTl BapBdpov xOovods
yatav kaTtoikels kal S{knv émloTaocat
vépots Te xpRobat un mpos loxvos xdptv.

7)150 a

Ondvmpemns yap n por TOV Sakplwy.
Eur. Med. 928

yovn 8¢ ONAv kami Sakpvots Epu.

8) 176

mpoPas 8¢ Tpos TOUUTPOTOeY Tjouxov TiSa
Eomevdov ENOETY dpudl T Xpuooxpdny.

Eur. Med. 217

Tovs 8’ v Qupaiots: ol 8’ d¢’ novyov modos
Stoketav éxktioavTo kal pabvpiav.

9) 415

Nal val, ovvapiEate, ouykvvnyérar,
Kdv 1O mapdvTL ThHS Képns kuvnyle.
Eur. Med. 1277

val, mpos Oedv, dprat’ év SéovTL ydp.
oS éyyUs 18n vy’ €opev dpkidov Eldovs.

10) 449 a

1ovos udvy yobvv évtuxdyv TR mapdéve
kal yAis dvnpkos kal AaBov v dykdinw.
Eur. Med. 513

el devEopal ye yalav ékBepinuévn,
dldwv Epnuos, ovv TEKVOLS 1OV UOVOLS.

11) 228

A\’ €ls dpvvav Tod kakodvTos éTpdmov
kal TdvTa TdvTes ovykekivnkas kdlov,
Eur. Med. 278

45
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2 \ \ 2 ~ /7 \ /7
€xBpol ydp éELdor mdvTa SN kdAwv,
kKoUK €0TLY dTNS €0TPGooLoTOS EKPaots.

12)91b

kal Selypa Ths €owdev els Yuxnv (dAns
™V €xT0s €ls mpbdowTor éudaivev SAny.
Eur. Med. 1285

Ivé paveloav €k Bedv, 60° N ALds

Sdpap viv éEémepdse SopdTov dAY.

13)181b

un TOV ywvalkdy Ty émdpaTtor TOXNV

kal Tovs Umalydvovras év TékoLs Tovovs
avdpl oTpaTdpxn SvoTuxf Sdoot xdpiv.
Eur. Med. 1031

d\\os dp’> Uuds, o Tékv’, €Eebpeddpny,
dAws 8’ Eudxbovv kai kateEdvOny movols.

14) 373

TO Leév ydp €oTiv AvSpikiis evToAulas,
Bavelv mpo Tékvov kal Teoely mpo TATPLSOS.
Eur. Med. 469

olToL Gpdoos 108’ éaTiv 008" evToAula,
didovs kakds Spdoavt’ évavtiov BAémeLv.

Reminiscences from Apollonius’ Argonautica
1) 144

Bakxdv mpommdd kal kpaThpa Aapfdvet,
\apov 8¢ kipvd Tols E€vols mely Toua.
Apoll. Rhod. 1. 456

2) 215

dpTL xvodoav dvaté\\ov Ty yévvv

kal 70 TpbowTov eVGuds TepLoTEéDWY
mpdToLs Lovlots Tols émiyvadidiots.

Apoll. Rhod. 2. 43

3)204 b

ToUs yap Epws Te TI60os Te kal Adpoyévera Kubrpn
SprioaTto BetodéToro arvkToméSnoL oL8dpov.

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 Rodanthe and Do-
siklis 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""-12" 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." However, it is known according to
Apollonius Rhodius that Circe was brought to the West by her father Helios
in his chariot?, 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, XIlI, 1-4.
2 See: Argonautica, |11, 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, | 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, |
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,’ "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.* The compositional function of Homeric Circe-Myth, having
become traditional after the Odyssey, | believe, may be traced in Ovid’s Me-
tamorphoses as well, in particular, in the story of Circe and Picus.® However,
unlike the characters of Homer and Apollonius, and, similarly to the Roman
epic tradition, here Circe has an unequivocally negative function: having

% For more details see M. Erkomaishvili, The Circe Myth and Its Interpretation in Classical Lite-
rature, Thilisi, 2002, 113.

* 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
— Awvtandili, 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"-13" 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, | 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. | 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, | 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.®

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 | 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

8 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
knovxéledge of magic, she has slaves “full of sorcery"’ and makes use of their
skill.

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), | 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

" 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® (as well as in The Man in the Panther’s Skin'®) 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 | 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)."* So, from the

® See: Odyssey, X, 135-574.

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

1 This word recorded with Homer as Moli (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,® 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.”® 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. | 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.™
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.”® In another
passage of The Man in the Panther’s Skin, this place is definitely referred to
as "the very midst'® of the sea"."” 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"."®

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".”® 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 £ . see: The Man in the Panther’s Skin, 458, 3-459, 4.

13 See: Odyssey, X, 304.

Y 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.

% 1n Georgian: "Wipi", i.e. "navel".

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

18 See: Odyssey, 1, 50: "861 T dpdards ¢oTL Bardoons.”

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: "l go, | have no leisure to
tarry longer, last year's time is come.”” 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, | 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.? 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.?

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
s0, he goes to Circe alone.”® 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.? 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.”® Taking into account the situational similarity analyzed
above, | 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.?®

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 /

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

21 See: Odyssey, X, 296-298.

%2 See: The Man in the Panther’s Skin, 1087, 3-4; 1088, 3-4; 1089, 4.
2 See: Odyssey, X, 261-263.

% gee: The Man in the Panther’s Skin, 1105, 1-2.

% See: The Man in the Panther’s Skin, 1106, 1-2.

% 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).?’

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.”® 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.?

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.** 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.*

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.
%8 See: Odyssey, X, 345-407.

2 See: The Man in the Panther’s Skin, 1251, 1.

% gSee: Odyssey, XII, 1-144.

31 See: The Man in the Panther’s Skin, 1422-1441.



Phasis 10 (II), 2007

Beate Kobusch (Essen)

IASON - HELD ODER ANTIHELD?
ZUR APOLLONIOS - UND VALERIUS - REZEPTION
IN G. B. PI0S ARGONAUTICA-SUPPLEMENT (BOLOGNA 1519)

Die Argo war schon zu Homers Zeiten n&st pérovsa (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." Da den griechischen und lateinischen
Originaltexten im Mittelalter jedoch kaum ein Nachleben beschieden war,’
verdanken sie ihr dauerhaftes Fortleben der vielféltigen Rezeption durch die
Renaissance-Humanisten, die sich der Wiederbelebung der Antike
verschrieben hatten.

' Vgl z.B. F. Grillparzers Dramentrilogic Das Goldene Viies aus dem Jahr 1821 oder R. Graves’

The Golden Vlies aus dem Jahr 1944, zu einem Uberblick vgl. Frenzel E., (°1998), Stoffe der
Weltliteratur, 511f. Inzwischen ist fir das Jahr 2008 auch ein Computerspiel angekiindigt, das
Iasons Abenteuer zum Thema macht: Rise of the Argonauts, vgl. www.codemasters.de.

Zwar lebte der Argonautenmythos auch im Mittelalter fort, da die Verbreitung des Christentums
nicht eine Verdrangung 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
urspringlichen Quellenzusammenhénge weitgehend ignorierten. Vgl. de Vries J., For-
schungsgeschichte der Mythologie, Freiburg/Miinchen 1961, 59ff.; Buck A., Die Rezeption der
Antike in den romanischen Literaturen der Renaissance, Berlin 1976, 193ff.; Seznec J., Das
Fortleben der antiken Gétter. Mythologische Tradition im Humanismus und in der Kunst der
Renaissance, Miinchen 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, Dominguez F. A., The Medieval Argonautica: Sources, Transmission an Interpreta-
tion, Diss., Ann Arbor 1974.
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Ein solches Rezeptionsdokument der antiken Argonautensage mochte ich
im Folgenden vorstellen: Das Argonautica-Supplement des Giovanni Battista
Pio.> Dazu werde ich zunichst einige Worte iiber Pio selbst und seine
Beschiftigung mit dem Argonautenmythos sagen. Im zweiten Teil mochte ich
anhand eines inhaltlichen Aspektes einen Eindruck von Pios Supplement
vermitteln. Und zwar soll es um die lason-Darstellung bei Pio gehen, also um
die Frage, welche charakterlichen Eigenschaften der Renaissance-Humanist
Pio seiner zentralen Heldenfigur zuschreibt. Betrachtet werden muss Pios
lasongestalt vor dem Hintergrund seiner antiken Vorbilder: An erster Stelle
ist hier die hellenistische lasonfigur der Argonautika des Apollonios von
Rhodos zu nennen, die wiederum nur auf der Folie des homerischen
Heldentypos zu verstehen ist. Eine ebenso wichtige Vorlage fiir Pios Iason
stellt die lasongestalt des Valerius Flaccus dar, der im 1.Jh. n. Chr. eine
lateinische Fassung der Argonautengeschichte verfasste, die das griechische
Vorbild gewissermallen romanisiert. Als dritte BezugsgroBe soll die fiir 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 spéter Pio als Folie fiir die eigene
Heldendarstellung dient.

1. Ein wichtiges Zentrum der Argonautenrenaissance in Italien war das
Bologna des frithen 16. Jahrhunderts. Hier entstand beispielsweise um 1500
ein Gemadlde von Lorenzo Costa, das die Argo auf der Riickfahrt 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 fiir einen
Humanisten der italienischen Renaissance gelten kann, widmete Pio
ausschlieflich der Wissenschaft. Er erhielt schon mit ca. 19 Jahren einen
Lehrstuhl fiir Rhetorik und Poetik in Bologna und lehrte von da an
ununterbrochen an den Universititen in Bologna, Mantua, Mailand, Lucca
und Rom. Charakteristisch fiir Pios Leben und Movens seiner Laufbahn war
sein Stilideal, der Apuleianismus, d.h. die Vorliebe fiir die nichtklassischen
lateinischen Autoren. Pios wissenschaftlicher Tatigkeitsbereich umfasste
simtliche wesentlichen Gebiete der Renaissance-Philologie. So edierte er
zahlreiche Werke zum Teil bis dahin kaum bekannter antiker Autoren wie

* Der Text des Supplements ist ediert, iibersetzt und ausfiihrlich kommentiert: Kobusch B., Das
Argonautica-Supplement des Giovanni Battista Pio, Einleitung, Edition, Ubersetzung, Kom-
mentar, Trier 2004.
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Sidonius oder Fulgentius, schrieb philologische Kommentare mit
textkritischen Bemerkungen, Wort- und Sacherkldrungen z.B. zu Plautus oder
Lucrez und verfasste dariiberhinaus auch eigene literarische Texte.*

1519 erschien in Bologna seine Valerius-Flaccus Ausgabe. Mit der
kommentierten Edition des "vollstindigen" Valerius-Textes leistet Pio
zundchst einen wesentlichen Beitrag zur wissenschaftlichen Beschiftigung
mit Valerius Flaccus: Die Ausgabe entspringt dem Wissen um die im Laufe
der Zeit zunehmende Textverderbnis und ist mit durchaus modernen
Anspriichen und Methoden um die Herstellung eines moglichst origindren
Textes bemiiht, indem sie auf der Kollation mehrerer Valerius-Handschriften
und Drucke basiert.” Mit ausfiihrlichen kommentierenden Anmerkungen
bemiiht sich Pio darum, den Text dem Leser inhaltlich verstindlich zu
machen und ihn mit seiner griechischen Vorlage in Beziehung zu setzen.’

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.” Deshalb erzihlt er

* Vgl. ausfiihrlich zu Leben und Werk des Giovanni Battista Pio Kobusch B., Das Argonautica-

Supplement des Giovanni Battista Pio, Einleitung, Ubersetzung, 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 sessualita 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/¢ potere, vol. I, Bologna 1990; Dionisotti C., Giovan Battista Pio ¢ 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 1., Studi su Gi-
ovanni Battista Pio, in: L. Rotondi Secchi Tarugi (Hrsg.): Educazione e la formazione intellettuale
nell’eta 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.): Biicherschétze der rheinischen Kulturgeschichte, Diisseldorf 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.

In der Widmungsepistel schreibt Pio: In quo tot mendae, liturae, calvitia, defectus verum sen-
sum interverterant, ut Flaccus in Flacco [...] quaereretur nec inveniretur. Sodann kiindigt er
den Vergleich unterschiedlicher Handschriften an, C. Valerii Flacci commentarii Pio Bononien-
si auctore, Bononiae 1519. Ausfiihrlich zu Pios Edition und den von ihm benutzten Hand-
schriften vgl. Kobusch B., Das Argonautica-Supplement des Giovanni Battista Pio, 144-157.
Der Kommentar enthilt textkritische Anmerkungen, Wort-und Sacherlduterungen, Vergleiche
mit der Fassung des Apollonios sowie Ubersetzungen des griechischen Textes ins Lateinische,
vgl. Kobusch B., Das Argonautica-Supplement des Giovanni Battista Pio, 157ff.

Pios Uberschrift zu seinem Supplement lautet folgendermaBen: 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 Biichern weiter. Pios Text setzt also ein mit
der Auseinandersetzung zwischen Medea und Iason iiber die Bedrohung
durch Medeas Bruder Apsyrtos, schildert dann den Mord an Apsyrtos und die
weiteren Abenteuer der Riickreise wie die Entsithnung durch Kirke, die
Passage durch Skylla und Charybdis, den Aufenthalt bei den Phéaken, die
Irrfahrt in die libysche Syrte oder die Bedrohung durch den Riesen Talos und
schlieBlich die gliickliche Heimkehr. Pio vervollstindigt den Text des
Valerius auf diese Weise mit 1423 Versen auf 10 Biicher.”

Dabei versteht Pio sich in erster Linie als interpres ex Apollonio, also als
Ubersetzer des Apollonios.” Dementsprechend orientiert er sich grundsitzlich
sehr eng an dem 4. Buch der Argonautika des Apollonios von Rhodos. Dabei
ignoriert er die Tatsache, dass Valerius die Riickfahrt, soweit das aus dem

8 Pio reflektiert an keiner Stelle iiber die tatséichliche 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 Zwolfzahl der Argonautica-Biicher vorherrschte,
wies zuerst Ribbeck O., Geschichte der romischen Dichtung III, Stuttgart 1892, 167, 187,
nachdriicklich auf die Fragwiirdigkeit dieser These hin und vertrat die Meinung von 10 Argo-
nautica-Biichern. Nach den einschldgigen 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, Miinchen 1967, 108-113, geht die communis
opinio heute von 8 Valerius-Biichern als Ergebnis einer Dopplung der 4 Apollonios-Biicher und
einer Imitation der asymmetrischen Bucheinteilung Vergils aus.

Bei Pio ergibt sich die Anzahl von 10 Biichern zum einen konsequent aus der inhaltlichen
Orientierung an den Argonautika des Apollonios, die einerseits fiir 8 Biicher mit der ungeféhren
Verszahl des Valerius zu viel, fiir 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 Verhéltnis zur Bucheinteilung des Apollonios betrachten: Da dem 3. Buch
des Apollonios bei Valerius die Biicher 5, 6 und 7 entsprechen, ist es konsequent, wenn mit dem 4.
Buch des Apollonios weitere 3 Biicher in den lateinischen Argonautica kongruieren. Vgl.
ausfiihrlich hierzu Kobusch B., Das Argonautica-Supplement des Giovanni Battista Pio, 616-620.
Vgl. Anm. 7. Der Begriff des interpres gewinnt im Humanismus noch stérker als schon in der
Antike ein vielschichtiges Bedeutungsspektrum von dem ‘Ubersetzer’, der einen Text
wortwortlich in eine andere Sprache iibertragt, bis hin zum ‘Erklérer’ oder ‘Kommentator’, der
einen Text im modernen Sinne interpretiert, und schliet damit die Prinzipien der imitatio und
aemulatio mit ein. Zu dem gesamten Themenkomplex vgl. Reiff A., Interpretatio, imitatio, ae-
mulatio. Begriff und Vorstellung literarischer Abhéngigkeit bei den Romern, Diss., Kéln 1959;
Fuhrmann M., Interpretatio, Notizen zur Wortgeschichte, in: Liebs D., (Hrsg.): Sympotica F.
Wieacker, Gottingen 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 Originalitit am Beispiel romischer 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
Versténdnis des Verhiltnisses der griechischen zu den lateinischen Argonautica deutlich, das er
offensichtlich als enges Abhéngigkeitsverhdltnis sieht.
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iiberlieferten 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.'® Indem Pio die Stelle, an der der Valerius-Text
abbricht, mit der ersten Auslieferungspassage parallel setzt und ab da in enger
Orientierung an Apollonios weitererzahlt, nimmt er einige logische Briiche
zum Text des Valerius in Kauf: So ignoriert er z.B. die bei Valerius schon
vollzogene Hochzeit (VF 8, 216-58) und ldsst lason und Medea ‘erneut’
heiraten (Pio 10, 159-189). Ein anderes Beispiel fiir 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 fillt (VF 6, 317ft.).

Trotzdem stellt Pios Supplement aber keineswegs eine reine Apollonios-
Ubersetzung dar, sondern bemiiht sich auch um eine sinnvolle Weiterfiihrung
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 unverriickbar festgelegt ist.'' Immer wieder spielt Pio auf diesen
Leitgedanken der grundsétzlichen Determination aller menschlichen
Geschicke an. So hilt er z.B. das katastrophale Ende der Ehe zwischen Iason
und Medea durch Vorausdeutungen stets priasent (Pio 8, 574-577; 9, 343-349;
10, 182-185) oder fiihrt den Grundgedanken des Valerius konsequent weiter,

10 Vgl. Adamietz J., Zur Komposition der Argonautica des Valerius Flaccus, Miinchen 1967, 111;
Schenk P., Studien zur poetischen Kunst des Valerius Flaccus, Miinchen 1999, 66f.

' Bis heute besteht in der Forschung weder Konsens iiber die Konsequenz der Umsetzung der
‘tragenden’ Idee des Weltenplans noch in der Bestimmung des iibergreifenden Sinngehalts, vgl. dazu
besonders Wetzel S., Die Gestalt der Medea bei Valerius Flaccus, Diss., Kiel 1957, 11ff.; Schonberger
0., Zum Weltbild der drei Epiker nach Lucan, Helikon 5, 1965, 123-145; Adamietz J., Zur Komposi-
tion der Argonautica des Valerius Flaccus, Miinchen 1976, 24, 120; Burck E., Die Argonautica des
Valerius Flaccus, in: Ders., (Hrsg.): Das romische 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’Esperey S., L’univers des Argonautiques est-il absurde? In: Eigler U.,
Lefévre E., (Hrsg.): Ratis omnia vincet. Neue Untersuchungen zu den Argonautica des Valerius Flac-
cus, Miinchen 1998, 213-222; Ehlers W. W., Einhundert Jahre Prinzipat. Uber 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; Lefevre E., Der ordo rerum in Valerius Flaccus’ Argonautica, in: Eigler U.,
Lefévre E., (Hrsg.): Ratis omnia vincet. Neue Untersuchungen zu den Argonautica des Valerius Flac-
cus, Miinchen 1998, 223-232; Eigler U., Valerius Flaccus: Auf der Suche nach dem verlorenen Stil?
In: Ders., Lefévre E., (Hrsg.): Ratis omnia vincet. Neue Untersuchungen zu den Argonautica des Vale-
rius Flaccus, Miinchen 1998, 33-49; Manuwald G., Die Cyzicus-Episode und ihre Funktion in den Ar-
gonautica des Valerius Flaccus, Géttingen 1999, 130-176; Dréger P., Die Argonautika des Apollonios
Rhodios, Das zweite Zorn-Epos der griechischen Literatur. Miinchen/Leipzig 2001, 570ff.
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den Argonautenzug als ersten einer Folge von Frauenrauben, die jeweils zur
Translation der globalen Herrschaft fithren, in einen weltpolitischen
Gesamtzusammenhang einzuordnen (Pio 9, 20f.; 9, 91-97; 10, 81-85).

Dartiiber hinaus setzt Pio in seiner Version der Riickfahrt der Argonauten
nach Griechenland aber auch eigene Akzente, die weder auf eine Apollonios-
noch auf eine Valerius-Nachahmung zuriickzufiihren sind. Auf diese Weise
entsteht ein reizvolles Konglomerat aus Apollonios-Ubersetzung und
Valerius-Fortsetzung, das aber durchaus auch Reflexe auf zeitgendssisches
Gedankengut aufweist. Dieses typisch humanistische Nebeneinander von
Rezeption und Produktion, von interpretatio, imitatio und aemulatio spiegelt
sich in besonderem Maf3e in Pios [asondarstellung wider:

2. Die Iasongestalt des Apollonios stellt eine Kontrastfigur zu homerischen
Helden dar, da sie weder iiber besondere korperliche Stirke noch iiber
herausragenden Mut oder Tapferkeit verfiigt. Vielmehr wird Iason bei
Apollonios zu einem Helden, der zwar durch Schonheit und Sexappeal
besticht, als Anfiihrer eines so gewagten Unternehmens wie der Fahrt nach
Kolchis durch seine Schwiche und Unsicherheit aber wenig geeignet
erscheint. Apollonios stellt Iason also als Antihelden dar, dessen
charakteristische Eigenschaft in seiner ¢mhcan...a besteht."

Im Gegensatz dazu entspricht Iason bei Valerius wieder dem Prototypen
eines homerischen Heros. Er wird wieder zu einem unangefochtenen
Haupthelden mit Fiihrungsqualititen, der sich durch typisch rémische
Qualititen wie virtus und gloria auszeichnet. Trotzdem bleibt er —
beispielsweise im Umgang mit Medea, deren Liebe er hemmungslos fiir seine
eigenen Interessen ausnutzt — ein Held mit moralischen Defiziten, so dass er
keineswegs als ungebrochen positive Heldenfigur erscheint."

12 Die Forschungsmeinungen zum Heldentum Tasons bei Apollonios divergieren betréichtlich in der
Definition bzw. Negierung seines Heroismus. Zu einem Uberblick iiber 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/KéIn 2001, 6-13.

Auch der Iason des Valerius erfahrt in der Forschung keineswegs eine einheitliche Beurteilung;
vor allem die Frage nach dem Verhéltnis zwischen gloria und religio wird kontrovers diskutiert
und dementsprechend Iasons moralische Integritét 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, Miinchen
1976, 6ff.; Hash R. W., The Jason Theme in Greek and Roman Literature. Diss., Vanderbilt
1970, 133ff,; Liithje E., Gehalt und Aufrifl der Argonautica des Valerius Flaccus, Diss., Kiel
1971, passim; Burck E., Jasons Kdmpfe in Kolchis bei Apollonios Rhodios und C. Valerius

)



Tason — Held oder Antiheld? 63

Pio ist nun zunichst in Ubereinstimmung mit Valerius um eine Re-
Heroisierung seiner lasongestalt bemiiht. Ohne den Rahmen der durch den
Mythos nach der Fassung des Apollonios vorgegebenen Fakten zu sprengen,
sucht Pio seinen lason als herausragenden Haupthelden zu présentieren, der
als aktiv und mutig handelnder dux seiner Fiihrungsposition gerecht wird und
die Argonautenfahrt zur Mehrung seines Ruhms zu einem erfolgreichen Ende
filhren will. Wie Valerius ndhert auch Pio damit seinen Iason wieder dem
Ideal eines homerischen Helden an. Deutlich wird dies schon im Prodmium
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!

Wiéhrend Apollonios in seinen Prodmien zum 3. und zum 4. Buch Medea
in den Vordergrund riickt, kiindigt Pios Erzdhler die errores ducis als
thematischen Schwerpunkt des folgenden Buches an und stellt Iasons
Erlebnisse so ins Zentrum des Interesses.

Deutlicher noch wird Pios Bemiihen um eine Re-Heroisierung lasons z.B.
anhand eines Gleichnisses, das bei Apollonios dazu dient, lason von der
homerischen Heldenkonzeption zu distanzieren: Nachdem die Argonauten in
der libyschen Syrte gestrandet sind, ruft lason seine Gefirten zu einer
Versammlung zusammen. Apollonios vergleicht Iasons Ruf nach den
Argonauten mit dem Briillen eines Lowen nach seiner Gefahrtin, das Rinder
und Hirten in Furcht erstarren ldsst, wahrend 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 lason gerade nicht wie homerische
Helden “als ein Lowe’."*

Flaccus, In: Dauer und Uberleben des antiken Geistes, Festschrift fiir Diller H., Athen 1975, 11-
43; dens.: Die Argonautica des Valerius Flaccus, In: Ders. (Hrsg.): Das romische 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. Uber den Sinn der Argonautica des Valerius Flaccus, In: Holthau-
sen J., (Hrsg.): Psyche, Seele, Anima: K. Alt zum 7. Mai 1998, Stuttgart 1998, 152.

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/KoIn 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 ausdriicklich die Kongruenz zwischen den
furchterregenden Stimmen lasons und des Léwen. Diese ‘Re-Homerisierung’
des Gleichnisses dient der Heroisierung lasons, der auf diese Weise von
einem Gefdhrten (AR 4, 1343) wieder zu einem dux (Pio 10, 371) wird,
dessen Autoritit nicht in Zweifel steht.

Entscheidend {iber Valerius hinaus geht Pio allerdings in dem Bestreben,
seinem lason auch moralische Qualititen zuzuschreiben. In Anlehnung an
Vergils Aeneasfigur stilisiert er ihn zu einem pius lason, der sich sowohl in
seinem Verhalten den Goéttern als auch den Menschen gegeniiber von seinem
‘romischen’ Vorbild unterscheidet. Vor allem scheint Pios Iason ehrliche
Liebe fiir Medea zu empfinden, so dass er dementsprechend liebevoll und
einfiihlsam mit ihr umgeht. Z. B. intenisiviert Pio die teilnahmsvolle und
zértliche Fiirsorge, mit der lason sich bei Kirke um Medea kiimmert, 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 ldsst lason Medea im physischen und psychischen Sinn aufrichten, sie
mit schmeichelnden Worten trésten und ihren Blick wieder auf die Zukunft
richten. Besonders durch die eigenstindige Einfiihrung des personifizierten

Literature, Cambridge 1991, 307ff.; Gummert P. H., Die Erzéhlstruktur 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 lason eindeutig als Liebenden und spricht ihn damit
von dem Vorwurf frei, Medea nur ausgenutzt zu haben.

Am sinnfilligsten wird Pios Bemiihen um eine moralische Aufwertung
lasons 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.

Zundchst 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
Anderung der Charakteristik des Apsyrtos: Pio prisentiert Apsyrtos nicht wie
Apollonios als unschuldigen, naiven jungen Mann, der einem Kind
vergleichbar ist, das sich, ohne die Gefahr zu kennen, in einen reilenden
Fluss wagt (AR 4, 460f.)," sondern zeigt ihn als hinterhiltigen Schurken, der
seinerseits keineswegs auf eine friedliche Losung des Konflikts bedacht ist
und ebenfalls einen heimtiickischen Anschlag auf Iason plant. Dadurch kann
der folgende Mord, auch wenn er in seiner Ausfiithrung ein feiges Verbrechen
ist, doch in gewisser Weise als Folge eines Kampfes zweier gleichwertiger
Gegner angesehen werden.

'3 Zur Interpretation dieses Gleichnisses vgl. Drogemdller H. P., Die Gleichnisse im hellenistis-
chen Epos, Diss., Hamburg 1956, 164; Frankel H., Noten zu den Argonautika des Apollonios,
Miinchen 1968, 497; Stanzel K. H., Jason und Medea: Beobachtungen zu den Gleichnissen bei
Apollonios Rhodios, Philologus 143, 1999, 262f, Gummert P. H., Die Erzahlstruktur in den Ar-
gonautika des Apollonios von Rhodos, Frankfurt/Main 1992, 112 Anm. 44; Natzel S. A., Klsa
gunaikin: Frauen in den Argonautika des Apollonios Rhodios, Trier 1992, 105; Glei R., Natzel-
Glei S., Apollonios von Rhodos: Das Argonautenepos, herausgegeben, iibersetzt und erldutert.
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 lason zu entlasten, indem er ihn mit
Aeneas bei der Totung des Turnus parallelisiert: Wie Aeneas (Aen. 12, 951)
wird lason als fervidus beschrieben, als er auf seinen Gegner zustiirmt.
AuBlerdem ist bezeichnend, dass der eigentliche Akt der Ermordung des
Apsyrtos nicht als solcher berichtet wird: In Vers 8, 554 erhebt lason nur die
Hand zum Schlag und in Vers 8, 558 ist Apsyrtos bereits getroffen. So wird
Iason nur indirekt als Morder dargestellt.

Noch evidenter wird Pios Absicht zur moralischen Entlastung Iasons auch
hier im Rahmen eines Gleichnisses: Apollonios qualifiziert [ason (AR 4, 468)
als barbarischen Verbrecher vom Schlage eines Amykos, indem er ihn mit
einem brutalen Schlidchter, der einen Stier niedermetzelt, vergleicht.“’ Pio
hingegen parallelisiert lason stattdessen in 8, 557ff. mit einem Lowen und
charakterisiert ihn so als einen Kdmpfer homerischer Prigung, 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 aktionsfahig und weiterhin geféhrlich
ist. Die Beschreibung seines ziellosen Hin-und-Herlaufens verweist wiederum
auf Turnus, der sich nach dem Verlust seines Schwertes im Kampf mit
Aeneas ganz dhnlich verhélt (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 lasons Verhalten so zum einen als Akt der Notwehr in der
Auseinandersetzung mit einem ebenbiirtigen Gegner entschuldigt, zum
anderen erscheint seine unerschrockene Tapferkeit im Vergleich zu der
Feigheit seines Gegners umso herausragender.

Dariiber hinaus gewinnt lasons pietas bei Pio jedoch eine ethische
Dimension, die die moralische Integritit eines Aeneas iibersteigt: Er wird
gleichsam zu einem modernen ‘humanistischen’ Helden, dessen Verhalten an
dem Ideal der Menschlichkeit ausgerichtet ist und von Grundsétzen der
Humanitdt bestimmt wird. Wéhrend sein griechisches Vorbild (AR 4, 489ff.)
ironischerweise zum Kampf gegen die Kolcher nach dem Apsyrtosmord zu
spat kommt und so als feiger Meuchelmorder offensichtlich ein offenes

' ygl. 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,'” 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 lason
contentus vicisse feros sine sanguine Colchos.

Dennoch unterscheidet sich lasons 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 dariiber, einen Sieg ohne Blutvergieflen erzielt zu haben.

Mit dieser Iasonfigur, die auf die Schonung von Menschenleben und das
Vermeiden von Blutvergiefen bedacht ist, konstituiert Pio eine ganz neue Art
des Heldentums, das sich vom altepischen Heldenideal durch seine
moralischen Werte und humanen Qualitdten unterscheidet, dennoch aber im
Vergleich zu dem von Apollonios vorgestellten hellenistischen Heroismus an
traditionellen Heldentugenden wie Mut und Tapferkeit festhdlt. 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 lasonfigur entspricht dem positiven Iasonbild der
Renaissance, das von allen negativen Implikationen befreit ist. Iasons
Popularitdt in der Renaissance ist so grof3, dass er sogar zum Ordenspatron
des 1430 von Philipp dem Guten gegriindeten Ordens ‘Vom Goldenen Vlies’
werden kann.'® Dementsprechend prisentiert Pio seinen Iason als Vertreter
eines modernen, humanistischen Heldentypus, der dem Ideal der
Menschlichkeit verpflichtet und Reflex des Humanititsgedankens der
Renaissance ist. Denn das auf Wiederbelebung der Antike ausgerichtete
Bildungsideal der Renaissance-Humanisten war keineswegs Selbstzweck,

7 Glei R., Natzel-Glei S., Apollonios von Rhodos: Das Argonautenepos, herausgegeben, iibersetzt
und erldutert, Bd. 2. Darmstadt 1996, 194f. Anm. 54.

'® In der Folge entstand eine Vielzahl von literarischen Bearbeitungen, die der Heroisierung Ia-
sons dienten und seine Heldentaten propagandistisch verbreiteten und fiir den Orden aufbereite-
ten, z.B. Raoul Lefévres Histoire de Jason oder Guillaume Fillastres L 'histoire de la toison
d’or. Zum Orden ‘Vom Goldenen Vlies’ und den in diesen Zusammenhang gehorenden litera-
rischen Bearbeitungen des Argonautenstoffs vgl. De Terlinden, Ch.: Der Orden vom Goldenen
Vlies, Wien/Miinchen 1970; Dominguez F. A., The Medieval Argonautica: Sources, Transmis-
sion and Interpretation, Diss., Ann Arbor 1974; und die Beitrége in Ch. van den Bergen-Pantens
(Hrsg.): L’ordre de la toison d’or, de Philippe le Bon a Philippe le Beau (1430-1505): Idéal ou
reflet d’une société? Turnhout 1996.
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sondern stand im Dienst einer neuen Sensibilisierung fiir die ethische Natur
des Menschen. Insofern ist die humanistische Wertschitzung der Antike mit
einem christlichen Humanititsideal verbunden und erstrebt die Formung eines
humanen Menschen, der sich der Verantwortung seinen Mitmenschen
gegeniiber bewusst ist.

Pios Iasondarstellung ist demnach nicht nur an dem Ziel der Heroisierung
nach Valerianisch-Vergilischem Verstidndnis 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 wortlich in die lateinische Sprache zu iibertragen sucht, bleibt
sein Supplement keineswegs reine Apollonios-Ubersetzung, sondern ist
gleichzeitig Valerius-Fortsetzung mit Renaissance-Kolorit.



Phasis 10 (1), 2007

Gvantsa Koplatadze (Thilisi)

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.*

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 Jloces A., ®unocodus, Mugonorus, Kymsrypa, M., 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.” 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.®

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.*

Before dwelling on the Christian tropology of the Argonaut myth, it is
necessary to first present which particular method and position of its reading |
use and support. This method and position was developed by A. Losev, the
greatest scholar of our times.”

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"-19" 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.

Georgian translation of pseudo-Nonnos mythological comments was published by A.
Gamkrelidze and O. Otkhmezuri, Thilisi, 1989 (in Georgian).

Fleury E., Hellénisme et christianisme, Paris, 1930.

Jloces A., ®unocodust, Mudonorus, Kymsrypa, M., 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.”®

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 Jloces., 1991, 24,
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and word by word.” 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.® 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 Jloces., 1991, 47.
8 Jloces., 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’.’

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 Avristotle.”® 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, |
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.™ 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

® Kerenyi K., Das hermetische Prinzip in Mythologie, Ziirich, 1943.

0 Aristoteles, Poetik, Leipzig, 1972, 54.

' Anononmuii Ponocckuit, Apeonasmuxa, nepeson, Beenenne u npumedanus ['. Leperemu, T6.,
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’®?, 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" century, Euripides’ Medea was almost

12 Bayep B., [lromor U., lNonoun C., DHumKIONE 1Mt cCHMBOIIOB, M., 1998, 155.
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the only source referred to as the model for the development of Medea’s
theme in ancient culture.”

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 lolcus 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.™

¥ Euripides, Medea, translated into Georgian by B. Bregvadze, introduced and commented on by
R. Gordeziani, Thilisi, 1996, 11 (in Georgian).

¥ Georgica, The Notes of Byzantine Writers about Georgia, edited by S. Kaukhchishvili, vol. I,
VII1, Thilisi (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, 1 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, 11 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., | 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 & lason, che per cuore e per senno / li Colchi del monton privati
fene. / Ello passo per I’isola di Lenno [...] Ivi con segni e con parole ornate /
Isifile inganno, la giovinetta / che prima avea tutte I’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!, 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-

Locf A Dihle, Euripides’ Medea und ihre Schwestern in europdischen 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 11 38,75 (because of her love to Jason, she
abandoned her father); she is a poisoner and a sorcerer (Teseida, | 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, 1l 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, 1V 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?).

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 pil savia alquanto fossi stata /né si 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®. 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, Il 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*: 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®, 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, | 48, 5-8).

8 "ch’avevi nuova amica presa in Colcds ¢ mutato proposto” (vv. 41-42).

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. 11, 35.

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®. In their works nothing remained

®  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’. 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 sara atta a intiepidire gli animi, ancora che I’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-1V, 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. 1, 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 — IllI, p. 387); Nicold Rossi, Discorsi intorno alla
commedia (1589 — 1V, 74. 75. 94. 96).

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 Leuco, written just after
World War 11, and inspired by Greek mythical characters, reproduces a dia-
logue between two Argonauts about human life and ultimate destiny®.

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. lerano, 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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Chiara O. Tommasi (Pisa)

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.'

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".

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 antichita 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. 1. 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.”

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 GIi 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 Niccolo 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, Niccold Porpora, Pasquale Galuppi, Giuseppe
Scarlatti, Johann Christian Bach, Giuseppe Sarti, Pasquale Anfossi and the
famous Christoph Willibald Gluck.’

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.

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.*

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 Francois 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.’

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

* 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).

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.®

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). 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

G. Confalonieri, Cherubini, Torino 1978, 295 ff.

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.

7
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the arias sung by Medea — they, once again, are meant to emphasize the ob-
scure power of the woman.

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.”

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-

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.

A. Weatherson, Il Maestro delle Cabalette (foreword to the discographic version by Agora
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 well'’. 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);'' 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)."* 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

1 Cfr. http://www.museocanonica.it/museo/figura_di_pietro_canonica/canonica_musicista
""" 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." 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."*
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."

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),'® but minor works only. Besides

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.

La partenza dell’Argonauta in Hermaphrodito (A. Savinio, Hermaphrodito e altri romanzi, a
cura di A. Tinterri, Milano 1995, 107 ff.).

See S. Zampieri, I/ 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/Zampieril.html).

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),'” 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."® 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. Tochterle, Innsbruck, etc. 2002, 95-106; R. Linder, Der Heros und die Zauberin.
Gender in Verfilmungen grichischer Mythen, ibid., 44-57.

1 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.

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. Eugéne
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."” His
woman is a despaired figure, obsessed by jealousy, who in the end commits
suicide.

1 The text was reprinted in 7 Maggi, with a foreword by E. Montale, Pisa 1954.
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Phasis 10 (1), 2007

Natalya Orlovskaya (Thilisi)

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.”*

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

! Sampson G., The Concise Cambridge History of English Literature, Cambridge University
Press, 1970, 64.



94 Natalya Orlovskaya

makes the stories of Chaucer unique in the literature of his time.’? 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.”

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.”* 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.

® Anekcees M. II., Jlureparypa CpenneBekoBoit Anrimu u Lllornananu, Mocksa, 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.”

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 liguefaciunt, inductaque cornibus aurum
Victima vota litat. Sed abest gratantibus Aeson,
lam propior leto fessusque senilibus annis.®

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.”

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.”

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, quamguam mihi cuncta dedisti,
Excessitque fidem meritorum summa tuorum:

> 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.
' Gower, 1976, 429.
& 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. '

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.™*

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

° Ovidius, 1886, 131.
0 Gower, 1976, 430.
1 bid., 430.
12 bid., 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’."

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’.**

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.

3 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.
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Tamar Tarkhnishvili (Thbilisi)

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. |
will dwell only on several facts. | 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 II. 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."*

"Hellenic Tales" offers the traditional version of the story of mythological
characters — Jason and Cadmus (Book I11). According to Apollonius Rhodius
(Book I11), 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.?

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™ 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, | mean the
usage of Mount Etna as a literary image:

"The abyss of wisdom, the language-rhetorician,®
You are similar to Mount Etna" (7-8).

In the "Hellenic Tales" we read:

Lo, Abuladze, Hellenic Tales, The Bulletin of the History of Language and Material Culture, X,
Thilisi, 1941.

2 Apollonius Rhodius, Argonautica, Greek texts with a parallel Georgian version edited, intro-
duced, commented and supplemented with an index by A. Urushadze, Thilisi, 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 Ill. 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."* He
compares George 111 as a hunter to Artemis (367). When talking about David
Soslan he notes, "He, the keen shooter, threw a dagger at Mosimakhos.™ In
K. Kekelidze’s opinion, the name of Mosimakhos must have been adopted in
the chronicle from George Hamartolus’ "Chronograph™.® The author of "The
History and Laudation of Royalty" thinks that David Soslan was an excellent
archer, as if trained by Centaurus.”

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.”® 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

Kartlis Tskovreba (Georgian Chronicle), the text is identified according to all relevant manu-
scripts by S. Kaukhchishvili, Thilisi, 1959, 36.

Ibid., 6.

Ibid., 69.

K. Kekelidze, The History of Georgian Literature, vol. Il, Thilisi, 1958, 270.

Kartlis Tskhovreba (Georgian Chronicle), edited by Z. Chichinadze, 369.

© N o o
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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."

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."*°

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.* 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

® P. Ingorokva, The Literary Heritage of the Rustaveli Age, Thilisi, 1928, 4, 51.
105, Kaukhchishvili, The Chronograph of Monk George, Tiflis, 1920, 68.
My, Asatiani, Ancient and Byzantine Traditions in Old Georgian Writing, Thilisi, 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 (Thilisi)

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’," says Iphigenia. On another occasion, Orestes reminds
Iphigenia of the following: ‘For Aulis did thy mother bathe thy limbs?*?

Greek literature illustrates the purifying power of fire as well: the episode
when Odysseus cleans his home with fire and sulphur is certainly

! 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.> And putting on white normally follows the ritual of
purification and indicates its completion.*

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, | 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, | 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.”®

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 ...’® 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, Thilisi, 1979, 490-495.
4 Ratiani N., The Reflection of Ritual in Ancient Greek Literture, Thilisi, 2001, 123.

5 Euripides, Medea, The Loeb Classical Library, 1994, 2001, Stasimon 1V, 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.”” ‘But
with all the strength | have, | 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’,® 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.

" Ibid., 409.
& Ibid., 413.
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Fragiski Abatzopoulou (Thessaloniki)

TA APTONAYTIKA TON EAAHNON YIIEPPEAAIZTON

H avapioon tov apyaiov wibov oty moinon tov 2000 cidva gival Eva amd
Ta o ovvheta kol SVOKOAN TPOPANUATE TOV ATAGYOANCAY TH GUYYPOVT
Aoyoteyvikn totopio kot kprtik. Ou dvokoAieg ogeilovtar oto 6Tl Ol
povtépvor avéAaPay vo. SMCOVY GE OTOMKO EMITESO £va VEO VONUOL KoL LLol
TPOGOTIKN eppnveic. e PHBOVE TOAOVG, AVATPETOVTOS TIC TOPUSOGLOKEG
XPNOELS Tov pOBov ™G UEPOVG MG KOG OTOOEKTNG OpNYNoNG, N omoia
avafiove cupBoAikd — Kol GVYVA SKOGUNTIKA — TO apyoio TaperBOV, OTWG
GUVEPN otV moiNoN TOV MOPVAGGIKOV Kol TOV GLUBOMOTOV, HE KVOPLO
nmapdaderypa otnv EALGda tov Kooty [TaAapd.

Eivar kowd oamodextd O0tTL M ypnon tov pobov ot SopdpemoTn UG
TPOGOTIKNG PuBoAoyiag vpée Eva amd To KVPLOL YOPAUKTNPLOTIKE GTO £pYO
TV Kopueaimv moutdv tov 2000 cbva, 6nwg o T. S. Eliot, mov ewofyaye
v epipnun fewpio e «pobdikng pedddovy. Arydtepo dtepevvnuévn eivar m
xpNoN Tov apyciov pHbev 6Ny ToiNon TOV TPOTOTOPIIKAOV KOAMTEXVIKOV
Kwvnpdtov tov apyx®@v tov 2000 adva, OT®G 0 QOLTOVPICHOC Kol O
VREPPEAMOUOC, 1) OTLOi0, KOTA TN YVOUN LoV TaPOVGLALEL EVIEADS EeXmPIOTO
evdlnpépov. Ewdikd o pobog tov Apyovoutdv anotedel povadikd mapdderypo
Yoo vo. €EETACOVUE YEVIKOTEPO TNV OVTIUETOTION TOV apyoiov pHbov arnd
TOVG KOAMTEYVEG EKEIVOVG Ol OTTOT0L dEV TEPLOPIGTNKAV OTAG TNV OVAVEDCT)
TOV EKQPUCTIKAOV TOVG HEC®V, OAAD, G avtifeon pe GALOVG LOVTEPVOUG,
eMBOOMKAV GE TEPOUATIGHOVS Kol VIOOETMOOY EVIEADMG TPOTOTVLTES KOl
pnécérendeg teyvikéc.

Ewdd yio toug veppeaMoTés, Kol TOVG GUEGOVS TPOJPOUOVS TOVS, O
apyovoutikds nobog €ywve, dmwg Bo mpoomadnom va detéw, cvpPforo g
SUKMNG TOVG KOAMTEYVIKNG TPOCTADELNG Kal, OKOUN TEPLGGOTEPO, TNG Id1UG TNG
MEPUIETELOG TNG TEXVNG OE L0 ETOYN LEYAAMV ETOVAGTATIKOV QAAXYDV.
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Ba EeKvnom e OPLOUEVEG TOPATNPNGEIG CYETIKG UE TO. 1OTOPLKE KOt
TOMTIGUIKA  cupepalopeva. To KOAMTEXVIKA TPOTOTOPLOKE KIVALOTO
yevwnOnkav otig apyxéc tov 2000 awwve oty Evpdmn, og avtidpaon otig
peydieg Kowovikég orlhayég Ko ot Beapatikn Tpdodo TG EMOTHUNG Kot
mg texvoloyiog. Tnv 10w emoyf mopatnpodue o peyodn avinon tov
EVOLQEPOVTOG YloL TN pVBIK okéyn Gg dVO VEOLS EMGTNUOVIKOVG KAASOLG,
v €Bvoloyia kot TV yuyovaAve.

T Tovg €Bvoldyovg, Tov Ayyho James Frazer kot tovg T'dArovg Marcel
Mauss xat Lucien Lévy-Bruhl ot uobor tov mpwtdéyovov éywvav éva nedio
€pELVOG e UEYOAEG TPOEKTACEIG KOl GUVETELEG OTNV OVTIANYN Yo TOV
avOpomo Kkat Tov ToAMTicud Tov. Avrtictoryo ywo Tov Freud ot apyoaiot podot,
kot edwotepa avtdg Tov Owinoda, Eyvav kAWl yio v e€gpedvnomn tov
acvveidntov, evd o pabntrg tov Carl Young acyoAndnke pe v ovadeién
TOV OLUPBOMK®V onuacuidV Toug Kot ovémtuée o Beswpla yioo TOLG
apYETLTTIKOVG pHHBovG.

Tov apyovavtikd pobo, Kot eEoynv apyeTLTIKO, £ixe 110N XPTCLLOTOMCEL
petapopikd o Nitoe omnv Xopoduevy emiotiun Yo vo. EKPPACEL TOV OydVa,
oV cVOyyxpovoL avBpomov: «Kat tdpa, petd and 1660 dpoOHo Tov SovOCULE,
gueic, ot Apyovanteg Tov 10e®@d0ve, To ToAunpoi icmg amd 6t Ba amaitovce
N olveon, cuyvd BoAacCOTVIYUEVOL KOl KOTOTOVIIGUEVOL, OAAG pe vyeio
KoAOTEPN amd ovthv mov Oa pog eméTpenay, eXKivouve E0pMOTOL — UE IO
vyei mAvTo. KOwovpyld — HOG QOiveTol OTL €YOVUE UTPOCTE HOG, O
avtapolPn, LoV ayveotn xdpa, Tov Kovels akoun ogv €xet dgl ta chvopa
mge...»

H oavakdAvoyn ovtig g dyvoomg ydpog Bo ywotav o 610X0¢ TV
KOAMTEYVIKOV TPOTOTOPOKOV KIVIUATOV, KOl O 0pyovouTikog pobog Oo
e&ppale 10emOMG TO EYYEIPNULA TOVC.

Méoa ¢' avtd akpfes To TveL i PPICKOVLE OVOPOPES GTOV OPYOVOLTIKO
pobo NN otig apyég tig dekaetiog tov 1910 otov I'dAdo momt) Guillaume
Apollinaire, wpddpopo xor @iko TV VEEPPEOMOTOV. «APYOVOOTESH
ovopagotav to mepodikd tov Camille Lemercier d'Erm oto omoio o
Apollinaire énpocicvoe momuota to 1910. O dwog, TV emduevn ypovid,
e££dwoe To mepipNo Toinud Tov «Bestiare»' 1y «Cortége d’ Orphée». Eivat
yvootd 6t o Apollinaire Bswpotoe 611 T0 Gvopd Tov — Y106 Tov ATOAA®VO-
Tov ovvédee ovpPorkd pe tov Opeéa. Xto moinuo avtd, ta Cdo Tov
akorovBovv payepéva tov Oppéa, TAMGUOVOLY ot TEAET] UOMOMG
HUOTIKIGTIKOD YOpOKTIPAL.

[potapywn onpoacio. oTéKTNoe 0 apyovavtikog pvbog yuw tov Itaid
Cwypapo Giorgio de Chirico, piro kot Tpoctatevduevo Tov Apollinaire, 6mwg

! Ewovoypaenuévo Bipiio poibov pe Bépa ta Loa.
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Koty Tov adelpo Tov, povotkd kol cvyypagéo Alberto Savinio. O De
Chirico &ixe yevvnbei oto Boro, otov layaontikd KOAmo, ota pépn amd 6mov
amémhevce N Apyd. Metd and omovdéc oto Movoyo, omov giye deybel v
enidpaon tov Nietzsche kot Tov Schopenhauer, £{noe oto Iopict, 6mov Ha
avadEKVLOTOY G€ Kuplapyn Hopen g povépvag téxvng. To 1918 o adekpdg
tov Alberto Savinio, eiye ddoel 610 MUEPOROYIO TOV OO TIG EUREIPIEG TOV
nmolépov tov titho «H avaydpon tov Apyovadtn». To 1921 o De Chirico
Loypdoice Tov ddonpo mivaxd tov «H avaydpnon tov Apyovovutdvy, Tov
OVIKEL OTN «UETAPLGIKNY TEPIOO0 TNG TEYVNG TOV: GTO OPLGTEPO UEPOG TOL
mivaka omgucoviloviar dvo avdpeg yopvol, o €vag avepiler AaBopo, o dAAog
évav poavdva M movi, eved 6e€16 kaOeton Evog avopag pe YAapda, ooy opyaiog
POc0poG: 6to BABog paivetor 1 Bdhacoa kot Eva kapdfl. Edd 1 mpoomtikn
mg avoyopnong polaler va ovuPoAifer v gvoimvn TPOOTTIKY UG
COTNPLOG TVELULATIKNG PUCTNPLOTITOGC.

Tov apyovavtikd pobo tov Eavafpickovpe to 1919 o€ éva and To TpMOLLL
Tompato Tov onpoavtikov I'ddlov vreppeaiiot mom Robert Desnos, «Le
fard des Argonautes» (To Bdapoc twv Apyovavtdv), mov aKOOYETOL OTO
yoAlkd kor cav «Ddpog tov Apyovavtovy. To moinuo, ypoppévo oce
TOPASOCLOKY] LOPQT, 6€ aAe&avIPIVONG OHOLOKATAANKTOVS GTIXOVC, EKQPALEL
TAMPOS TN onuacio. mov Bo amokTovoe 0 POBOG Yo TOVG TPOTOTOPOLGS
KOAMTEYVEG. £TO TEAOG TOL TOWOTOG, TEPO. amd Tovg pubikode Mpweg, o
000G SlevpliveTal GE OIKOVUEVIKO OGO KOl AUESH TPOPNTIKO EMiMESO pE TNV
avapopd o€ Evav yepo-lopaniitn, mov Ba. 0d1yovoe t0 0voc Tov 68 povpEg
OMPepéc Oahaooec — o Desnos ftav efpaiog.

Avto akpifmg To Tvedpa Tng ToAuMpNg Kot emikivovuvng avalntnong da
e&éppale o apyovovtikdéc HOHO0G Yo TO VIEPPENMOTIKO KIVIUO TOL
ocvykpotibnke ot FoAlio omd po opddo momtav kot {oypdeov yop® and
tov Avtpé Mnpetdv to 1924.

To eviopépov TV VIEPPEOAGTMV Yl Tr HLOIKN oKéyT, KAT® amd Tov
Ao aotePIopd g Bvoroyiag Kot TG YuyavAaAlvons, SOmIGTAOVETOL GUEST
omod TO OYETIKO ONUOCIEVUOTO OTO TP ONUOVIIKOTEPO TEPLOSIKG TOL
kwhApotog: La révolution surréaliste, Le surréalisme au service de la
revolution, Minotaure. Axépun mo ocLOTNUATIKO eVAPEPOV  dEixvoLV
oploévol cVYypaeic mov amocyicOnkav and to kivnua, Kot €101KOTEPA O
André Bataille, exddtng tov meprodicov Documents (1929), kar (Acéphale)
1936, o onoiog, oto mepipnuo College de sociologie mov {dpvoe to 1936, pali
pe Tovg Michel Leiris kou Roger Caillois, engyeipnoe pe tovg cuvepydreg tov
o véa epunveio tov pobov, pe T ovppetoyn Stovooduevev and
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dwpopetikég katevbvvoelg, onwe ot Julien Benda, Drieu la Rochelle kot
Walter Benjamin.?

O Breton ka1 ot @idot tov eiyav d1d0yOei moArd and tov Apollinaire kot
tov De Chirico, tovg omoiovg Bewpovoav dackdrovg tovg. '’ avtodg o
apyovouTikds pvbog e€éppale To 1010 TO WVELHO TNG TOAUNPNG Kot
emkivouvng avalnmnong, oArd Kot KAt TEPLoGOTEPO, TO TOLidt MPOg N
pomen, dniadn ) Sadkacio pog avayévvnong, Tov divel GAAN GupPoAK
onuacio oto TEpacpa péca amd Tig TupmAnyddes. Onwg mapatmpei o Alain
Moreau: «Mmnopei kaveic vo vrobeoet 6TL 0 AToAmdViog Bempei 6A0 TO Ta&idL
TOV Apyovautdv otnv Kotd tng Apydg cav v wotopia pag konone. H
tehkn|] omofifacn otov Iayoontikd eivar 1 yévva kol 1 avayévvnon tov
npoov. To kapdPt Apyd yevvd tovg Apyovanteg 0nmg to ahoyo g Tpoiog
TOV AY0100C TOAELUOTEY.

H w1 Bswplo ko1 1 TPOKTIKNY TOV VAEPPEVAIOTAOV, POCIGUEVT OTN
Bewpio TOL EPOLSIKOL acvVeIdNTOV, TPODTEDETE o ponTikn Sradikooio:
Coypdpot Kot TomTEG KAAOUVTAY VO EI0XMPNGOVV 6T BAB0c Tov €0vTov Kot
va aokaAvyovy ™ Babdtepn, abéotn TAELPE TOV, CLTAV TOL OTEKPLTTE KoL
OTOGLOTOVGE 1] TOMTIKI] TOL OpHOAOYIGHOV, TNV OToic. GUVESEQV HE TNV
Kuplapyio e 06TIKNG 10e0loyiag.

Méco 6NV EMAVOCTOTIKY TPOOTTIKY TOVE, TOV OTOCKOTOVGE OKPPADG
OTNV OVOTPOT aVTNG 1TNG 10€0loyiog, Ol LIEPPEOMOTEG VIoBETHGAV
pnécérevdeg teyvikéc 1060 ot {OYpPaPIK) OGO KOL GTNV TOINGCT: 1 TEYVIKN
TOV «KOAAGLY, 1 «ALTOUOTN YPAPT» KoL 1] XPYoN TOV EAEHOEP®V GUVEIPUOV
noav Y1’ avtovg Spopot mov 0d1yodoay Gt dlepedvnomn Tov acuveidntov. O
GTOY0G TOVG, OV EEMEPVOVTE T GTEVH TAMIGLO TNG TEXVNG, OMEPAENE OTNV
EMOVOGTOTIKOTOINGT TNG OKEYNG Kot 6TV omeLeLBEpwon Tov avBpdnov and
TG 0oTikéG ovpPartikotnteg Kot v Kotomieon g embupiog. ' avtd
AKPBMG Ol KEWEVIKEG TPOKTIKEG TOV VIEPPENAIGTAOV EVVOOVOAV OTIONTOTE
UTOPOVGE VO AEITOVPYNOEL OVOTPETTIKG KOl VO, VITOVOUEVGEL TIG ooOnTikég
ouvhbeleg: TOAUNPEG LETAPOPES, AOYOTALYVIX, TAP®OIN, YKPOTEGKO, HAVPO
yoopop.” Me tov TpdmO awTO Sfocav Kol YPNCLLOTOINCHV KOl TOVG
apyaiovg pOBOVE, ETMYEPOVTAS OVCOCTIKO TNV ETOVEPUNVEIL Kou TNV
EMOVOYPOPT] TOVG OE €VO OLOPOPETIKO TAOIGIO KOGUOOVTIANYNG, OTOVG
avtinodeg Tov dVTIKoV 0pBoroyiooD.

BA. N. AoiCidn, O uvboc tov Mivartavpov oty mpwromopia tov uesomoréuov, Nepéin, Abfva,
1988.

A. Moreau, Le mythe de Jason et Médée: le va-nu-pied de la sorciére, Les Belles Lettres, col-
lection "Vérité des mythes", ITapict, 2006, 118.

BA. oyetikd oto Surréalisme et pratiques textuelles, (emp. E. Rubio) Phénix Editions, Iapict,
2002.
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H e&étaon tov apyovavtikod pvbov oto €pyo TV dVO KOpLOAi®V
EMnvov  vreppeariotdv, tov Avdpéa Eumepikov xor tov Nikov
Eyyovomovkov, pog Oivel éva  yopoKTNploTikd mopAOEIYHO  OPETIKNG
avayveoong Kol exavaypaeng evog apyaiov pobov. To eAnvikd mapdderypo
OTOKTA TPOGHETO EVILOPEPOV Y10 TNV TOAUNPOTNTA TOL, €0V AdPovpe vToyn
T0 w0T0pIKd TAaiclo otnv EAMMGSo g dexaetiog tov 30 —  Otov
mpotoeppaviovral ot Svo TomTég —, Katw and TIg GLVONKES TG HeTa&IKNG
dwtartopiog, 1 ovaQopd 6 OTIONTOTE EiYE GYEOT HE TNV EAANVIKT apyodTTOL
OTOTEAOVGE  TPAEY  QOPTICUEVT] 10E0AOYIKA KOL OMOKTOUGE TPOCHETN
onuooio, Kobmdg ot pobor amoteAovGOV KOUUATL TG €BVIKNAG KANpOVOULAC,
EVM TO altnpo Yo o téxv 0vikn, depuévn pe v mapddoon, dev ioyve povo
YOO TN CUVINPNTIKY OAAG Kol TNV TPOOdELTIKY Toapdtaln, TNV omoia
EKTPOCONTOVGAY TOMTEG O 0 I'idpyog Zepépng kot o Odvocéng EAdTG.

Eivar a&loonpeioto 6TL €101Kd 0 apyovavtikdg pobog oty moinon tov
Epmepikov kot tov Eyyovomoviov powdler va givor m omdvinon otov
Khaowilovta poviepviopd tov Zeeépn. H mpocéyyion tovg powdler pe
KN TOL AMOKAEIOTIKG Kot HOVO GE €vol OoNpelo, OVTO NG TOOTIONG TNG
TEPUETELOG TOV GVYYPOVOL avOpdmTov e To Taidt g Apydg — o 18éa 11om
Tapovso 6to pubiotopnue Apyed tov T'wpyov Bgotokd, €vOg amd TOLG
EMPOVESTEPOVS EKTPOSOTOVG TNg Yeviag tov '30. Katd ta dAla ot dvo
VIEPPEAMOTEG TPOTEIVOVV T1 O1KT TOVG SLAPOPETIKY| KOl VIOV TPOGMTIKY
avAyvVEOOT| Kot ETAVOypapn Tov pHoov.

Eva mpmto yopoxtmpiotikd givar 6Tt kot ot duo gumvéovtar Oyt amd TV
mepuételo. Tov ldcmva kot g Mndetag, oA amd To LEAN TOV TANPDLOTOG,
Tovg Muifeovg kKo Mpweg mov £rpegav va cuvdpdapovy tov ldcwva otov
emkivouvo aBlo Tov. AvApeso G6TOVC GAAOVG «TOVTOTOPOVGY OElyvouv
apotiunomn otov Opoeéa, Tov Hpaxdn, tov Kdotopa kot [ToAvdedkn.

O mpdtog mov «Eavaypdpeyy Tov apyovavtikd pvbo eivar o Nikog
Eyyovomoviog, o omoiog poidler va yvopiler kodd to Apyovovtika TOL
AToAADVIOL, 0ALG Kot T OpPIKA Apyovavtika. Avtd delyver Oyt novo To
TOMTIKO 0AAG Ko To Cwypapikd €pyo tov. Ot cuveyelc avapopég Tov GToV
Opopéa, kKobapd avtoavapoptkod yapakTipa, Kot ol aretkovicels Tov Opeéa
o€ HEYAAo aplipd mvakwv, pog vrofdAlovy tn okéym 6tL o Eyyovomoviog
EVOLLPEPOTAV Y10 TN HVOTIKIOTIKN-0pPIKN) TAELPA Tov pvbov, KoL TOV
«apale» g puntikn Swdikoocic, Onwg eiye kavel maAodTeEPE 0 Ayyehog
YweMavog oto mepipnuo moinud tov «To Tpayovdt Twv Apyovavtdvy, and
™mv peydn momtikn tov oOvleon [doya twv EAjvev (1918). Exel o pobog
mpocAdupoave kabopd LLNTIKO YOPOKTPO KOl GTOTEAOVGE YOPAUKTNPLOTIKO
delypo Tov OIKEAOVIKOD GLYKPNTIGHOV, 6Tov omoio o Opeéag, OmmS Kol o
Xp1o1o6, Emoulov mpmTevovIa pOAO.
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Avtiv akpifdg TV PNtk S100TOGN £XOVV KOL Ol OVOPOPES TOL
Eyyovomoviov oto taidt g Apydg. Ot meplocdTeEPES KoL TO EVOLLPEPOVGEG
Bpiockovtar ota mompote «To Kapdft Tov 6GG0VE» Omd TV TPAOTH GLAAOYN
tov Myv ouideite €ig tov odnyov (1938), «Zefdy o Bahaooviocy, kot
«AKpIBDOG OTOC...» amd TV devTEPN GLAAOYN Tov Ta KAetdokvufiola tHe
owmis (1939), ko oto moinua «H gpotikn mhextdvn» and T cviioyn H
emiotpopi twv wovAicrv (1946).

210 «xapdft Tov ddcovgy Ppickovpe o vIdUVoN TG ApydS, Kopaflov
«omd o&ia/pe kovmd amd Elaton ota Apyovautikd tov Oppéa. Eto moinuo
«ZePby o Bahaoowdcy, mall Eva Kopaft Asttovpyel ®g cupPorlouds g
moinong:

«KL gVO poivetal yopo pov 1 kataryida / kot okemdlet / to katdotpopo. /
Tov éppov/kapaplod pov / 1 aypiepévn Bakoocoa / pe to moOdo / youvd /
GKOPPAADV® / GTO 10 YNAO KATAPTUKOL KPATH COUYTH / LEGH OTO XEPLOL / v
notnpt / amd pmahé yoori.»

O movtondpog momTng HEcH 6To Kopaft moiedel pe v katoryido. To
UTAE TOTHPL OVOKAAEL LOTTIKT TEAETOVPYIQL.

210 moinuo «H epoTiki] TAEKTAVI» Ol EMOVOCTOINUEVOL TOUTEG, TTOL
yapaktnpifovrol Bpukorakeg (vampires), etopndalovv kovobpylo Kopdapi:

cipmc’ edd KovTd 6To TOpadupl

KO TOPOUEPLGE TOVG GKOTEWVOVG TOVG Papeis pmepvtédeg

KoTTOL

o1 Bpukorokeg epTa&ov

GTO 0KPOYLAAL

ekel 670 EOAVO GMITAKL OOV KOTMKEL

évag apyaiog Bedg

yBvLOTPOPOG

KL oD yuhfKave HEGO GTOVG KPOPLOVS APGOVADES

GKOPLl KOVOUPYLOL ECKAPPLOTIKOVE VO GTHGOVV

v vav ta pi&ovve 6N Odhacoa

va eUYoLV.

Eivat yapaktnpiotikn 1 avapopd otov typuotpoeo 0ed, tov Opepéa.

Ymv moinon tov Eyyovomovdov 1o pvboroywkd otoyeio, pe popon
OVOUATOV 1| GUUBOAMV, GuYVA EiVOL ELLIEGO, KOl XPNOTHOTTOLEITOL (G SEIKTNG
GTULOGLOAOYIKOD TPOGUVATOAMGHOV TOV TOMHOTOC: OVOLUTO LVOIKOV HOpQ®V
amd to apyovoutikd omwg tov Opeéa, tov ldcwva, g Mndetag, g
Evpdikng, g Ilxmoldtng, @épvouv o100 Keipevo Tig onpocieg TOLg Kot
yivovtol KAEW8 vONUATOSOTNONG Y10 TOV AVOYyVMGT.

To kapdft yio tov Eyyovomovdo gppavileton pe to YopaKkInplotikd g
KOAMTEXVIKNG poMonG: «yw v’ oppatdcovve Kapdft, v’ avotytovv, va
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@OYOLVED, YPAPEL GTNV OpYN TNG ONUOVTIKOTEPNG TOMTIKNAG TOV GVOVOEaNG
Mrolifép (1944). To kapdpt gival to péoo mTov 0dnyel 6TV TPAYUATOGT TOL
avOpoOmov Kol €8IKOTEPA TOL KOAMTEYVN, Kol To Ta&idt givar mavio M
TMEPUIETELDL TOV GUYKEVTPAOVEL TOL YOPOKTNPLOTIKG P0G EXAVACTACNG GE OAOVG
TOVG TOMELG, TPOCOTIKO, EPMOTIKO, KOWMVIKO, KoAAteyvikd. Eival
YOPOKTNPLOTIKO OTL GTO TOUUOTO CVTA O TTOUTHG SLAEYETAL Ol LOVO LE TOV
Amol®vio 0AAG kot pe Tov ZikeAovo. M akoun emavaypagr tov podov
Bpiockovpe 6to TOINUA TOL «ETOVG PIAOVG TOV TOAE®VY, OO TNV TEAELTAIN
GLAAOYN TOV ZTNVv Kotldda e tovg podwves (1978), 6mov WwAG Yoo v
katadimén tev movtondpmv, Ue TOLG Omoiovg TOVTILEL TOVG EMAVOCTATEG
KOAMTEYVEG.

2m Loypagikn tov Eyyovomoviov, ektdg and Toug ToAvapiBpovg mivakeg
pe 1o 0épa tov Opeéa, o Eyyovomoviog €xel Loypapicel Evav mivoka pe Oépa
mv Apyd, evd to 1970 guhotéyvnoe tov mivoko «ldcwmv kor Mndewon. X’
avtov maplotavetal 1 Mndea va kpatd po Aduma. To yudAvo pépog g
Bpioketar ot B€om TOL KEPAAOD TNG NPOIdAG Kot HTopolie va vroBécove
o0tL ovpPorilel T yvdoM KOl TO Q®G OAAG KOU TIG HOYIKEG YVAOGEG TNG
MndetoGg OV 1GOSVVALOVY LE TNV TEYVT TOV TOUTY.

‘Eva akoun mpdowmo tov apyovoutikod puvbov, v apaldvae Inmolvn,
Bpickovpe oto moinua Ocipig. ESd «dypiot ki auprofopot AABavoi» (iomg and
mv Aoumavio 1 AAPavio tov Kawk@oov) 6KOT@VOUV TOV «KUVOKEPUAOY
gpaot g Itnodvtng. H Inmolvtn icwg va givat amhd éva epmTikod TpoOcHTO,
{00¢ OU®G M OVaPOPE GTO GVYKEKPIUEVO HVOIKO TPOCMOTO EMTLYXAVEL VL
OVOKOAEGEL GTOV OVAYVMOGTN TNV atéppovn Pio, oto pibo d6co ko otn (o,
mov tovileton kot omd T popen tov Aryvrtiokov Ooipt, He00 g Long Kot
Tov Bavdrov.

Ytov Avdpéa Eumeipiko o apyovantikdg pobog édmaoe tov Titho og €va
amd ta ToAunpoTEpE Kelpevd tov, to mELoypaenud tov Apyd 1§ mAovg
0EPOTTATOD, TOV EYPONYE TOV LENTEUPPLO Tov 1944 Ko dnpocicvce Yo TpdT™
@opa o€ cuVEYELEG 0TO TEPLOdKO [1ddr To 1964-65, Tapudeitovtag opiopuéveg
TOMUNPEG EPOTIKEG GKNVEG, EVD 1] OLOKATPOUEVT LOPPT) TOV KEWEVOD, XMPIG
naporeiyels, dnuootednke 1o 1980, moALd ypoévwe peTd tov Bdvoro Tov
momty. Ilpokerton yioo €va KeIUEVO OTO OMOI0 EUMAEKETOL 1) TPOCOTIKN
poboroyic Tov momT pe MV Aakpotn emBopio Yoo T GEEOLOAIKT
omerevfépmon.” O TPOTOYOVIGTAS TOL apnyiuatog kabnyntic Ilévipo
Popiped ovepedetar 6TL Bpioketar 610 kapdPt Apyd, mov groydletor vo
amomAgboeL, Alyo TPV TNV TTNOT EVOG AEPOGTATOV TOL QEPEL TO 1010 OVOLLAL.

5 BL A Avayveotonodlov, H momuixn o0 épwrta oto épyo tov Avipéo Eumeipirov,

Yyuov/Bipria, Abnva, 1990 BL. emiong G. Saunier, Avdpéag Eumeipixog. MvOoloyia ko
romTiki. Aokia, Aypa, Abnva, 2001,
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Opwg o Papiped, mapdAinia pe To EMGTNHOVIKG TOV EVIIAPEPOVTO, TOV TOV
GTPAEQPOLV TPOG TNV TTNON TOL 0EPOCTOTOV, TPEPEL KO OLUOUIKTIKA
alsOnpata yuo Ty KOpn tov, Tov £xel eptevbel Evav piydda. O emotipumv
kot opBoroyiotig Papiped givar déopog tmv evotiktmv Kot Twv taddv tov,
Kot E0KOAM TEPVA TO KATDOPAL TOL ATOAVTOV avopBOAOYIGHOD.

O Poapiped, o onoiog ovelpevetal Tov 0vTO TOV WG ApyovanTn, GALG Kot
¢ 0gd Tlava, Paowd ekmpocwmel v SMAN KATACTOGT GLVEIdNONG Kot
acLveidNTov Tov PlLOVOLV GUVEXDG Ol AvOp®TOL, HEGO OTO TEANYOG TNG
ave&éheyktng epwTikng embupioc. Qotdco or Apyovanteg, GOUE®VO HE TO
A0y Tov Epmerpikov, givar or «vootadyol kot mAactovpyol Tov péAovtdg
TOVY, €ivol ekeivol mov KOTOpODOVOLY VO TPAYLOTOGOLV TN YryovTlaio
dnpovpyky| mpoomdbei TG yvaoong tov eawtov. O dvotuyng Papiped
OTOTLYYXAVEL GTOV OydVa TNG QVTOYVMOCIOG Kol OPNVEL VO TOV KLPLEVGEL TO
mAOOC — OKOTMVEL TNV KOPY| TOL KOl TOV €PACTNH TG — Oumg M Apyd, ToO
aepdotaro, Eekva OprapPucd to ta&idt e XT0 KeiPEVO aVTO UTOPOVLE VO
AVOyVOPIGOVLE [0 ETOVOYPAPT] TOV HOBOV G aydVa Yo ADTPOOT LEGM TNG
TEYVNG, 0T0 TANIG10 EVOG PPoDLKoD, epwTikoy MecolovicpoD.

EAlnilo mog avtn 1 mepddffocn 6To apyoVOUTIKA TV VIEPPENAOTOV
£0e1ée KTl MOV €Yl oYM KLPIOG HE TNV OyOVIO TOV KOAITEYVOV T®V
TPOTOV SEKAETIOV TOV 2000 0idVE — KOL TOV TOADUETMTO AYDVO TOVG LE TNV
Tapddoon evog TOMTIGHOV 6€ Kpion. Opmg 1o yeyovog Ot o1 To akpolpveig
avapesd tovg dtdAaeéav va ta&déyouy pe v Apyd, Kot va Eavaypayovy To
pobo g, pog deiyver katt ywoo v dw TV ovsio awtod Tov PVYBov TOL
amodeiyfnke o Mo TOAVIIAGTOTOG KOl O TLo d10POVIKOG HETE amd To Tagidt
tov Odvocéa, kot iomg o enikopog: To poykd eiktpo pog «Bappapnoy
TéYVNG TOpapévouy fomg to pova péca Oepomeiag €vOg TOMTIGHOD 7OV
CUVEYMG OVOKVUKAGVEL To. potifo tng epng M PEPNANG mepiépyetag, g
KOTAKTNGONG, TNG TPOd0Ging Kot TG Tinmploc.
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Svetlana Berikashvili (Tbilisi)

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." 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.” Taking into account their opinion, the reading of

For additional information and bibliography see Gordeziani R., Darchia 1., Shamanidi S., An-
cient and Modern Greek Grammar (Comparative Grammar), Logos, Tbilisi 2001, 23.

For details see Mroumvidtmg I., Epacpikn kot NeoghAnvikh mpogopd, Iotopikn ypoppatikn
mg Apyaiog EMAnvikig IFhdcoag, Exdooeis I'. I'kélumeone, AGnva 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.” 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 — "e& enacvvBécemc" (reconstructed), according to Erasmus’ scheme or
"e€ e€elifemg" (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
diphthongs® and on the other hand, we do not consider their monophthong
phonation in different districts. For both cases, using i.e. "correct" ("op6n") or
"Erasmus’" pronunciation we deny scientific truth.’ 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’

Xaparopraxns X., H Epacpcr mpopopd, Iotopia g EAMnviknig yAdoocog, Emomuovikn
empéreto: Komdaxng M. Z., Exinvicd Aoyoteyvid kot Iotopkd Apyeio, AOnva 1999, 124-125.
For true and non-true diphthongs of Ancient Greek Language see Co6onesckuii C. 1., [lpeBHe-
TPEUEeCKUi A3bIK, U3/1aTEIBCTBO JINTEPATypa Ha HHOCTPAHHBIX s3bIKax, Mocksa 1948, 8.
Mnopmwviotg I, 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 —
a, €, L, o, v. Long vowels are — a, 7, t, 0, v. 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: n — e (Ancient
Greek), i (Modern Greek), v — iu (Ancient Greek), i (Modern Greek) etc.

Consonants were altered as well. Changes can be observed in
pronunciation of the following sounds: B, v, 9, {, 6 (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.”

¢ 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.” 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.” Generally,
the program is used for experimental phonetics. So, we can meter and
calculate articulation.'

See diagram NI1-2

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."" 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
9

http://www.praat.org.

For additional information about Praat see Lobzhanidze 1., 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,
Thilisi 1996, 19-21.

' Marycesuu M. 1., Beezenne B o6uyio Goueruxy, Yunemums, Mocksa 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
gnd Modern Greek, but gives different spectrograms. E.g. a word —
apxOpeVos.

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."?

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 — "0" 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:"

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 Kubpuk A. E., K Bonpocy o metoze onpezenerust quddepeHnHanbHbIX TPU3HAKOB MPH CIIEKT-
panbHoM aHanmu3e (Ha Marepuaie riiacHBIX HOBOIPEUECKOTro s13bIKa), BOpocCk! A3bIK03HAHMS, 5,
Hayxa, Mocksa 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: 0 — e (Ancient Greek), i (Modern Greek)," v — iu (Ancient
Greek), 1 (Modern Greek) etc. We come across these sounds in text, e.g.
€édnpooivn. 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 n sound — from "e" to "i" show that the middle vowel became high
vowel,"” and changes in pronunciation of v 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.'

A

\

a

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

' For details about "n" vowel in Ancient Greek see Mrapmvidtng I'., IoTopuch ypoppotikhy e
Apyaiog EAAnvikng Mvdocog, Exkdodoerg I'. T'kéhumeong, Abnva 1985, 34.

!> The fact can be confirmed by a formant number for "n" sound given on spectrogram of a word
"édbnpootvn", 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.

16 Tpy6eukoit H. C., OcHoBbl (oHOnornu, M31aTenbcTBO MHOCTPAHHOM JMTEpaTyphl, MockBa
1960, 123.
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differently,'” 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." Modem Greek transformed diphthongs to
monophthongs. So, their pronunciation was changed as well.

Let us consider a word pvrjoopar with "au" 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 "ai" 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
— | - .
& > i
ou > u

We should take into account that the changes took place as a result of
iotization (1wtaxiopdc), which supposed more close pronunciation of vowels
and diphthongs or their replacement by closed front high "t" sound. This
process must have started in the Hellenistic period, and finished in the
Byzantine period — the IX-X centuries."’

17 Marycesua M. ., op. cit., 19.
18 For details about diphthongs see Gordeziani R., Darchia I., Shamanidi S., op. cit., 19-20.
1 Mropmvidmg T, op. cit., 35.
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Differences between the above diagrams included in pronunciation of
consonants as well:

B-b-v,
'Yigig7
6-d-d,
6—-t-0,
(—dz— 77

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.

% For changes of consonants see Mrapmwvidtng I'., Tvvortikh 1otopia g eAAVIKAS YADoUG,
Abnvo 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.”

If we compare the two ways of reciting of the "Argonautica" we’ll receive
the following scheme:

Ancient Greek
Low Frequency, Strong Power

S

Melodic Pattern |
Anment Greek Modern Greek
Low Sounds High Sounds
Rhythm q
|
Anment Greek Modern Greek
Hexameter Without Rhythm
Vowels, Diphthongs Il
Anc1ent Greek Modern Greek
Low Frequency High Frequency
Intensity ‘
|
Anc1ent Greek Modern Greek
Strong Less Strong
Impulses q
1
Anment Greek Modern Greek
More Less

21 CMupHOB A., DIIEMEHTHI TICHX0aKyCTHKH, http:/www.theremin.ru/lectures/psycho-acoustics.htm

Fl F1 F1 F1 T
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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.”> 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.

2 Altmann J., Acoustic Weapons — A Prospective Assessment, Science and Global Security,
Princeton University 2002, vol. 9, 165-234.
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Phasis 10 (1), 2007

Gia Bughadze (Thilisi)

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. | 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. | 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, | 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 I, 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 | would
say, were the creations by Irakli Parjiani. I hope you will not consider me
boastful if | 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 bZ Grigol Robakidze, a
famous Georgian writer of the first half of the 20" century, in German
language. It was first published in 1932 in Tubingen.' The author revived the
myth about Medea. The fate and the character of the young Mengrelian® 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

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: Meeu I'pysunckas oesywixa. The translation is done by S. Okropiridze.

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. . .°

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:* 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:

S L Johnston, Introduction, in the book: Medea, Essays on Medea in Myth, Literature, Philoso-
phy and Art, Princeton University Press, 1997, 7-8.

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.

4
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Differences:

Ann Chikovani

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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she really was

6. Medea is manlike 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

7. Medea is considered to | Gr. Robakidze compares Megi to the
have functions of Goddess | Goddess Diana; Megi’s portrait is called "St.
Mary". This somehow is an endeavor to
attribute divinity to Megi

8. Medea is hot-tempered | Megi is also violent; in a surge of wrath she
and violent, fierce wrung the hawk’s neck, which Astamur had
presented her with. Megi’s wrath is
compared to the Amazon’s axe

9. Medea is terrifying, Sometimes Megi is also frightful

frightful

Megi is also bewitching, enchanting, the
author frequently mentions the bewitching
power of Megi’s eyes

10. Medea is bewitching,
enchanting

11 Medea is proud Megi is extremely proud

. . The crowd accuses Megi of being a witch
12. Medea is a witch Indirectly, Megi is also Sun’s daughter;

. The symbolic function of Sun is attached to
13- Medea is the Megi’s rich red (pomegranate) Braids. This
is emphasized throughout the novel by the
author

Granddaughter of Helios,
the Sun

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 Selfto 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.’

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 20" 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.

* T'puron Pobakume, Mezu Ipysunckas desyuxa, Toumicn 2003, 136-137.
 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.”

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 20™ 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.®

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?’ 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.'"’ 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).

° Tedpyov Ogotokd, APT'Q, Biphonwieiov g "Eotiac” I A. KoArdpov & ZIAT A. E, 1. 2, 172.

1% A. Zoypagov, And m Mydewn ot tayromovta, H Iotopic tov godhov, exkddoeig ALeEGvEpeto
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."" This is
one more example of showing parallels and differences between the Self and
the Other.

All T 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.

1 Newspaper: Kabnpepwi, 10. 09. 2007.
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Mary Childs (Seattle)

A THOROUGHLY GEORGIAN MEDEA?:
CLASSICAL MOTIFS IN OTAR CHILADZE’'S
A MAN WENT DOWN THE ROAD

Otar Chiladze’s first novel, 4 Man Went down the Road, was published in
Georgian, in 1973." 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-

' Chiladze Otar, g3 boby gimo oo Jopomws, 3g@sbo, mdogmobo, 1973.
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nos’ennost’ia"]’ 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.’
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.*
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.’ 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-

See Greenberg 1., "1 xépHoB emé He yumiics nmomoiy", Literaturnoe obozrenie, 1980, 2, 43-45
and Nuikin A., "B3nérsl u npocuérsr", Literaturnoe obozrenie, 1980, 2, 45-51, for some of the
controversy surrounding Chiladze's novel.

In particular, I have in mind Bulat Okudzhava, who wrote about Georgia, but primarily in Rus-
sian.

References to The Argonautica are based on: Apollonius of Rhodes, The Voyage of Argo, trans.
Rieu E.V., Penguin Books, 1975.

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.’ 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", "bognbo". 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",
"bognbo" 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, "@gogogro”, or the happiness, "bobs®¢aro" of the dream, "m3bg-
ds" and faith "®@{dgbs", 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 —
"sbhen 9dg@op": before our eyes we will see the "source and the roots" of the

¢ 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 (33060), and both terms,
"personage" and "gmiri" are used, is the people, again, the "bognbo". 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 "bogobo", 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...”

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.

" 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.”

As mentioned earlier, the novel is based, loosely, on the story of the 4r-
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 ’'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 (390 o), 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 — wgs dofs — 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.” 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
Acetes, 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. "as@o@oms @gobem JoliGowsb jm-
3590, gmgoEsb m]do, wmjosh xoddo, xodosb jo LE®Is]do..."
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.'’ 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-

°  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.

1% See the Georgian reader: @gws g6, mdogobo, 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 "dobwo", dogwood, and with his arms he forms
the shape of a traditional Georgian home, which was built around a central
post (pgws 6mdo) — 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, (690) 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.'' T 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.'? This criticism of tyrannical beha-

"' 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.
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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.”” 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

" 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, 4 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 | saw Pasolini's Medea. | hated it. | 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, | began
to realize why I hated it initially: First, I did not understand critical points and
so | 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 € santo, Tutto & santo, Tutto € 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,



When Nature Becomes Natural:... 149

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. | don't remember your voice. Speak to me Sun. | can't hear you. | touch
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the earth and I don't recognize it; | 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 lolcus 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. | 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 | 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 hushand, 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 1 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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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, 1 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, |
cannot help mentioning his shop "AAIKAI EIKONAI" — "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 | was
visiting one Greek family where | 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, T 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 hushand 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.

"Aéyo va 6paEm Ta Toudid, vo @Oyouv am’tn péom
VoL KAVO Eva EYKANUO OGTE VoL TOV TovESEL."

"So, | 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.

"O1 mo kakoi ot padntai ftav avtoi oty Taén
YU anTo K'1 HAVO TOVG KOAQ EKOVE VO TOL GOAEN.
Agv émonpvav To ypappoto Tnyoivoviog oxoAeio
KoL TO Pakd Tovg glyove oTng povoyns to odoio."”
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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."

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

! Darchia 1., Colour Phenomenon in Greek Tragedy, Logos, Thilisi 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”,” 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 Kovotaviwidng 0., O Moot kot 11 Mijdeid: tov, [Ipdroyog oy 100" napdotacn oto Oéatpo

"Y106", 15-4-94, Avdtomo amd 1o Ilegpodikd6 EMBOAIMON, t. 23-24, 1994-1995, Aonpa
Zritio Bowotiog, 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".

"Kt av metaybeite oo oxoreld kat povn cog o o1te
pe moonv aveotv k’ot dud Aéve ATAMOI OYTAL..
O pofnrai €1g o oxoAeld opeilovy va mnyaivovv
KU’ 6601 TS0V Kat Tovg TNndovv, gidate Tt Todaivouv.

®povriote 660 giv’kopds TOPA VoL PELETATE
KU’ éyete OA0 TOV Kapd HotePa vo mnddre."

Remarkably, after the publication of My Mother’s Profession in the
1960s, Bost was severely criticized for "crossing the limits of decency and
politeness”. | 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:

"Zav véog avOpwmog Kt £Yd Kt abmo niukd
otnv Kpn éuniela Aowmodv pe kémoov Kpnrikd
OoAAG Yo TOYN oV Kok, avTtog o Kpnticog
€kT06 Tov Mtav Kpnrucog rav kot Kpirikog.”

"As a young and innocent lady
in Crete | 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:

"Onwg yvopilelg, Mndeta, dev ayand ta podia
IAA®OTE TPV, ETCIUTNCA GTLPASO LE KPEUUVOLN
KL av @aym Topa podia, oyamnth pov Mndea
0o pe mepd&ovv poPepd to eni TAéov poda.”

"As you may know Medea, | dislike mussels,
Besides, | have just had some beef with garlic,
And, my dear Medea, if | 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".® Medea too abounds of such cases. I will cite only
one fragment including wordplay and spelling mistakes.

"TEAOG dev eivar an’ Tnv TveAida
W o’ 1o xoptd pog tov Kmiovo."

"The blind is not from Thilisi,
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.”

See also: Bootavt{dyrov K., Oriyo Aoy i tov kbprov Bootavi{dyhov, Tov kodtéyvn kou
tov GvOpwmov, in: Mmoot, Mideia, Ogotpikr Etapia "X10d", Ewoot) Tpitn Osgatpikn
Tepiodog, 1993-1994, 12-14.

Darchia 1., op. cit., 268.
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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. | 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.”

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.®

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

Kovotavtwidng ©., op. cit., 11.

® Darchia ., op. cit., 209.
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and ancient novel, as a melodramatic work. By the way, even lon is appre-
ciated as a tragicomedy by some scholars.’

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, | could not find out how he is regarded by
European scholars and therefore, | 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.

" Darchial., op. cit., 225.
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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" 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 lberia. 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" 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 Thbilisi 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.

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 — "Thilisi mint opened on September 15 1804".

There could also be a gold piece. Sometimes the legend slightly differs.
Thilisi mint operated until 1834. No mythology was used any more.

! T. Dundua, G. Dundua, N. Javakhishvili, A. Eristavi, Money in Georgia, 11 edition, Th., 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)

YXTAOGMOI TOY TAEIAIOY THEX MYGIKHE APIrQx
STHN EAAHNIKH ITOIHZH TOY 20°° AIONA

Ocot acyohobvior pe Tn HEAETN NG vedTepng eAANVIKNG Aoyoteyviog
yvopilovv 011, 6 6An ™ Odpkeln ¢ €EEMENG TG, Ol OMUAVTIKOTEPOL
momtég, omd tov Lorwpd kot tov KdiBo péypt tov IMokapd, ko and tov
Tiwcemavo kot tov Kofaen éog tov Zepépn kar tov EAOT, aflomoincav
VAIKO TG OPYOLOEAAVIKNG, WO1MG TNG YPOUUATELOKNG TAPASOoNS, KOTA TETOLO
TPOTO MOTE TO VAKO avtd va apopolmbel 6to €pyo TOVG KOl VO, KATAGTE
opyavikd otoyelo g Wioovotaciog tov. H oyéon g vedtepng eAANVIKNIG
ToiNoNG UE TNV EAANVIKY apYotdTNTO Kol 101G HE TNV OPYOLOEAATVIKT
ypappoteion £ytve ovTikeipevo gupeiog avapopds amd Tr AOYOTEYVIKN KOl TN
@uoloyIK] KpTikny HoN omd ta péco Tov 190V aidva, EVE GLOTNUO-
tonownke otn didpkela Tov 2000 KOV, GE CLUVAPTNOT KE TNV OVATTLEN
KOl TPOOJO TNG VEOEAMVIKNG @lkokoyiag.l

210)0G avTAG TNG MEAETNG eivor M derypotoAnmTikny e&€tacr pepiKdv
EAANVIKOV TOMUATOV, YPOUUUEVOV Kot SNUOGLEVUEVOV 6TN dtdpKeLn Tov 2000
aova, mov emegepyaloviar  otoyein Tov pvbov TG OPYOVOLTIKNG
ekotpateiog. Me dedopévn ) ovvBetdnta Kon To €6pog Tov Pobov eméreda,
€101KOTEPQ, VO TEPLOPICH TO TAPASEIYUOTE OV GE TOULOTO TOV EXOVV G
0épa To pbd KopdPt ™G Apydg Kot To TANPOUA TOV, TOVG ApPyovaTES.
Amoxheiotnkav, Aowmov, ta mompato pe Bépa ™ Mndewa, éva dAlo Pacikd
onueio avapopds Tov opyatogAAVIKod pdbov, mov Exet  mOAAATAEG
npoektdoels. H ouykpirikn e£€taon Tov avapepOpeEvOy 6TnV Apyd Kol TOVG

1 EvSewtikh Biploypagic yopw amd to (R kataypaeetal 6to tAog Tov Afupoatog "Apyaia
eMnvikn ypappateio" (voypdgetar and tig Grdpa Mavakidov kot Efiva Zictdkov), 610
Aecixd veoednvikig royoteyviag. Ilpoowna — épya — pedpora — opot, ABiva, Exkdooerg Tatdxn
2007, 183-191.
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Apyovanteg TOMUAT®V OVOSEIKVOEL GPEVOG TNV TOIKIAN TPOGAPUOYT TOV
PoBov TG aPYOVOTIKNAG EKOTPOTEING OTO EKPPUCTIKG KOl TEXVOTPOTIKA
OITALOTO  SLOQOPETIKMOV GLYYPOPEDY, OPETEPOV TNV OVIAVAKANCT OTO
TOWUOTO TOV GTOPIKOKOIWVOVIK®V OpmV NG KAOE YPOVIKNG OTIYUNG GTNnv
omoio Ta KEIHEVO YPAPTNKAY Kot SMILOGIELTNKAV.

M mpdTn Yyevikn mopatipnon elvor OTL T0 TEPIGGOTEPH OO TA
avopePOUEVE 6TOV LOBO TNG OPYOVOLTIKNAG EKGTPATEING EAANVIKG TOWLOTO
oV 2000 odVE PTOPOLV VO YOPOKTINPLOTOLV opyodbepo Oxl OUmMG Kot
OPYALOYVOOTIKG, PEe TNV €évvol OTL TPOKELTOL Yot TOUHOTO TO. OToio dev
(paiveronr va) égovv g Ty omevbeing KAmO0 apyaio KEUEVO 1 KATOLES
veOTEPES UETAPPAOEI 1 Aoyoteyvikég emelepyooiec apyaimv mnydv Tov
pobov. Xvvendg otr peyOAn mAeovotnTd Tovg T egTalOpEva TOULOTOL
Baoifovtar og po d1adedopévn yvdon tov apyaiov pHlov TG apyovavTIKNG
EKOTPOTEING KoL T®V CUUBOAK®OV EPUNVEIDOY TOV, YVMOCN 1 OToio OmOTEAEL
UEPOG LMOG YEVIKNG HOPPMOTIKNAG TOPUKATAONKNG, MHEPOG eKeElvNg TNg
e€owcelmwong pe tov apyoaio pobo, v omoia £xet, Ba pmopodoape va TovUE, O
HEGOG AVOYVMDGTIG.

Aopfdvoviog vmoéyn ooty TNV TOPATAPNON, OTL TO  TOUWUOTO
apoimoBétovy ™ POoiK) YVOGN TOL TAGTYVOGTOL PHOOL TNG 0PYOVOUTIKNG
eKoTpaTEiRG amd TOV HEGO OVAYVAOGTY, LTOPOVUE VO KOTOVOT|COVUE KAADTEPQ
yuoti To TohodTEP 0O AVTA, OGO EVIACCOVTIOL GTNV TOPAOOGIOKT EAANVIKY
TOINGoN, OMOTEAOVUV OVLGCLOCTIKG OVATUPAY®YEG 1| €0T® TMPOEKTAGES TOL
KEVIPIKOD GUUPOAKOD VONUOTOC TNG OpYOVOVTIKNG ekotpoteiag. To mpdTo
KOl XPOVIKG ToAaldtepo mapdderypo pog tétolng Bedpnong tov apyaiov
pobov etvor 1o moinua tov Xtépavov Maptlokn (1855-1913), «O véog
ldcov» (1901):

Me yiMov KOGU®V TO p®S, TN dVvaun,
TEADPLOG Yiyag o véog ldcovac,

T’ 0VpOVOY TOPa oYL To TAGTN

TO XPLGO TOL TO dEPOG vV’ apma&et.
ABepovadng, TpéxeL T anépavto

W 6An T AGpym Tov VOu 6TO PETMTO,
va Knpoéet o aoPeotn moAn

o€ (IMABES ATOKPLPOVG KOGUOVG.
Apdpovg avoliyet 6 gpudc ayvmdpioTovg
6mov 0’ aproel T’ dcPect’ ayvaplo Tov,
Kot OoL 100V LE VO GEPVEL UTPOGTA LLOG
POPLovE HALOVG YAOLOVG, VIKNULEVOLC.
Ta ovpavt’ avoiyel va tpé€ovv ot GvBpwmot
o véa Be0Tn VoL TPOGKVUVI|COVVE,
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oo KOGHO 6€ KOGUO VoL TpEEOLV

TNV EALQ TNG AYAING VL PEPOLV.

Kt 6tav 0o omioet yAvkdc, atpountog
670 k@Oe aoTéPL onpaia KatdAgvk,
ay! va Lovoa va tpé€m oud Tov

exel move Ta péTo vo kKheiow.”

e autd T0 OpapaTIKO 1], aKpBEcTEPE, OVTOTIKO TToinuo o véog ldcovac,
akoAovfdvTag ta xvaplo Tov apyaiov Mpwa ce €va atedevtnto Toid,
UETOTPEMETOL O  «MEAMPLO  yiyovtow, €vov  povaylkd, oJlymg AAAovg
GUVTPOPOVG, «aBEPOVOLTN», EVOV OPUNTIKO OAAG KOl EPNVIKO KOTOKTNTA
TOV ANEPOL SCTHUOTOG, oV Ba PEépel Kot Ba SLadDOEL TO W VOUOL LLOG
ampoodioplotg Opnokeiog Kot TG aydmng o€ OAM To AYVOOTO AGTEPLO TOV
GUUTOVTOG.

To moinua «O véog [aowvy eivan éva and ta 14 momjpata tng evotnTag
«Ztiyol BapPapory, TOV YVOCTOTEPOV TOMUATOV GTO GUVOAO TOV £PYOV TOL
Maptladrn. O tpdTteg SNUOGIEVCES TOV TOMUATOY QVTHG TNG EVOTNTAG GE
TEPLOSIKA draoméEpvovTal ot dtapkela g dekaetiog Tov 1890 (dHo mowpata
to 1891, éva 10 1894, £&1 10 1898 ko téccepa to 1899), evd n evotnta
«Xtiyor BapPapory EhaPe v oplotikn g popen (ta 14 mowmuata) ctov
topo tov Homudrwv tov Maptlokn 1o 1901. Me toug «Ztiyoug BapPapovcy
0 Maptlokng avalitmoe o, momTIK 000 KOV VO, OVOVEDGEL TNV
eEavTANUEVN POULOVTIKY TopakaTafnKn OEUATOV Kol EKPPASTIKOV TPOTWOV, 1|
omoio. dékpve TNV moAootEPN moinen tov. H 0d6g avty MTav o
VEOKAOGIKIGUOG, OLOUOPPMOUEVOS COUPMVO. LLE TO VITOJELYLATOA TNG TOAOTE-
PN Kt s0yypovg takhc moinomg (Foscolo, Carducci, D’ Annunzio).®

Otr «Ztiyor PapPopory amotelodv £€vav amd TOLG MO GNUAVIIKOVG
o100p00g TG avoPioons tov apyoiov HETpev oTn véa EAANVIKT Aoyoteyvia.
H Baocikn anyn Tov HETPIKOV GYNUATOV TOVS TV 01 6YEdOV GUYYPOVEG TOVG
Odi barbare (BéapBopeg mdéc) (dnpoociedtnkay oto didotnua 1877-1893) tov
TOAMD YVOoToH 6Ty enoxf Tov ltalod momty Josué Carducci (1835-1907).°

2 3. Moptlakng, Zriyor fapBapor ke dlda moujuara, Ewsoyoyi-empéie E. Tapaviovdng,

AbMvo, Qkeavida 2000, 121. TIpdt dnpocievon Tov TOWHOTOS, HE TOV Titho "Xtiyot
BapPapot. O véog laowv", oto mepodikd Aty Ipig, yp. 1, ty. 10-11, 1 lovkiov 1898, 73.
Ilpodt Snpooicvon oe PPrio tov Moaptlokn: Hojuara, Ex tov tvmoypageiov II. A.
Yakelapiov, 'Exdoowg T. T. Mapacky, Ev Abnvaig 1901, 80-81 (pwtoavactotiki
emavékdoon: Zav Mopedg (1. TTamadiopavtomoviog) — Ztée. Maptlokng — A. Tlarnadomodrov,
IIporoyog T.[tavvn] K.[ovyxtodyrov], ABfva, Etapeio EAAnvikdv Exdocewv, Amavia tov
Neogdnvov Khacowdv x.x.).

T'evikdtepo yioo v evommta "Ztixor PapPapor”, PA. v ecaymyn pov oto Pifrio X.
Moptidxng, Zriyor fapPapor kou alra morjuaza, d.x., 43-50.

Ta to 0épa, PA. ™ pekétn pov, "Maptldkng kor Carducci. Zvpfoin oy iotopio ™G
eMnvikng BapPapng moinong", Hepiniovg, ty. 28-29, lavovdpiog-lovviog 1991, 33-55.
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Zuykekpléva, 1 oTPOQIKY Lope1 Tov mompatog «O véog ldcwvy, mov elvar
Tapoudlaypév popey aAkoikrg otpoerg twv Odi barbare tov Carducci,’
cuvtifetor amd 6v0 dumhovg wpPucoig TeviacOAraPoug (o TpdTog Tapo&iTo-
vog, 0 de0Tepog mpomapo&utovog [e£acVAlafog, COLE®VO e TNV EAANVIKNY
peTpIKn oporoyia]) kot Vo TapoEHTOVOLS UVATALGTIKOVG SEKAGVAAAPOVG.

E&etalopevo amd Bepatikn okomid to moinpa «O véog ldomv» gvidooeton
o€ gkeivn v opdda mompdtov Tov «Ztiyev BapRopmvy», mov Bepatonolovv
TN VOGTOAYIKY OVAKANON TOV 0pYOoeAANVIKOD TOMTIGHOV (GTnV 1510 opdda
aviKovv, emiong, GAla tpia Totpoto, «To puéAkovy, «O Ipoundevoy kot «H
avadvopévip),” cuvvalovtag v dpeg pe éva pelhovioloykd opopa. O
KAMOGIKIGTIKOG 10aVIoNOG ek@paletarl pe v meptypoen oG eEopaicpévng
EAMVIKNG 0pYoOTNTOC, LOKPLY OO GUYKEKPLULEVO TOTO Kol XpOVO, LEGH GTO
4mepo TOL ovpavoy Ko Tng Odloccog, Sdomoptng Amd VAOLG Kot
KaTOKNUEVNG amd Bgovg, nuifeovg kot abépieg vapEelc Tov TIg TPAEELS TOVG
pvOuilel n TAovoia Topakatadnkn g apyaiog poboroyioc. Zvvdpa, OUMG, 1
aicOnon tov Cwvtavold oToYEIOL OVTAG TNG CPXOOTNTAS ERWYLYADVEL TNV
anyoio awerodoio 0Tt N aydmn Kot 1 MU o Kuplapyneovy, 0dNydOVToG
TOVG avOpOTOLG 6€ éva TOAD KOAVTEPO, OV KOl OTPOGOOPIGTO, UEAAOV.
Yvuykekpéva oto moinpa «O véog ldocovy o Maptlokng mpoekteivel Tov
apyaio pwobo pe tpdémo, ®oT6GO, TOL evBuypoppileTor pe 1O KEVIPKO
GLpPOAKS pvupd Tov: 1o Ta&idt Tov aVOPOTOV-NPOIKO TPOHTLTO TOV 0O YEL
o depkn avalTnomn Kol KATAKTNGoT EUTEPLOV Kot ayodmv, TPoyUaTiKdV
KOl TVEVLLATIK®V.

Avddloyeg pe ekeivp tov Moptlokn eneepyaocieg tov pvbov g
OPYOVOVTIKNG EKOTPATELNG GUVAVTOVLE, OTIC TPELS TPWTES deKaeTieg Tov 2000
aova, emiong oe momuata tov [Tétpov BAaoctod (1879-1941) (yvmotov
emiong pe 1o yevdwvopo ‘Eppovag), Tov Zotmpn Zkinn (1879-1952) kot tov
Koot Makopd (1859-1943).

21 oviloyn Tov Bhaotol, Apyad (1905), vadpyovv tpio dtitia mompoto
OV AETOVPYOLV MG Eoay®yés oTlg TpEg evotteg tov Pifiiov: «Ot
KoAyideo», «H vépeon g Mndewog» ko «H Apyoy. [Tapabéto o momjuara.
Ipdta 10 eloaywykd moinua oty evotnta «Ot Kokyideo»:

Appdtooa to pudikod kapdpt yio tagidt

0edTayTO KO TOPPLPE TAVIE ATADG Kot 1) TADPT
TG OTOLLOUEVES OAAUCTES YOPAKMVE Kot YOP®
OTNV KOLTAGTH KUKAOQEY YAV Ol YOAKIVEG ACTISES.
Apuévila yv amdtnreg Kolyideg kot glyo tapa

5 T meprocodtepa otoygia, PA. ot perém pov, "Maptlorng kot Carducci...", é.x., 41-42.
8 B\ Stiyoi PépPopor kai Ao woripora, 6.x., 109-110, 118 ko 125.
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v’ apraém tn xpuon TpoPid Tov Ppi&ov amd to Apdxo,
UéES’ am’ To YvAdTo TN PmTidS. Ki ayneica povptovveg,
TIg ZUUTANYAOES TG KaKEG, TiPovdeg Adpeg KL dpvia,
Kol 6€ 0KPOYLAAM AEOPKIGTO TN PUKLOUEVT TELOG

apa&a Apyd. Ki avtikpusa 1o poyikd xpocapt

LEG’ G€ POVUAVL GKLOdEPO Kot YOPp® Tov PryAilov
aypumva Tépata, oTPLEVA pootipla. Kot forbeia
AoyTapnoa — Kt ®! oto Pabv tov Augtn T0 TOAGTL

0L TPAYIKE VO pe Kotrovy g MAdetag eida pdrial’

211 GUVEYELD, TO EI0AY®YIKO Toinpa ot devtepn evotnta «H vépeon tng
Mndetogy:

Ko pi&ape ot 0dAacoa yio vo cmbovpe — o Kpipo 6Gov
adepPiko! — péAN Todov oTaPTAPIOTE, Kot T AoTpa,
Mndew, Ta xéplo 6ov Eotalov OO KakOeAoyo aipo!
Kot pafpioe to méhayog epikidlovtag, po mavo.

Eopra pog Eowlav amd Beptd KL aoTpamoKaipia.

Q¢ mov mo. T akpobdracoa To EAANVIKG YELGGOV
UTPOGTE GTNV TAMPY] KOL VOOV KOTVOL LAG XOUPETIOAV.
Ma 1o kopaft TG xopds kot 1 LovAla TG ToTpidog
Eedovhmaav Ta patie pov kot EExaca T Mndewa

Kot YU’ GAAT Vo1 Toipoca prydTiko poyvadia.

Ma o v pexalovtag TAOVTO HEG™ GTO TOAATL

Q pLovyeg, aipa, Taidepa! TveAdc va pnv 1o EEpm

OGS €WV’ T pirylo aE€ypapTa TG AypLog Tng aydmng,
TG 5 YALTMOVEL 0 TAEPOUOS 1MdE 1 Khwbd Egyvaet!®
Téhog, o el0aymYKd Toinpa oty Tpitn evotnta «H Apym»:
Iévta og Téhaya avorytd, oe ahopywvég Koyideg,
613epootnOm, afovitoyt and EEpeg Kot LoicTpOoLG,
npmwoa, £Tot appévile, Apyd! Xta Eaptia cov ag cpupilovv
0 ypaiyog Kot 1 Bapvkoipid, Kot 1 Plyda ag EayvavtéPet
T oTplyyAoviola T’ Gmioto, Tov Ppdyov to SAAPL.

Kot g Awddvng ™ wld oty TAdpn mévto vo EXELS,
KL 0G TV T TAANKAPL GOV V' adpdéovy amd KAoTpa

KL OO YLLOLPOQPOAOYTEG OTNALES TIG PIYOTOVAES.

Tl gicon €060 10 aoTPAPTEPS TG TOAUNG TO KOpdft
Kot 670, 0eE18 GOV TETOVVTAL TPELS TAVTO 0iTol KAaddToL.

7 Hoapoanéuno ot cvykevipotikh £kdoon Temv momudtov tov Ilétpov Bhaotov, H Apyd kai
dMa morfjuaza, O&pdpdn 1921, 11.
¢ O, 97.
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Koloyvopeg 0mov dafeic o€ mapactékovv Béioeg

Kl OOV KOAGPELS T TAVIAL TIG LAYIOES OKAUPOVELC.
No un oxuayteic t1g papyeieg Zewpnveg kou v Kipkn
L0t TOL KOVTLYL TAVTAL 0G XTUTTOVV aGTPIloVTOS TO KO

210, TOPOTAVE® TOMUATO OAOKANPAOVETOL €VOG KUKAOG OVOpOPAS GTNV
apyovavtikn exotpateio. Kot oto tplo, mopvacoiotikng teyvotpomiog,
mompata apnyntg eivat o ldcovag. To TpdTo moinUa avarTOGGEL TO OEpHaTOL
TOV TEPMETELDIOVG Ta&S100, NG APIENG TV Apyovavtdv oty KoyAida kot
NG MPOCTADELNG EKEL YO TNV OTOKTNGT TOVL XPLCOUOALOVL SEPATOS MG TN
GTLYUN TG ouvavinong tov ldcova pe t Mndewo. Xto dedtepo moinpa o
apnynmg ldcovag, petd v andktnon Tov xpuodpaAlov dépatoc, TEpypd-
QEl, UE OPKETA VILOWVIKTIKO TPOMO, T0 TpdTo EykAnpa (adelpoktovia) g
Mndewg, TV €miong MEPMETEIDIN EMOTPOPY TOvg otV EAAGSa, Vv
gykatdAienymn g Mndewg omd Tov {310 Kat, TEAOG, TO VIWOAOITO EYKANUOTO
nov gkeivn diémpate yo vo tov exdiknOei (Solopovio g véag yuvaikag Tov
Iaoova TAadkng kot moudoktovio TV dV0 TOOOV TOL OTEKTNCE UE TOV
Iaoova). 1o Tpito moinpa, Tov OALOKANPOVEL TV VAPOPd GTNV OPYOVOLTIKY
EKOTPOTEI TPOTOTOIOVTAS TO (100E0, oVUPOVA pHe Tov pOBo, TEAOG TOV
Iacova kot g Apydg, o apnyntng ldcovog yoipetiler «tng TOAUNG TO
Kapaf, v Apyd, tng gvuyetol atehevtnro ta&idie Kol gVYETAL ETIONG OTO
TAMPOUG TOV («T0 TEANKAPLL GOL») Vo, £xEl, Tap’ OAOLG TOLG KIvdHVOUG,
TMOVTOTIVEG TTEPUTETELEG KoL KEPON avhAoya pe ekeiva TOv TPMTOL HVOUKOD
ta&d100 oty Kolyida. Kot 610 mpdTo Kot 6To Tpito moinpo. 1 HETATPOTN TG
KoAyidag tov apyaiov pobov oe «Koyhideg» delyver 011 0 apyaiog
TPOOPLGUOC TPOEKTEIVETAL GLUUPBOAIKA GTOV GTOYO TOV dMVEKDOV TOEODY TOV
véov ldoova kot Tov vEmv Apyovautdv.

To mompato Tov Blaotod mopovcidlovv evdopépov Oyt 1060 €mewdn
AVOQEPOLY 1] OTNXOVV TOAAD EMUEPOVS CLYKEKPLUEVO GTOLYElL TOL PHOOL
™G APYOVOUTIKNG EKOTPATEING, EVIOGOOVTAS TO GTN QOVEPH ONUOTIKIGTIKY
YA®GOIK aobnTiK Tov 7o, OAAG Kuplog emewdn TAUCIOVOLV, ©C
EL0OYMYIKE TOMUOTO TV TPLOV EVOTHTOV TOL Biffliov, Ta vmOAOIT Keipeva
™G GLAAOYNG Tov Apyd. TToAhd amd to. VWOAOTO TOMUATH UTOPOVV Vo,
YOPOKTNPLOTOOY TEPMYNTIKA, KaOMS Teptypdpovv Ta ta&idia tov Blactob ot
S1POPOVG TOTOVG Kol LAAMGTO OPKETOVG TOTOVG TG AVOTOANG. AvTd yivetan
Qavepd amd TOVG TITAOVG TOV EMTA VIOEVOTHTOV TOL TEPMUUPAVEL 1| TPAOTN
evotnTo oV PiAiov: «Attikdy, «Tng Povpeing kot tov Mopidy, «Tng I1oAng
kot tov DOpdykovy, «IIpofévioa war Itodio», «Prvog xar Tpapovvtavoyr,
«Kaopipt kot [Mevtamdtopo» kot «Tng Aciagy. Onwg pdlcto topatnpodpe

° O.r., 155.
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Kot pOvVo amd oG TITAOVG Ta TOMTIKA ToEidlo EEKIVOVV OO TO EMIKEVTPO TG
EM\ddag ko kataiyovv omnv Acia. ‘Etot dowmdv o momrig BAaotog, mov
apnyeitor ta tagido Tov, givarl vag vEog Kal akovpacTog ToSdDTNG Tov,
omwg o ldcovag, ocvveyiler pe ™ ok Tov mWoMTIK Apy®d TO TS TOL
poakpvov Tpoydvov tov. Ipopavmg yio va vrodeifel avty v mapaiiniia 1
avtn T ovvéyeln o molvta&depnévog BAaotoc enéheée va TITAOQOPTGEL TN
ouALoyH Tov Apyd. ™

To mporoyikd Kot GTitho 6ovéTo TG GLALOYNG Tov Xkinn KoAyides (1930)
oamoterel éva axoun edyAmtto Selypa momTIKOD  KEWWEVOL-GUUPOAKNG
avapopdg otov LHbo tv Apyovautdv:

Agv givon pua. .. moAAEg giv’ o1 Kodyideg!
Kot 6’ 6heg, o apyovadt, €vag ayépag

o’ éompmée avnovyiog, B’ wpoieg eEATideg
s Bavpelg To XpuoopoAio 1o Aépag.

Ma to Xpuoopoarro to Aépag, €ideg

OGS 68 KAULE YOVId ToOTNG TS ZPaipag

d¢ Bpiokeror. Kan Egvnriég, matpideg,

€ldec oKk1ég g glvar g Xipaipog.

Ma tay’ oo ta Tpv — Kabdg T0601 GAAOL, —
dev t6&epec avtd; Ki dpwg otryun

N yuy1n oov o¢ dioTace N Heydaan.

K ginec: — Akopa évog xapog T pragret! —
‘0,11 670 BabBog emobovoeg, un

ev frav Téya o tithog Tov Apyovadtn;t

Y& ovpepovio pe to mompata tov Maptlokn kat tov Blactov, kot o
Yxinng mpoekteivel tn povodikn Koiyida tov apyaiov pibov ctov kKaboAkod
TPooplopd Oyl evog oAAG dmepov Tadudy. X avtifeon, oume, pe o aiclo
TEAOG T®V TOUTIKOV TaEd1dvV Tov Moaptldkn kot Tov BAaotov, to ta&idt oto
moinua Tov Xkinn odnyel oTov «yapd». Avtd, OU®S, £IVOL KOl TO OVCLUOTIKO
onueio pe to omoio o Xximng tpomomolel Kot HEC® TNG TPOTOTOINGNG,

0 TIpBA. tig oxeticés kpioeig Tov Makopd yio ™ Apy, oe PEAETIE TOL VIO LOPQT| ETGTOMTG
mov angvfivetar otov Bhaotod: "ldcwvag, appdtoces to pudikd kopdPt yio tagidt atdoiunto
mpog TG ovelpevutég KoyAidec. Apadopid mepvodv  eumpdg  pOG  TO AOUTEPE GOV
ovelpogavtaopato pe to EEva KOAAN kot tor mopdéeve ovopato, tomol Kot {mypagleg g
Avatolig kot g Avong, Popilovég, peonpeptitikes, g Pdong kot g TExvng, Kt ovapesd
Tovg 10 abdpteto mhvta, ™ EALGSac, g Mdavvog yng, ovelpopdvtocpa, oo pelodio
omEPavVT Poyvepikn, OOV OVOCTEVOCUO TOV Omd Kopd o Kopd Kaver Aaytopiotd v’
OVOOTKOVOLVTOL T LopHapévia oTépva Tov Ta&deutn. Hpowd tagidl, pvompiov ayneiopo
Ko tepdtav npoonépacia (Etov Eppova tov momt g "Apydg")" (1905), Aravza, t. 6, 429-
438: 435).

1 s wmipng Skinne, Kodyidec, Houjuara (1928-1929), ABiva 1930, 5.
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mpoekteivel ocvpfolikd tov apyaio pdbo. AmevBuvopevog 1, kaAdTEpOQ,
SLoAEYOUEVOG LLE TOV OPYOVOLT TOV OTOKOAVTTEL, OTMG KAl GTOV CVOyVAOGTH,
0T1 0 okomdg Tov TaEd100 TS ApYdG dev ival TO XPLGOROALO dEPaG, EmEON
VT «OE KOpd yovid Toutng g Zeaipas / 0 Ppioketawy, aAld to id0 T0
ta&idl, N Sapkng avalntnon g XIHOPOG Kol 1 KATAKTNGT TOV TLUNTIKOVD
TITAOL TOV AUOVIOV TAEWEVTY, TOLV ApyovadTn.

e cvvaptnon pe ) GLUPOAKT ¥pNoN TG APYDS Kot TV Apyovoutdv,
£101 OTMG TN CLVAVTAGOUE 6TO Toltpate Tov Maptlmkr, Tov BAactoh Kot
tov Xkimn, vmevOopilo Ott oty mepiodo 1923-1927 ekdobnke otnv
Ale€dvdpeta Tng AyvmTov T0 EAANVOYAMGGO AOYOTEXVIKO TEPLOSIKO LE TOV
€0YAOTTO TiTho «Apyd».2 O tithog deiyvel OTL 1 GUVTAKTIKY OMAdH TOL
mePlodkoh To  avtidapPavotay ®g €va  mvevpatikd ToEidl Yoo VEEG
KATOKTAGEL TNS EAANVIKAG Aoyoteyviag kat kprrikhc. ™ Emiong, 8vo Sexaetieg
apyotepa, v mepiodo 1942-1943, ot ddpkela g Katoyne, exdodnkav
otov Ileipard to 12 cvvolkd Tedyn &vOC oKOUN VEOVIKOD AOYOTEXVIKOD
TEPLOSKOD LIE TOV TiTAO «Apyd».™

e oypo ypdvo, to 1931, Kot 6TV TPOTELELTOIN TOV TOMTIKY GLAAOYT,
Hepaouota xor  yoipetiopoi, o 10te gfdounvia evog etdv  Tlohapdg
ocvumeptéafe to moinpo «H povewny, 1o povadikd o6mov evromileTor puio
afloonueiotn oavagopd o€ otoyeio Tov pOBoOV TG  APYOVOVTIKNG
eKoTPOTEING:

‘0,11 6€106 Ko apyd

eevya paxpid... Kot va pe!
TTw 6 poPdpon eyd

kot Koptepd. ‘Ea, dpaye.
Tov épmta, 0d1Y0

670 J1Gf0 PoG KPATALLE.

Za va pog eépy’ n Apyd
GTO0 YpLOb dEPAG. ..

12 B\, mpoyetpo, Ay. Tkpékov — . Hamaxvpitong, "Apyd", Aeiké veosiinvudic loyoteyviac,
é.., 176.

BA. oyetikd T SHAOCN GTO TPOYPOUHATIKO ONUEI®UO TOV TPAOTOL TEVYXOVG: "AdTpPElS TOL
"Qpaiov Tov MeydAov kat Tov AAnOwvov", pa dpdia véor AdeEavtpvoi, EEKIVOVLE TPOG TOVG
dyvopovg mohovg g vépbeng Téxvng pe ™ eiodo&io vo fondicovpe pe v Omolo pog
SVvapn TV EVYEVIKIGL VEOEAANVIKY TPOGTAOELDL YioL TNV TVELHOTIKY Kot N0k} amoAdTpmon Kot
Witepa, v’ ovoifopev €vav kowovpo otabud edd omv AleEdvdpeio yioo v EAAnvuc
Swavomon kot to. EMinvikd ypappata" (Ay. T'kpékov — Zt. Tamakvpitong, "Apyod", Aeixo
VeoeAnVIKiiG Aoyoteyviog, 0.1.).

BA. oyetkd, AL, K. Mroveéa, Ta Aoyoteyvika mepiodika e Karoyns, Adva, Exdoce
YokoAn 2006, 315-324 kat, mpdyepa, Ay. Tkpékov, "Apyd", Aeliko veoeAlnvikig Loyoteyviog,
o.m., 176-177.
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Kape

O€ [0V EKCTOTIKT

GTLYUN, GTOV 0VPAVO oG
omov 1 Lon etvon pvbog
K’ €xel mvon Ko o Aifog,
VoL T [ LOVGIKT
umetdPeta T dverpd pog. ™

Av16 10 apretd acapéc moinpa tov Iolapd (to Tpdowno 6TO 0mMOi0 TO
TOMTIKO VTOKEILEVO TPOTPEMTIKA 1] KO TOPUKANTIKG OTOGTPEPETAL UEVEL
A0MA0) QOIVETOL VO TTEPLYPAPEL TNV OTOGEGLUEVGT] TOV TOUTIKOD VITOKEYWEVOL
amo T SeSUE TNG AOYIKNG Kat Tov @OPoL KoL TV Apeot) Tov va TopacvpOel
OTNV EPMTIKN €KOTOGCT KOl OTO OVEPO, XAPY OTN LOYIKN ETWEVEPYEWDL TG
HOVGIKNG oV, pdAota, opileton pe T pnt avagopd ce évav amd Tovg
Kopueaiovg cuvbéteg Tov popavticpol, tov MmetoPfev. H acdeeia tov
mompatog iowg opeidetar, d¢ éva Pabupd, otn GTYOLPYIKN ETAOYN TOL
GOVETOV, YPOUUEVOL oTovg ovAlafikd PBpayxels 1oppucodg  o&vtovovg
eEaovAhaPoug ko mapo&vtovove emntacOAlofove, emAoy mov el Tov
TMoAopd omv avaykn vo oviomokpifel TPpOTIGT®G OTIC KOTOGKEVOOTIKES
dvokorieg Tov Tompatog otafdeprig HOpPNS. MEGa GE AVTO TO GTIXOVPYIKA
TMEPLOPLOTIKO KOl VONUATIKE 0oapES TAAIG10, 1) 0VOSIKT KIVI|GT TOV TOMTIKOY
VTOKEWEVOD KOl TOV ATPOGIOPIGTON GUVTPOPOV TOV TPOG TOV KOVPOAVO» TOV
oveipov mapopordletar pe 1o pudikd Tagidt TG Apyds Kot TOL TANPOUATOG
MG TMPOG TO «YPLGO OEPOC», TOV OIKO TOVC EKGTUTIKO Kol OVELPIKO
TPOOPLGUO.

Towg pa Pacwkr vrobeon epyaciag Yo vo eEETACEL KAVEIG OTIG YEVIKEG
™G YPOUUES TNV TPOCANYN NG EAMNVIKIG OpyondTnNTaG Omd TN VEOTEPN
eMnvikn moinon eivar O6tL o oAdKANpo tov 190 audva ko péxpt tov
Mecomorepo mn apyodTNTe. oVTILETOMLOTOV HE SLUPOPOVS TPOTOVG TOL
mhvtog evoppoviloviav pe ta 1oybovie TOMTIOTIKE GTEPEOTLTO YOP® Ao
Tov apyoio eAAnvikd kocpo. ‘Etol ota mopadoctokd TomTikd Keilevo HE
O0épua v  opyovavtiky exkotpateic dev  ekdnidvetor M SMUOVPYIKA
apyoopadela, aAAd o téon enideitng g apyoopddelac, mov neplopileTan
o€ KOWOTVLTES 16TOPIKES 1 LB0AOYIKES apyanoeAAinvikég avapopés. Me dAla
AOY10, 1) TOGOTNTA KO 1] TPOPAVELD, AVTOV TMV OVAPOPDY JEV EMTPETOVY TNV

B Kwotig Mahapde, Aravra, T. 9, 319.

8 Mia axopm, péAlov cvpBatikh, avaeopd oto Kopdpt g Apy®S Kal oTov KuBepviTy TOL
Idoova vrdpyer oto moinua tov IMokapd "O dpvog g Abnvéac, A™ (1889), ot. 23-27,
gvtaypévn oto mhaicto g e&vupvnong g Bedg Abnvac: "Ecv otov Apyo dhvaun ¢uoedg vo
poactopéyn / to mhoio To TpeToTd&do Tov oyilovtag To KV / KAVEL 6TO Ad0VAMTO GTOLELD
tov avlponov agévtn. / Ech 10 vou @avépmoeg tov kdopov KuPepvitn / Ki amdvov otnv
TAateld otepld Ko oto Pabid merdyn." (Aravra, . 1, 188).
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0&10moiNon TOVG G AELITOVPYIKAOV GTOWEIMV TOL TOMTIKOV KEWEVOL 1| TNV
KPUTTIKY] VTOYEIMON TOVG GTO OWKEUEVIKO VTOGTPOUN TOV VEOTEPOL
TomTIKOV €pyov.

E&aipeon ota mopadociokd momtikd Keipeva pe OEua TNV apyovauTiKn
exotpateion amotedel To moinua Tov Ayyedov Zikehavos (1884-1951), «To
Tpayovdt Twv Apyovavtovy (1919). To moinua avtod, éxtaong 272 otiymv
givor 1o tpito pépog tov ovvletikod mowpotog To Ildoya twv EAMpvov.
Avapopéc otV Apyd Kol GTOVG Apyovou')rsg amovToOV kot o€ AAAa Tpia, Alyo
ToAaoTePO, moWpato Tov  Sikehavov,”  @otoco o «Tpayoddt Twv
Apyovantdvy Oyt LOvo avarticoel To DA TV APyovouT®V G £va. aKEPLO
TOINUO OYETIKA UEYOANG £€KTaong, OAAG kot pmopel vo Oewmpnbei 1
MEPLGGOTEPO GVUVOETN Kot QIAOS0EN amdmEpa TOPASOCIOKOD TOMTH Vo,
a&lomomoet Tov pobo TG APYOVOLTIKNAG EKGTPATEING 08 val KEILEVO TTOV ival
kaBopd kot Pobid apyoloyvemoTikd, OT®MG KOl TO UEYOAVTEPO WUEPOS TNG
okeMavikng moinong. Onwg avépepe o 810 0 XikeMovog T0 moiNpd Tov
eivon évog «pumTikog mepimhovoy, ® kabdg to ToEidt TV ApyovanTtdv, éva
Ta&idl yopdG Kol TVELHOTIKNG amOAdvoNG, Ogv Katalnyel movBevd Ko
ocvveyiletar odvia. Onwg £€de1&e 0 Avdpéag K. dviaktov, 6t0 moinua, Tov
AOY® TG peydAng éxtaomng Tov dev givar duvatd va mopatedel edm, Oyl pdvo
OVOTTUGGOVTOL HVBOAOYIKG BEUATH TNG APYOVOVTIKNG EKOTPATEINS, OTTMG M
KOTOOKELN, TG Apydc, M Voumfiynon tov TAOIOL Kol 1 TEPLYPUPT TOL
ta&d100, oAAG Kot annyodvtol, o€ Sidpopa onpeia, apyaieg mnyég Tov pvdov,
omwc ta Apyovavtikd, tov AmoAh®viov tov Podiov, M Bifliobikn tov
AnoIAOSmpov kot ot Eikdvee tov ddotpaton.” Emiong éxet evdiapépov n
GLOYETION QVTOV TOL Tompatog amnd tov PvlaxTod pe TNV EAMANVIKN
exotpateia oty Ovkpavia, to 1919, dtav 0 EAANVIKOG 6TPATOG GLUNETEIYE
on ovppoyikn enépfoon ot Poocia evavtiov tov proloefikwv.

O Pvioktod VTOOTAPIEE CLUTEPUCUOTIKE, TPOTEIVOVTOG It YEVIKN
gpunveio Tov mompatog «To Tpayovdt TV  Apyovoutdvy, OTL «Oot
Apyovavteg tov XikeAovoy eivar 1 eAAnvikn veoAaio, mov Eoppd yio va
mparyparomomoet ™ Meydhn I58a».” H Gmoym avth dvokoka vrootnpileton

Y TIpokerton yio o mowpata: "Nuqipia” (1903), pépog tov "Atotipa (omd ™ Svveidyon e
Tovaikag, 1916) ko pépog tov "@coyovia" (and ™ Zoveionon e IHiotng, 1917). Kot ta tpio
TOPATAvVE TowpoTe evroniotnkay kot e&etdlovrat and tov Avtpéa K. dviaktod, O uvbog kou
n Abpa. O apyoroelinvikog pvbos arov "Avpikéd Bio". Zvufoli oty pelétn twv anyov koi e
momrikic tov Ayyelov Zikeliovod, Abnva, Exdooeig Kaotaviwt 2003, 333-336. T T oxéon
™G moinong Tov ZIKEMOVOD YeVIKOTEPO pe TOV Ui NG apyovouTikhg ekotpoteiag, PA.
0AOKANPO TO KEPAALO "ApyovavTikh ekotpateia oto Pipiio Tov Pviaktov, d.7., 333-349.
BA. oyetd, dulaktov, d.x., 348.

1 B uhoaktoo, 6.7, 346-348.

%% BA. duhaktod, 6.z, 345-346.

2 dvraktov, d.7., 349.

=
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EMOPKMG OO OTOEIDL TOV {310V TOL TOWTIKOD KEWEVOL TOV ZIKEAAVOUL,
®WGTOCO MOPOVGLALEL EVOLAPEPOV EMEWN TPOKVTTEL Lo TOAD eVOPEPOVTA
avtifeon, av oKEPTOVUE OTL TO TPOTO HOVIEPVO EAANVIKO TOINWO OV
Eavomdvel Tov pobo NG apyovauTIKNAG ekoTpateiog eival to moinua tov
Topyov Zeeépn (1900-1971), «Mvbiotopnpa A’. Apyovavtegy (1935). H
avtifeon €yKeltal 6To YEYOVOG OTL TO TOINUA TOL ZEPEPN EVIACOETOL GTNV
momtikn ovvleon Mobiotopnua, | onoia onpotodotel o€ peydro Pabuo v
apetnplo TG EAMMVIKNG povtépvag moinong kot mapdAinia exepdler tov
komud g Popocdvng, e€artiog g Mikpooiatikng Kotootpoeng, tov
yeYovoTog mov onpove T ouvipPn g Meyding I6éag. Av, lowdv, To
TOINUO TOV ZIKEAMOVOD VTOOMAMVEL TNV OPUNTIKY €£OpUNCT] TNG EAANVIKTG
veolaiog, ekelvo Tov Ze@épm Somepvatal omd TV TKPO Yo TH SPOLUATIKA
EMOTPOPN M KOL TN GLVTPIPN TNG:

Kot yoyn
€l péAdel yvooeshot autiv
€15 yoymv
avtn PAentéov:
5 Tov EEVo kat Tov xBpo Tov gidape oTOV KOOPEPTN.
"Htove kald modid ot cuvtpdeot, o povalay
001 and TOV KAUATO 00TE 0o T diya 00TE Omd TNV TAYWVIA,
glyove T0 PEPGILLO TOV OEVIPOV KoL TOV KUUAT®V
OV OEYOVVTOL TOV AVELO Kot TN PBpoyn
10 SéyovvTan T VOYTO Kot ToV A0
YOpic v’ adAGlovv péca otV aAlayn.
"Htave kahd modid, pépec oAOKANpeS
dpwvav 6to Kovni pe yapmlopéva patio
avacaivovtag pe puduod
15 KOl TO aipo Tovug KOKKiviLe €va déppal LIOTAYUEVO.
Kdmote tpayobhdncav, pe youniopéva patio
OTAV TEPACULLE TO EPTLOVIGO LIE TIG OPOUTOCVKIEG
Katd ™ dvom, TEpa and Tov KaPfo TV GKOA®Y
nov yofyiCovv.
20  Eipéleryvooeohon avtiyv, Ereyov
€16 yuynv Prentéov, Ereyav
KOLL TOL KOVTLY, XTUTTOVGAY TO XPLGEPL TOV TEAAYOL
HECTA GTO NALOYEPLLAL.
[Mepdoape kafovg ToA0HS TOAAE VNio1d T Bddacoo
25 OV PEPVEL TNV GAAN BdAacoa, YAAPOLG KOt POKIES.
AVGTUYIGUEVES YUVOIKEG KATOTE e OAOAVYHOVS
KAOLyove To YOUEVO TOVG OO
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KL GAAEG aypiepéveg yopevay to MeyahéEavopo
Kot 86&eg Pubicuéve ota Badn g Aciogc.

30 Apdéape 67 akpoyloMEG YEULATES OPDUATA VOYTEPIVE
pe KelomdiopaTa TOVALDV, VEPE TOV APVOVE GTO YEPLOL
™ VAU oG LeyaAng evtuyiog.

Ma dev teherdvay ta Tagidia.
Ot youyég Toug £ytvay €va e To KOLTLYL KOl TOVG GKOPLLOVG

35 He T0 GoRopd TPOGMTO TNG TAMPTS
pe T aAAKL TOV TIHOVIOD
He TO vePO oV £omalE T LOPPT TOVG.

O1 GOVIPOPOL TEAEIMGAV LIE TN GEPA,
pe xouniopéve patio. Ta kovmid tovg

40 Selyvouv T0 PEPOC TOL KOLHOVVTOL 6T’ AKPOYLAAL.
Kaveig 8ev tovg Bopdrat. Aucarocvvn.?

To moinuo tov Xeeépn eivar éva Kelpevo mov cLVILALEL OPKETA Kot
Srpopetikd HETAED TOVG OPYUOYVOOTIKA OTOWElR, OvVIANUEVE Oomd TNV
ounpwn Odbaoeio. (o1. 40) g tov AAkifiaon tov MMidrtova (ot. 1-4 ko 20-
21) xon ) OpvAikn wotopio Tov MeyaréEavopov (ot. 28). Qotdco, avtd To
TOWKIAQ KO YOVEUEVOL GTO TOINUO GTOLKEID, GUVEVAOVOVTOL HEGO. OTTO TO KOWVO
vipe ™G Pabidg eAANVIKNG Todelog Kol KOTOANYOUV, LE TNV LTOVIKTIKY
avaopd TV oTiymv 39-40, 610 KEVIPIKO YO TN GEPEPIKN TOINGT TPOCGHOTO
tov EAmivopa, tov Tpaywod kot ddofov ovvipdépov Tov Odveciéa
(oxotdOnke amd otoynuo oto moAdtt tng Kipkng), mov petapépeton
TOAAOTAOGLOOUEVOS GTNV OUAdN TOV GUVIPOPOV TOVL, TMV APYyovouTdv.
Mdiota avtoi ot cOvipo@ol-Apyovodteg Tagldebovy GTOV YPOVO NG
eEMIVIKNG oTopiag Kot Lmvtavehovy 610 16ToPIKd TapdV TOL TOMTY, OTMG
eaivetar €xdnio Wiog otovg ot. 24-32, o6T0VG OMOIOVG TO TOMTIKO
VTOKEIEVO LG 6TO TPMTO TANOVVTIKO TPOc®OTO. METAPEPUEVOL GTO TTOPOV,
AMya poMg ypovie petd 1o Plopa g Mipaciatikig Kotaotpoeng, ot
Elmvopeg-Apyovavteg yivoviol vmotoktikol Kot avaicOntor, «OAot Tovg
EAmivopeo», omog ypager o Edmund Keeley.® O Keeley, cuykekpéva,
delyvel mOg o EAmqveop, 1 KEVIPIKY avTINPOIKA HOPPT TOL TOMUATOGC,
LETAPEPETAL GTOV GVYYPOVO KOGHO, LEGH TV APYOVOLT®V, Yl v TPoPANOel
N avtifeon avapecso 6to Tparykd mapdv Kot 1o Evoo&o maperdov: «H Edhenyn
avdpeiog kot gveuiog otov EAmfvopa, yivovior 1 vroTOKTIKOTNTO KoLl M)
avorsOnoio Tov cuyypovov KOGHOV, oL €0® cupBoAileTol pe TO pATOLO
taidl evog mAnpmpotog onpepvmv Apyovauta@v. [...] Ot "cvvipopotl” mov

2 wpyog Zepépng, Homjpora, ABMva, Tkapog 1981%, 46-47.
B Eyr, Kniv, Mdbog kar pwviy oty abyypovn elinvikn woinon, Metdepoon . Toakvide, Abnva,
Ztypn 1987, 103.
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mTePLYPAPovToL €06 TPOPAALOVY TN HETPLOTNTA TOV TAPOVTOG €V AVTIOESEL e
TNV 0pYOVTIA TOV TopeABOVTOC, iV aPYOVTLE LITOSNAOVUEVT] GTOV VIOVLYUO
tov  Apyovovtov:  Eovaloviovedoviog oTov  GOyypovo KOGHOo, gival
VTOTOKTIKOL, AGTOVOLAOL, avarAoimwTol, pnyol, 6ol tovg EAmnvopeg: evd ot
a0l Apyovanteg floav npowol péypt amobemoews. [...] H aAlayn tovg
tovileTon aKkOUn TEPIGCOTEPO UE TNV OVOPOPA GTOV MeYarEEAvVTpo Kot G
"00Eec Pubicpéves ota Pabn g Aociag”, mavdapyoleg 80&ec YOUEVEG
avemavopBwta, Kl 01000 avalnTOVNEVES On’ OVTEG TIS WYUYEG TOL
onatadidnKkay o° éva ToEISL xopic Terepor.? 10 TEA0C TV TOMHATOC, O
Apyovavteg, apot £6deyav odloxAnpn ™ Lmn TOLg GTOV OydVa EVOG LATOLOV
ta&18100, KaToAnyovy, Omwe akpimg o apyaiog EAmiveop aAidd kot TAn00g
"EAMVveg oTpatidTeg TG UKPAGLOTIKNG EKOTPATELNS, OOLIUEVOL GTO AKPOYLAAL
Yopig kaveig va Tovg Bopdtar.

Av kot 10 «Mvbotdopnua A" Apyovadtec» aviKel otV Katnyopio T@v
TOAVGYOMAGHEVOY amd TNV KPLTIKY GEQEPIKDY TOMmuUdtv, ival évo amd
eKeival To TOMUATA TOV Yo To OToid 0, PEWWOAOG GE OVTOGYOAO, XEPEPNG
otafnke 1dlaitepa  €0yAwTTOoC. XvyKeEKPEVA, ©TO0 dokipd Tov «Mia
oknvobBesia yo v "KixyAn"», ypoppévo vd popen emetorng otov idpyo
Kotoipmodn, o Zepépng ékove o ovadpopun OTIS EUPAVIGELS TOL
«opoytnpoy (Tomtikov Tpocwneiov) tov EAnivopa ce mompatd tov mpwv
amo v «KiyAn» xon otdbnke Wwitepa 6o «Mubiotopnua A’ Apyovodtecy,
amocapnviCovtag TN oOY£0T OVAUEGOH GTOV OMOCIOTANUEVO OTO TOiNpo
EAmvopa ko Toug cuvtpdpovg tov Apyovavtes: «Xto Movbiotopnua, ot
"Apyovavteg”, vrotaypévol kot clowmnioi, [givar EAnnvopeg] to id10 ywpig
apeiporio- [...] Kot elvar cwotd va unv tovg Bvpdtor kaveic: dev givon
npweg, eivar EAmfvopes. Towg potosic yoti ypdpw pe ovpmddero yU
avtovs. Ma yuoti ot dvBpmotl Tov aviKovy 6”7 ot TV Katnyopia, ovaueca
oTOVG NPWES (OUNPIKn €vvola, Oxl, Yo 6vopo Tov 0oV, Kaplaiiikn) Kot
610VG Bgpoiteg, eivar ol o cvumadnticoil. Akoun Kot o ounpikds Odvecéac,
otav PAénet Tov EAmivopo TpdTov avapesa 6Toug vekpos, TOV AVTAToL Kot
doxpOlel. Ag Aéw: oayamnroi M afobadpactor Aéw:  coumabntikoi,
atoOnpoticol, pécot, Kot cnam?muévot».zs Avdloya avimpoikég ivar 1060
o poptupio yor £vo EVIEAEL AYVOOTO TOTNUA TOV XeQEPT UE TITAO «APYDdY,
EVTAYUEVO GE ULOL GELPE TOUUATOV TOV HE TITAOVG ovoOpaTa Kapapio, 0G0 Kot

2 Kfv, 6.7., 102-103.

B T@pyog Sepépng, dokuée. Astrepoc téuog (1948-1971), dihoroywcy empéhera I. I1. apBidng,
Abvva, Tkapog 1984°, 30-56: 38-39. To Sokipo "Mia oknvodesio yio mv "Kin™ ypéemxe
10 1949 kot TPOTOINHOGIELTNKE GTNV TANPN Hoper Tov T0 1974 G6TO0 devtepo TOHO TOV
Aoxiuwv.
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plo GAAN, vrOWIKTIK pvein Tov otV Apy® Kot Tovg Apyovodtec,
eVTOmIGUEVT] 0€ GALO Toinpa Tov Mvbigrophiatog.

Qo1600, Tov Noéuppro tov 1948, dekatpio ypovia VGTEPA OO TOVG
«Apyovavtegy tov Mvbigropiuatog, 0 ZePEPNG KOTEYPAYE GTO MUEPOAIYLO
TOV, YOPIG OUMG VO TO GLUTEPIAAPEL TOTE Gg TomTKO PiffAlo TOV, éva moinpo
1M, akpiéotepa, Evo momTiko oyediacpa te Titho «(Apym)»:

Ta mopapddio pov to *paba oto kapdfio
Oyt amod TaEWIDTEG UNTE amd BoAAcGTIVONG
UATE o’ TOVG GALOVE TTOL TPOGUEVOLV GTA LOVPEYLOL
Yo TAvTo EEUTOPKOL WAYVOVTAS TIG TOETES TOVG Y1l TGLYAPO.
5 TIpéowna kapafidv katowovv ™ (o pov:
Ao kortalovv W €va pdti cav tov Kokiomo
axivnta 6Tov TELGYOL ToV KaBpEPTn
GALaL £(OVV TO PEPGLUO TOV PEPUNYKO KL AAAL TNG TETOAOVOOG
Ao TpoywpPovV Gav vvoPdteg, Emkivouvo
10 Kl GALQ TOL THPE 0 VTTVOS TOL PuBov
Ebho oroVid Kapafomava Kt aAVGISES.
210 dpocepd omTaKL TOL TEPPOALOD
Kato or’ T1¢ yaliec Kot Toug EVKAAVTTOVG
KOVTA GTO GKOVPLOGUEVOV OVELOLVAO
15 KOVTA otV Kitpvn de€opevi 1 éva ypuodyapo Hovayo
670 0p0oceEPO GIITAKL TOV POPLLE Avyopid
Bprka éva pmovcovia KopaPicto
oVTOC oL SEIEE TOVC AyYEAOVS TOV Kapdv.”’
ZT0V YpOVO NG YPUENS TOL TOMUATOG, To 1948, o1 gumeipieg Tov Xepépn
OO TPOYUOATIKG KopaPia, cuVOEdEUEVA E APVTITIKA 1) Kot odvvnpd Propata,
dev agpopovcav T pdvo ota mhoio s Mkpaotatikig Kataotpoeng, oAld

% YUYKEKPYEVE, GE EMGTOAN TPOG TOV 6TeVO Oiko tov meloypdpo INdpyo @eotokd, otig 13
Tavovapiov 1932, o XZepépng, pe aopun TV ovoQOpd TOL GTO TPATO KoLl TOAD YVOOTO
pobotopnpo tov Beotokd, Apym, Tov ToTE eToaoOTAV (TO TPMOTO PEPOG ekdOONKE TO 1933),
ypaget: "To mepiepyo eivar mov amnd TOV TEPAGHEVO PNVa £l KL €Y® 0TOL OKOPE pia Gelpd
momuatov pe ovopota kapapiov! votkd, o and Tig povadeg Tov oTOAOL AeydTave Kt oTH
"Apy®d". Ymapyoov oinibewr odddkoteg cvpmtdoelg peta&d poc" (Mdpyog Ogotokds &
Tdpyog Tepépng, AAAnloypagio (1930-1966), Ooroywr empéreto T I1 ZafBidng, AdMva,
Epung 1981, 70). Ze onueiowon tov o ZoafPidng pag minpopopet oyetikd: "H cepd avth tov
momuatov, 6co Epw, dev mpayparonomOnke" (d.7., 209). Eniong, oto moinpa "Mubictopnpa
I", otovg otixovg 12-13, "O to6mog pog eivar khewotdg. Tov wheivovv / ot dvo podpeg
Souninyadec" (lowmjuaza, o.m., 55), o Zepépng onueldvel O6TL avTol Ol OTiXOL YPAPTNKAV
"oOupova pe v evyn ™mc Mndewg" otovg otiyovg 1-2 g Mideiag tov Evpunidn. H
onueimon deiyvel 0TL 0 Zeépng yvaple OO KOAQ, Om®G givar avtovomto, TV TEPiPNUN
Tpaydia.

I T@pyog Sepépng, Mépec E” 1 Tevépn 1945 — 19 Arpidn 1951, ABiva, Trapog 19772, 127-128.
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kot og ekeiva tov Agvtépov IMaykoopiov TloAépov (ta mhoio g
vroypemTiknG e€opilag and v EAAGda Kot g emoTpogng otnyv moTpida),
omw¢ ko o gkeivo g «KiyAng», Tov fubicpévov kapafiov otov I1opo, xapn
GTO OmOi0 0 XePEPNG £YPOWE TO OUMVLLO TOINUE ToV, éva amd Ta. WPLUOTEPQ
Kot KoAvTEPQ Epya TOL. Tomg EMEWDN Ol EUTEPIES TOV TPOYUATIKOV KOPOPLDV
NTav o 1060 WYLPEG ot LN Tov, To ToNUE PEPEL TOV AVUPEPOUEVO GTOV
pobo g apyovavtikig ekotpoteiag TitAo, OAAL OTO €0MTEPIKO TOV Ogv
Swxpivovtor dAlo puBoAoyikd M apyooyvemotikd iyvrn. Metd v mpot
&vOTNTO TOL TOMNOTOG (0T. 1-11), OOV TTEPLYPAPETAL 1] GYEGT TOV TOWTNH UE
kapdpe mov etvor cav Cwvtavé mAdopoto, otn dgdTEPN EVOTNTO TOL
mompotog (ot. 12-18) meprypdpovtor avopuvicelg amd Ty Toudikn nAkio Tov
TOMT KO, TO GUYKEKPLUEVE, OO TIG EVTVYIOUEVES KOl OEEYOUOTEG OTIYLES
mov {ovoe Kabe Kolokaipl 6TO OTiTL TNG YlOyLdG TOL 6T TapdAta TG Mikpdg
Aciag (Zxdia Bouprdv). Ot avopvioels outés, 610 TEAOG TOL TOU|LOTOG,
gotidloviar oe évov  «kopaficlo pmovcovAoy, o vauTtiky  mo&ida.
Ad1yevoTOG LAPTLPAG OTL OVTH 1) AVAUVIIOT] GUVOEETAL IE TIG KOAOKALPLVES
Srokomég TG ToUSIKNG TOL NAKiag givat 6Tt 1 vowTikn mué&ida avapépeTal 6To
NUEPOADOYLO TOV XePEPT KO, CUYKEKPIUEVE, GTNV TEPLYPAPN] TNG EMIOKEYNG
7ov 0 oG éxave to 1950, yio mpmdTN Ko TEAELTAIO POPA VoTEP OId TOL
TOdICG TOL YPOVIL, GTO GTTL TNG YOy1iS Tov 611 Tkdho.”® Kataypdgovtog
HE GLYKIVNTIKO TPOTO ot TNV EUmelpio 6To Muepordyd tov, v Kuplakn 2
IovAiov 1950, o Zepépng, avapeca oe mOAAG GAla, Bvpdtar: «Ekel, modd
KOG, €lyo 6el TPOT Hov opd o kapafiota moéido, amopewvdpt amd Evol
WOTIOEOPO MOV €lye KAmMOTE 0 MOMMOVS HOL. ALTO TO VOVTIKO GUVEPYO
00KOVOE TAV® OV Lo LooTnplddn EAEN, oo va ftav épyavo aiynueiog. To
TEPLEPYAOTNKO TOGO EMOVA TTOV, TEAOG, £ixe o Stoadhvbei».” LTov TehevTtaio
GTiY0 TOV TOUUOTOG O «AyyEAOL TV Koup®dvy» gival ta onpddia tov taéidod
m¢ avBpodmivng Long péoa 6Tov Ypdvo. Zuvdvdlovtag ta Tapandve ctotyeia,
avtilopPfavopacte yati To Toinpe TITAOQOPEITAL He TO OVOUN TOV pVBKoD
Kopafov tov Idcova kot T@v Apyovavtdv. To ypvodpoiro dépag g
nmopadeiolng madikng nAikiog tov Xeeépn Eueve mOow oTn XZkOA0 NG
Zuovpvng, optoTikd yapévo otnv evilikn o1 tov, otrypotiopévny and v
eunepio Kopafdv mov «mpe o Hmvog Tov Pubovy, odnynuévov ot
KOTOGTPOP].

Me agopun to moinpo tov Zepépn «Mubotopnua A, Apyovadtecy
UTOPOVUE VO TOPOUTNPNOOVUE OTL LE TOVG GNUAVIIKOTEPOLS TOMTES TNG
vevidg Tov 1930 onueiddnke o kaiplo aAloynq otov TpOTO pE TOV OMOio
Bswpeitor momtikd 1 eAMnvikny apyordotnto. H aAlayn agopd 1660 o1

22 BA. Segépne, Mépec E” 1 T'evépn 1945 — 19 Ampisn 1951, 6.7., 198-202.
O.m., 201.
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dwpoponoinen omd TOV TOAOOTEPO TPOTO TOMTIKNAG TPOGANYNG NG
apyodTToG, OG0 Kol GTO YeYovog OTL O VEOG TPOMOC TPOGANYNG TNG
OTOKALVEL OO TOL TOATIGTIKG GTEPEOTLTOL Y10 TOV APYOI0 EAANVIKO TOMTIGHO.
Avtd cuvEPM, petald GAAmV, emEdN Ol TPOTOL TPOGANYNG TNG OPYOLOTNTOG
VIOYOPEHTNKAV OTO TO TWOWKIAQ onthpote a&lomoineng Tov AOYOTEXVIKOV
mopeAdovTog ta omola kKaAAepynOnkav amd Tig SbPopes EKPPACELS TOL
EVPOTOIKOD  HOVTIEPVIGTIKOD  KWWNHOTOG, €lte 1 ékepacn mNtov o
ayYAooaEovViKOG LOVIEPVIGUOG, GTN YPOLLLUT TOL oTtoiov Kivinke o Zepépng,
glte 0 YOAAMKOG VIEPPEAMG OGS, TIG PACIKEG 0PYEG TOV OTOIOL AGTAGTIKAY Ol
Epnepikog, Eyyovomoviog kot KédAag.

To moinuo Tov Zepépn «Mvbiotopnuo A’ Apyovadtec» gival o Tp®TO
H0G GEPAG LOVIEPVIGTIKMV 1) LETOUOVIEPVIOTIKOV TOMTIKOV ENEEEPYUCIOV
oV pOBov g apyovavTikng ekotpateiog. Ohec oxedov avtéc ot emelepyacieg
Baoifovtar oe pio Swdoykr| oyéon pHe TV apyodtnTa 1 omoia, OMWOS TO
UEYUADTEPO HEPOG NG EAMNVIKNG apyondBeung moinong tov 2000 oidva,
vrepPaivel T ocvvnOicpévn, and tov 190 cdva péypt tig apyés tov 2000
aLdVa, TPUKTIKY EVOS OPYOLOYVAOCTIKOD TEPLEYOUEVOL TTOV evappoviletor [
Tov apyaio pobo Kol TG apyoiEg KOl VEOTEPES AOYOTEXVIKEG TPOYUUTDGELG
tov: avtifeta, N oxéon avty Paciletor Oxt pOVo 6NV omOKAIGN Omd TO
Baowud mepieydpevo tov apyaiov pHOov, dAAG KoL GTNV AVOCKELT 1| KoL TNV
avatpont tov. 'Etol oty nepintmon tov vedtepov Tompdtov pe 0éua my
OPYOVOTIKY] EKOTPUTEICL, 1) AVOTPOTH TOL POBOV £YKELTAL OTNV EKTTOOT TOVL
GLpPoAKoD VOUATOS TOV: Ot NP®ES TOL audviov Tald100 kot ot aieg Tov
AVTITPOCOTEDOVY OYL LOVO OEV VIIAPYOVV TAEOV, OAAG £XOVV AVTIKATAGTAOET
pe dépopa cVYYPOVA EVTEAT GTOLYELD KOl KATAGTAGELS.

Yy mepintoon Tov moMpatog tov Aviovn Awpuadn (yevviOnke to
1936), «Apyd» (1971), n momtikn enegepyacio Tov poHBov cuyypoviletat, yio
GAAM poe @opd, UE TNV 1OTOPIKT GLYKLPlOL TNG €mOYNG Katd tnv omoia
YPAQTNKE TO Toinua, TN dktatopic TV cvvtaypotopy®v. To moinua tov
Aopddn eivar  éva TPOYPOUUATIKE  OVTIOIKTATOPIKO  GOVOEUO OV
avantuecetal o€ 30 pépn kot oto TéAog Tov Qépel v €vdeln: «Ilopiot,
1971».%° Kpivovtag amd v entypagn mov EpeL To moinua, ntypaen Omov o
AVOyVOGTNG TANPOPOPEITOL TOV PaCGIKO TUPNVE TOL OO0V TNG OPYOVOVTIKNG
Exotpateiog (yioo mowo Adyo o Idcwv mpdkerton va maer otnv Koryida kon
mowol givar ot Apyovadteg), KabdG Kol TO TEPEYOUEVO TOL TOULOTOG,
pumopolpe vo. ewdoovpe Paoye 6t 0 TITAOG, KAODS aVIOVOKAL OTIG
KOW®MVIKOTOMTIKEG GUVONKEG TNG EMOYNG GTNV OToio YPAPTNKE TO TOiNnpa,
Aertovpyel ovpPorkd: Omwe to Tagidt TNG CPYOVAVTIKNG eKOTpaTEiNG MTOV
o TOAD peyOAn mepmETela, amd avaloyn TEPUETELN SIEPYETAL O EAANVIKOG

% B Avtovng Awpiédng, oinon 1958-1978, ABiva, Exd6oeig Mmovkovpévn 1979, 49-89.
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A00GT ®oTOc0, Top’ OAEG TIS SOKILAGIEG, avuth N Tepuételn, Oa €xel aiclo
téhog. ITo cvykekpyéva, 1o ouvlepa tov Awpladn, mov ce peydro PBabuod
Bopilet ta ovvbeticd mromparta Tov I'avvn Pitoov, givar éva oxnvikd moinua
OTOV VoG VEOG AvOpag, EAANVIKNG KATAY®YNS, 0T OIPKELD PLOG VOYTOG MAG
o€ Lo VEQ, TNV OYORMUEVY TOV, TEPLYPAPOVTAG TNG TNV Kotdotaon g
TaTpidog Tov. AVOUEYVOOVTOS PEAAICTIKG Kot 0AANYOpiKd ototxein, Kabdg
KOl TOPOOTAGEIS TOV GUYYPOVOD KOWMOVIKOTOATIKOV TOPOVIOSG WE TOAAEC
OVOUVIACELG NG EAAMNVIKNG apyodtntas, o Awpiddng ovvébece Eva
apeioPnnoloko Toinpo Kotoyyehiog Tov mapdvtog oAd Kot EATISOC Yo va
KkaAOTEPO avplo. [Iépa amd Tov TiTAO TOV, GTO E0MTEPIKO TOV TO TOINUO dEV
£xel ava@opéG 6Tov PHBO NG 0PYOVOVTIKNG EKOTPATEING, (OTOGO £VO OO TO
tehevtaio, emAOYIKA mompata anocapnvilel akpiBmg T oyéon Tov TitAov
oV GLVOENATOC pE TO TEPLEXOEVO Tov. TTpdKettar yia to moinpua XXVIII:

Q, ayamnpévn,

€lpot 1660 EVTLYIGHEVOG IOV LOPAGTI|KOLLE TN VOYTO OTOWE
ooV £vo KOUUATL YOuL, 6oV £V, ToLYApo,

oo e Tpdén Kowng Avtiotaong

GTOV KOWo pag £x0po.

TV avtd 6ov piknoa pe 160 Tahog amdye yio ToHTN T YOPL
OV €lval KoL YMPO. GOV, APOV [LOG EVOVEL

Kkown pag matpido: 1 EAevdepia.

Opkicov Aowdv, dnmg OXot 6€ ToHTO TO TAOIO

TOV odVio 0pko oto 6vopa tov [Ipdtov

Kot Yréptatov XpEovg Log:

Tov Ayova.

210 moinuo Tov Awpiddn, Aomdv, n Apy®d yivetar 1o TaykOGHIO TAOIO TOV
KOOV aydva OA®V TV AadV Yo TV glevbepia Tovg.

Me v eéAMinvik) Toinon mov YPAPTNKE OTO PETOTOAEMKA YPOVIO KoL
pEXPL oNpepo O JBAOYOG WUE TO  OPYOLOEAAVIKO  YPOULLOTELONKO KoL
AoyoteyvIKO mopeAdOV yvdpioe peydin veeon. Ou attieg eival ToAAEG, TOGO
EVOOAOYOTEXVIKEG, OCO KOl YEVIKOTEPO, TVELUOTIKEG KOl  KOWMVIKEG.
TTepropifopon va veevbopicom pio, mbavov TpOTOPYIKN artio, STLTOVOVTAS
™y pe éva pnTopikd epotpa. Ildg vo pAnocelg yoo Toug apyaiovg kot e
Tovg opyaiovg petd amd tov Agbtepo IMaykdopo Tolepo, pe kopiapyo to
aloOnpo g petamolepkdTTog, T0 aictnua dnAadn 6Tt ot a&ileg endve oTig
omoieg otnpiydnke o Avtikog IMoltiopog anodeiybnkav midves; O didhoyog
T éov TV cvyypoveov EAMveov momtodv pe tov apyoio kocuo dev pmopet

% Awpiédng, 6.7, 86.
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mopd vo, SEPYETAL TNV OVOYVOPLOTIK 000 TNG GOPKOGTIKNG 1 Kot
OVTOGOPKACTIKNG EPOVEING.

Y10 momrikd Keipeva, Aowmdv, mov okoilovBovv cuvvavtovpe kabapd
EPOVIKEG AVOTPOTES TOV POOOV, AVOTPOTES TOV VIOGEIKVOOLV TNV EKTTMON
tov. To mpdTO OYETIKO TapAdelypo givor To moinua Tov ZAayov ZiopAEKN
(yevviOnke 1o 1954), «O BpiapPog tov komniotmv» (1982):

Ot opaieg pépeg mpalovy 6mmg To PIALE 6TIC PUAA®GIES.
Ta&idwo nynpd

OVAUESO GE GTAANKTITEG KOl GE VOOLYOUg

KOVTELOLV TMPU VO TELELDOGOLV.

Aaxpolovv ot emiPdreg Tng Tpmng 0écemc.

KopaPro mviyovon

oALG péca ot yevikn Bolovpa

o ldomv Tavrpevet pe To £To1 BEA® TOVG VOTES TOV.

210 moinpa TOL ZIUPAEKT), TOUTH EXNPEAGUEVOD OO TNV VIEPPENAICTIKN
TopAdooTn Kol, CLVERMG, OmO TNV EYYEVH] OTO VTEPPECAMOTIKG Kelpeva
€lpOVELD, 1 ovVaTPOTH TOV apyaiov LHbov Eykertar Katapyds 6To Ad0Eo TEAOG
o0V 10l TV Apyovautmv: o€ €poVviK) avtifeon pe Tov TitAo, 6mov
yivetar Adyoc yuw «Opiappo TOV KOINAOTOV», TOV TPOPOVAOG Eivol Ot
Apyovavteg, 610 E0MTEPIKO TOL TOWATOG TO «Ta&idto Nynpd. .. KOVIELOLY
VO TEAELOGOVY» KOl T «KOPAPLa tviyoviow. AAAG 1 avotpony] Tov apyoiov
HOBOL KOPLPAOVETAL LE TNV TEAKT EVEPYELL TOV EMKEPUANG TOV APYOVALTDOV
Idcova mov «mavipevel pe to0 €10l OEA® TOVC VANTEG TOVY, HETUTPETOVTOG
Tovg o¢ ovuPartikd tpdcona. O apyaiog pHOog, Aomdv, ekminTel «uéca oTn
vevikn Bohobpar, kabdG 0 1Epdc 6KomAC TOV Ta&3100 Kot 01 NPOIKEG TPAEELG
TOV KOTNAATOV-(0PY0)VOUTOV Oyl aTADS SV UVILOVEDOVTOL KOV AAGL, OTMG
EMTPENEL VO EIKAGOVLE TO TTOINLLOL, EYOVV OPIGTIKE TELELDGEL.

To ¥apaKTNPIETIKOTEPO TUPASELYLA TG TAONG TOV VEOTEP®OV TOMNTAOV YL0,
OVTOGAPKACTIKT Ep®VELQ, [ Oepoticd enikevpo Tov uobo g apyovanTiking
exotpateiag, elvar 1o moinpa tov Tdvvn Tlotidn (yevwnOnke to 1947)
«Apyo» (1989):

Ta éva maxéto torydpo

M pripa o andyevpa £ an’ tov Opyopevo
Mia okovicpévn dvon avapeoa o€ 600 TOOALY
Ba kéveo 6,11 pov {ntnoelg Avayvaoo

Povutiva ot ZupmAnyddeg ki ot Zeiprveg

O Oppéag éva GKVALOIKO eV TEPIMYEL

%2 Zéyoc SwagAékng, O Bpiopfoc twv kwmniordyv, ABRva, Aiokog 1982, 55.
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H Zx0Aha ko Xapovpon pio TAnén

Kt o IToAvdevkng cuvoikiokn oxoin kopdte

Mobvo pa kovpaon 0nmg kébe epyaldpevog

[Mov avaympel TpdTn Kon dexomévte an’ v KoyAida

Tov Xpvooudilov Aéparog xaidebovtag WKPE ovopvnoTIKd
Oa glpon ekel Tov P donoeg v tehevtaio Popa
IIpocwpvd KotdKkomo avapesa 6€ Vo aKOUT AOAOVG
KoBdc avapeca ota Emumia piog HeTaxopong mov ehivet
E&apovpévng g KapékAag Gov Tov PLGIKA

Koveic mAéov dev kivduvevels va oty Tapet

‘Onwg ol av Bupdoeor gofrdnkec okl

Otav anpdokAnto pe gideg Eapvikd va praive 6to caAdvi
Exdwntrg

Me powpiopévo BAéupa povosavdakog adfmg.

210 moinpo tov [Hotidn o apnynTg etval o momng Tov anevBvveTal GTOV
avOyVAOTN TOV, OHOAOYAVTOG TOV OTL mapadidetar oplotikd otig Subéoelg
TOV avoyveooeTikod kowvov. OAa ta ctoryeios Tov pvbov NG apyovauTIKAG
eKoTpaTEiRG, OVAUESA TOVG kot oplopévol Pacikol Apyovavteg, OT®S O
Oppéag, o TTolvdedkng kot o id1og o Idcwv, ™ ewvn Tov omoiov VITodHETAL O
apnYNTG, OTMG PAIVETOL GTOVG TEAEVTAIOVG GTiYOVG TOV TOUUOTOG, £XOVV
A0V YOGEL TO MPOIKO TVEDUO TOVG, KAOMG HETAPEPOVTIOL GTN GVOYYPOVN
EAMVIKT KATACTOOT, KATAGTACT TOV GNUATOS0TOVV amd TN LLd 1) TOVPIOTIKN
avantuén kot omd v GAAN N MO Ekmtwor 1060 Tov ToTH OGO Kol TOL
avayvoot. [dimg o Poaoikdg npwag tov pobov, o ldocwv, npocwneio Tov
TOMTA-0PNYNTY, EXEL KATAVTAGEL £VOG GANTNG TOL EYEL TAWEL TILOL VO OTTEIAEL
tov Bactud ITekia, tov avayvaootn tov. To moinua tov [Totidn cuyypovileton
LLE T YEVIKOTEPT TAON TV GVYYpovev EAMvev tomtdv Yo aropvbonoinon
oV apyaiov pobov, €16l OT®G M TAON AVTY POIVETOL OO TO TEPLGCOTEPQ
apyoudOepo 1 apyodpvda Tompatd Toug, 0ALG cuvapa Statnpel o Lakpvn
GULYYEVELD L€ TO TTOINHOL TOL ZEPEPT] Y10 TOVG ApyovadTtes, Kabmg kat ota S0
TOULLOLTOL 1) CVOTPOT TOVL apyaiov pobov €xel mg otdyo TG va vrodeifel v
£KTTMOOT TOV TOPOVTOG.

To polg tpiotyro moinpa tov Iavov Kvmapicon (yevviOnke to 1945),
«Xpéogy (1992) gvéyer emiong tnv avatpon| Tov apyaiov podov:

B Ao ™ ovAroyn tov Ilatiin Ipapéws kdromwrpov, 1989. Iapamnéunm ot GLYKEVIPOTIKY
£kdoon 1ov mompdtov tov Tdvvn Motidn, Talidie oty idia wéin [Hojuaza 1970-1990],
ABnva, Yyuov/Bria 1993, 213. To moinna @épet oto t€hog Tov ™V €vderdn: "Kalokaipt
1989".
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Topa npénet va oto yopicw
TO XPLGOUOALO GEPOC
TEPVOVTAC TEAL TIG cvumAny6dec.

[péxerton ywor éva mpoeovdg ep@TIKG TOINLO, OOV TO TOMTIKO VIOKELEVO
maipvel T Qv Tov [acova Kot amosTPEPETOL TTPOG TO GALO TPOGMTO TNG EPWTIKNG
GYEOTG, Y10 VO EKPPACEL, LE TO VAKO TOL POBov, T0 HOAAOV TpO KOTOGTOAOYLLOL
™mg oxéomnge. O o1d)0G emtedybnKe, TO YPLGOUOALO SEPUG KOTAKTNONKE, TOPO OU®G
MPOe N GTIYUN TOL YPEOLG — KL EOM EYKELTOL 1] AVOTPOTTH TOL HOOL: TO YPLSOUOAND
SEpOG TPEMEL VOL EMOTPAPEL GTOV APYIKO TOL KATOYO Kot TO TTOUTIKO VIOKEIEVO G
oo 10 Ta&idt TG avtamddoong Oa StoTpéEet TG 1310V KIVEOVOUS e EKEIVOVG TOV
o010V TG KOTAKTNONG.

H avaxinon otoyeimv tov pobov NG OPYOVOLTIKAG EKGTPATELNG
evromileTal Kol 68 APKETA TOW LT TV TELELTAIOV dEKa TEPITOV YpOVOV, TO
omoiol Op®G dev Oa GYoAacTODY €3G Y100 Adyoug otkovopiag g perémg.* To
tehevtaio mopadeypa, Aowmdv, kpidnke oxodmpo vo givor pa oAGKANp”M
TOMTIKN GLAAOYY| TOL PEPEL TOV TiTho H ocpy0vavmcg’ examporeio (1996), épyo
tov Anuritpn Kohokdpn (yevwinke 1o 1948).% AMMG axdum kar m
TPOGEKTIKY EMOKONNON TOV OAMYOSTYY®V 1 KOl OMYOAEKTOV KEWEVOV,
KoBopa GATIPIK®Y 1} EPOVIKOV 0TOPOEYLATOV Kol TaVISIOV PE T YADood,
OV GLYKPOTOVV Tr GLAAOYT Ba APNVE TOV AVOYVAOGTH VO OVOPOTIETOL TOL0
apaye pmopel va glvar m oxéon TOLG pPE TOV TITAO, €AV dEV VLTNPYE TO
€100YOYIKO Kelpevo «Apyd- | Apyotepar, 6to omoio mpoadiopileTor n oyéon
TOV TITAOL pE T KEIPEVO MOV oTeYAlEl. Xg 0VTO TO SIGEAID0 EIGAYOYIKO

3 Mavog Kvmopicone, Niot ywpic pvria, Abiva, Aotog 1992, 34,

® B, m.X., Avaotdong Biotwvitng, "Kopata g povpng 8draccag", Xauo ard ovpavo. Ioinon
1983-1995, Abnva, Exdooelg Matdkn 1996, 119-122- Ztadpog Zagepiov, "Hikio ot viyta
€™, H dporog twv nuepov, Ahva, Neeéin 1998, 43- Mopia Kvptlaxn, "Mavpn Odracoa"
(amd ™ ovAhoyn Madpn Odlocoa, 2000), Ztn uéon s acpdirov. Hojuaza 1973-2002,
ABnva, Exdooeig Kaotaviot 2005, 275-277. Enueidvo, eniong, 0Tt 6t GuALOYTH TOL ZTVPOL
A. Bpettod, Zovéfn, Abnva, Exdoceig Fafpmiidng 2007, 45-52, neprapfdveror pio evotnto
méVTE TOMUATOV TItAogopnpévn "Mndea”, émov ta Keipeva StoAéyovior @oavepd pe v
opdvopn tpaywdicn tov Evpwidn. Iapobétw, télog, T0 TpayoLvdt TOL YVOGTOD Kot
KoAAepynpévou atiyovpyod Alkn Adkaiov, "Apyd" (TepLEETaL 6TO HOVGIKO £pY0 Tov Bdvou
Mipovtoucov "Yrépoya povéyot", 2006, kat eppmvedetat and Tov Mavadrn Mntoid): "Ola to
BAénm poddva amdye, / péca 6Tov TVUPETOL LoV TV oA / T'eipe 6T0 TAGL pov, TOAE pov TH0e
/ ko péxpt va *pbet m avatorn), / Aoe o Ppéva, ToL GOl pov koye. / Meg t0 puakd pov
£ywvav KovBapt, / 6ca élnoa Kt 6ca o ovelpevutel. / Tov ypdvov dra ta oPiivel To opovyyapt /
KL €60 Apyd pe XapTVO TTowi, / 68 OKOTEWVA vepd €xElg caAmdpet. / Dedyel N aydmn @evyeL cov
aépagc, / 6Tov dpopov v moAvBoun epniud. / Mnv wayvels o xpuodpodrro to dépag / Kolyida
dev vrapyel Todpa T, / moyvide eipoocte ¢ kabe pépac. / Ilape otov kdopo vrEpoyo
povayot, / i’ éva mold tpayoddl yopomod. / To tpayovddve ot Bodaccoudyot / kot Aégl 6To
YAVKO TOL TOV 6KOTo / TG Latono ta&idt dev vwapyet.”

Hapoanéuno o cuykevipoTikn £kdoon tev momudtov tov Anuntpn Kaiokbpn, Ampaxtog,
THoujpoza 1966-2001, ABMva, Nepéhn 2004, 361-405.
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yportd tov o KaAokOpng, agod kotopyds oxoldlel didpopo TPOyLOTIKA
otol el OV GUVOEOVTUL HE TNV TPOEAELOT] TOV POOOV TNG UPYOVOVTIKNG
exoTpateing kol oulntd, ot cuvéreln, To Bépa TG cvvdeong tov pHbov pe
mv epotikn embopion Yo 1O yuvaukelo odpo, KotoaAnyel pe TG €&ng
devkpvicelg yo ta mepiiapfavopeva Keipeva:

2tov Zod10k0, mov cuvaEBNKe Yp1iyopa [e To ApyovauTikd, 1 Aayvoupyia
g AMuvov avtietotyel 6tov Atydkepm, eved 1 MNOEL [LE TOV 0OTEPIGUO TG
TTopbévov, KaT® amd To AGTPO TNG OMOoiNG SLOYPAPNKOV KOl Ol TEPUTETELEG
TOV GTIYOVPYNUATOV TOL 0KOAOVOOVV.

Oyt 1600 pe anavbicpate eTCPAAOVS COPLOC, OGO LE OTOCTAYUOTO €K
GTOQLANG ToAoidv. DPpdcelg didomapteg oto mepldplo Tpavta ypovev
GTL(OVPYIKNG OVETAPKELNS, UE KATOL XPOVOAOYIKA OMUOVIPU €0M Kl EKEL.
Aodyor avokotepyacpévol Kot GAlote ovtoeueic. Xogicpota, Ypopites,
SwokeAopol, mapwdieg PNTOPIK®OV CYNUATOV Kol vdpoyopn Yevdobew-
pruata. Ex yével vmobnkeg mpog vouTihAopévous Tov avBootdptov.

Yovendg, and pio dmoyrn €va 1€tolo movnuo Bo. pmopovoe £HCTOYX VO
yopaktpiobel «pio Tpdma 6To vepd». Ao pia GAAN, emiong.

Q01060 dOgv ayvom® OTL OVTO OTOTEAEL KOL TO OLTOVUEVO WOEMIES T®V
EPOTEVUEVOV €G el

H ovykpémnon tov PifAiov frav, Aowmdv, €va €100G 0pyOVOVTIKNG
exotpateiag Tov ot Kakokvpn ato dnpovpykd tov moapeAbov. Q¢ GAiog
ldowv enéotpeye micw yuo vo mepumhovnOei ota «meplddpla TpLavia ypodvav
GTL(OVPYIKNG OVETAPKELNG» Kol VoL GUAAEEEL b AVTA TO XPLGOUOALO SEPOG
™G moinong Tov. QoTdC0, v Kol TOPOUUEVEL «EPOTEVUEVOG €C OED» LE TO
dnpovpykd taidt Tng moinong, M OVTOCUPKACTIKY] LTOVow OTL KAOe
GOYYPOVN TOUTIKY OPYOVOLTIKY EKGTPOTEiR Ogv umopel mapd va givar «pio
TPUTAL GTO VEPO» SIVEL TOV KUPIOP)O TOVO GTO ELCAYMYIKO KEIEVO.

Oo &ixe evolEEPOV TOL TOMUATO TOV GYOAACTNKOY TOPOTAVE® VO
eetooToOV mopdAANAa pe Sdpopo edAnvikd meloypagnuoato tov 2000
owwve to omoio emiong emefepydloviar Tov povbo TG  OPYOVOLTIKAG
exoTpateing. Avapeoa o€ avtd ta keipeva Eeywpilovv ta pubiotopnpata Tov
Twwpyov @cotoxd, Apyd (1933 ko 1936), tov Baciin Bacwukov, H dujynon
ov Ilaoova (1953), tov Emapewvovdéa I'. Mmaiooun, [ia v Koiyido —
Apyovavres (1963) ko to apriynua tov Avopéa Eumepixov, Apyo # [Thovg
agpoatarov (1964). M té€toto. cuYKpion Ba €51y ve av VILAPYOVY GLYKAIGELG
N anokAloelg avapesa otig momtikég kot T teloypapikés enelepyacieg Tov
pobov. Onwg, téhoc, Ba gixe evOl0QEPOV VO GUYKPIVOVUE TIG AOYOTEYVIKEG
enelepyaciec Tov pHOOL TG CPYOVOVTIKNG EKOTPATELNS UE TOVG TPOTOVG TTOLV
0 1610 pvbog mpocrapPdavetor oe eEMAOYOTEXVIKEG TOV €KOOYES. Y ApyOLV,

87 Kodowdpng, 6.7., 363-364: 364.
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Y., 000 TETOlEG, €EMAOYOTEYVIKEG «epunveieg» Tov pvbov, o1 omoieg
avaflidvouy 10 ToAO, OVEWPOMOAO moinue Tov XTtéPavov Maptlmkn,
GOUE®VO pE To omoio o ldcwv NTav «abepovavtney. H mpdt paptupia eivor
OTL o TOAD SMUOPIANG OTNV EMOYN TNG OUEPIKAVIKT] OLGTNUIKY GEPA
Kivoupévov oyedinv, Tapaywyfic 1979, ue titho «Star Blazers» petadidotav,
o115 0pyéG TG dekaetiog Tov 1980, amd v eAAnvikn) TnAedpacmn e Tov Titho
«Awotnuomioro Apyoy». H devtepn paptopia eivor Oti, o€ TANPM
avavtiotoyyia pe tovg ovyyxpovovg EAAnveg momtég mov Pirdvouv Kot
exepalovv v ékmTteon TOL opyaiov pvBov, vmApxEl o GLYYPOVN
KOWOTNTA YPNOTOV TOV EAANVIKOD S10d1KTHOV TOL ToTEVEL OTL 1] LuBoroyia
tov opyaiov EAARvov kpOfer teyvoroywkd Oavpoto. Avth, Aowmov, 1
Kowotnta woyvpiletar, Oyl 6TO YOPO NG MOMTIKAG 1 TNG EMCTNUOVIKNG
eovtoociog aAld oto coPopd, kot mpoomadel va amodei&el 6t 1 Apyd dev
ntov mhoio, oAAd SaotnuoémAolo mov TOEidEWe KoL 0€ GAA TAAVNTIKG
cvotiuata Tov Foro&ia pog kot 6t To EA0 amd to omoio NTov ETIOYUéEVN I
Apyod glye T€1016G 1310TNTEC MGTE 0L APYOVODTES EXOV AGVPUOTY EMKOVOVIN
pe v Abnva kot dArovg Beotdc Tov OAHUTOV.

% B tic nhextpovirég dievboveeic: hitp://www.diodos.gr/content/view/61/41/,
http://www.diodos.gr/content/view/60/41/ ko http://www.diodos.gr/content/view/58/41/.
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Ketevan Gardapkhadze (Thilisi)

THE ARGONAUTICA
IN THE WORKS OF GEORGIAN SYMBOLISTS

Symbolism as a literary trend entered Georgia at the outset of the 20™ 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" 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.! 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.”

This very original property of Georgian Symbolism underlay the
reception of ancient culture by Georgian Symbolists. | 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, Thilisi, 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? | 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"-19" 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.® 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

% E. Frenzel, Stoffe der WIeltliteratur, ein Lexicon Dichtungsgeschichtlicher Lang — Schnitte
Alfred Kroner 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.*

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.).” 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.”®

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

4y, 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,
Thilisi, 1992 (in Georgian); V. Gaprindashvili, Poems, Thilisi, 1988 (in Georgian).

6 s, Shanshiashvili, Works, vol. 1, Thilisi, 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, | 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:’

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).”®

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. | 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

T K. Gardapkhadze, Ancient Terms and Notions in the Poetic Language of Galaktion, Thilisi,
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, | 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.”®

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.

° G. Tabidze, Works in Twelve Volumes, Thilisi, 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.

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).
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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. 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 lonians 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.’

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 | 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 | 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. 111, "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 | 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 | 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." In a
concluding note, written for the edition from 1960 he tells the following:

"I am often asked how | took to write the "White Goddess". The history is
as follows.

In 1944 in a village in Devonshire, when | 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

*  See the biography of Graves by Dr. lan 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, | 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; | 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. | 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, | discovered that the White
Goddess of mount Pelion becomes more and more important for my
narrative... 1, 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, | returned to Majorca, | started working
again on the book which | 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..."

4. Graves and the new Western spirituality

These facts | 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.
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founded largely on the mythological researches of J. G. Frazer.® 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 | 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

® "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. XIIlI,
cited also in the article "The White Goddess" in the English Wikipedia).
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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!" | 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’ 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."® As a reader of Graves | would dare to
share, that even before the acquaintance with this book, | 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.

" "The White Goddess", ch. I.
8 Ibidem, ch. XXIV.
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Maka Kamushadze (Thilisi)

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 Bogota University,
and the second is the flight of the aerostat Argo. In the present paper, | will
not dwell on how the pathos of the entire Argonaut legend is rendered in the
work; neither will | 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"?,
"... 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."? The setting for
love relations between Carlotta and Pablo, and for her death, is the garden, the
hay-stack.® 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-

LA Epmeipixoc, Apydd 1j mlove agpoordarov, tiphov/Biiic, 1980, 14.
> Ibid., 28-29.
2 A Epmeipixoc, Apydd 1j mlove agpoordarov, tiphov/Biiia, 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™* — 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.”

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 Bogota. 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. | 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. 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

* lbid., 22.

% 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 Kkilled 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.” 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

" 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 | 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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Nani Khelaia, Ramaz Shengelia,
Revaz Gagnidze, Nino Chikhladze (Tbilisi)

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 13™-12" 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, loakhim 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.'

' 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.”

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.’

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.’

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).

> 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

K. Sprengel’s

M. Shengelia’s

Our version

follows the version version

one in the

"Orphic

Argonautica"

1. davfnai 1. - 1. Laurus nobilis 1. Laurus

nobilis

2. kravneiai 2. - 2. Cornus mas 2.Cornus mas

3. platavnisoi | 3.- 3. Platanus 3. Platanus
occidentalis, orientalis

P. Orientalis

4. ajsfovdelo"

4. Asphodelus

4. Asphodelus

4. Asphodeline

ramosus ramosus
5. kluvmenov" | 5. Lathyrus 5. Lathyrus 5. Lathyrus
clymenum climenum climenum
6. ajdivanto" 6. Adiantum 6. Adiantum 6. Adiantum
capillus capillus capillus-veneris
7. grivon 7. Solanum 7. Solanum 7. Solanum
insanum insanum, dulcamara
S. dulcamara
8. kivpeiron 8. Cyperus 8. Cyperus 8. Cyperus
rotundus rotundus rotundus
9. ajri;serewvn | 9. Verbena supina | 9. Verbena 9. Verbena
supina, officinalis

V. officinalis

10. aj- 10. Anemone 10. Anemona 10. Anemone
nemwvnh coronaria coronaria, fasciculata
A. fascicularis
11. o{rminon 11. Salvia 11. Salvia 11. Horminum
horminum horminum,

S. officinalis

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

13. Cyclamen

13. Cyclamen

hederaefolium europaeum,
C. persicum,
C. ibericum
14. soicav" 14. Lavandula 14. Lavandula 14. Lavandula
stoechas stoechas stoechas
15. paionivh 15. Peonia 15. Peonia 15. Peonia
officinalis, officinalis, officinalis
P. corallina P. abchasica,
P. tenuifolia,
P. caucasica,
P. carthalinica
16. kavterne" 16. Mentha 16. Mentha 16. We could
cervina aquatica, not determine
M. longifolia,
M. piperita,
M. pulegium
17. mandra- 17. Atropa 17. Mandragora 17. Mandragora
govrh" mandragora officinalis officinalis
18. povliovn 18. Teucrium 18. Teucrium 18. Teucrium
montanum montanum, trapezunticum
T. chamaedrus,
T. polium
19. divktam- 19. Origanum 19. Origanum 19. Origanum
non: dictamnus dictamnus, dictamnus
O. maiorana,
O. vulgare
20. krovko" 20. Krokus 20. Crocus 20. Crocus
sativus, sativus
C. speciosus
21. kavrda- 21. Lepidium 21. Lepidium 21. Eletteria
mon: sativum sativum, cardamomum
L. campestre
22. kh'mo" 22. Micropus 22. Micropus 22. Micropus
erectus erectus erectus
23. smivlax 23. Smilax aspera | 23. Smilax aspera | 23. Similax
aspera
24. camaivmh- | 24. Matricaria 24. Matricaria 24.
lon chamomilla, chamomilla, Chamomilla

Anthemis nobilis,

Anthemis nobilis,
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Pyrethrum Pyrethrum
parthenium parthenium

25. mhvkwn 25. Glaucium 25. Glaucium 25. Glaucium
luteum luteum

26. ajlkeivh 26. Malva 26. Malva 26. Malva
tournefortiana tournefortiana

27. pavnake" 27. Ferula 27. Ferula 27. Ferula
opopanax, opopanax, opopanax
Pastinaca lucida, F. assafoetida,
Echinophora F. galbaniflua
tenuifolia

28. kavrpason | 28. Valeriana 28. Valeriana 28. Carpesium
tuberosa tuberosa,

V. officinalis

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.”

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, Aghvnai, 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.”

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
10™-18"™ 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.’

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.'’

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); I'poccreiim A.,
PactutenbHbie OorarcTBa KaBkasa, Mocksa, 1952, 611; The Flora of Georgia, vol. I-XIV, Tbi-
lisi, 1971-2003 (in Georgian).

K I'poccreiim A., Pacturensusie 6oratctBa Kaskasza, Mocksa, 1952, 611; The Flora of Georgia,

vol. I-XIV, Tbilisi, 1971-2003 (in Georgian); Kananeli, Ustsoro Carabadini (‘Matchless

Medical Book’), Thbilisi, 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), Thbilisi, 1978, 508 (in Georgian); Bagrationi D.,

ladigar Daudi, Thbilisi, 1938, 741 (in Georgian); Georgian Medical Manuscripts:

a) l1}1-1-411;1. Carabadini Kargi da Margebeli (‘A Medical Handbook, Good and Benevolent’), the

167-17" c., 95.

b) H-916 Abram Mtsereli, Carabadini Martali da Cheshmariti (‘A Medical Book, True and

Authentic), the 17" ., 82.

¢) H-3045 Saeqimo Tsigni (‘A Medical Book”), the 18% ¢, 221.

d) F 46-6 Azrumeli, Tsnobari (‘Reference Book’), the 18" ¢., 55.

Xenaua H., JlekapcTBeHHbIE pacTeHUS B IPY3UHCKUX MequIMHCKUX pykomucsx XVI-XVIII Be-

koB, Kues, 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)."'

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)."

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.

" The Fund of the Museum of Georgian History of Medicine, Tbilisi, 1960-1990; Eristavi L.,
Farmacognozia, Tbilisi, 2005, 675 (in Georgian); Mypasbésa /1., ®dapmakornosus, Mocksa,
198, 656.

12 Ilperep A., JlekapctBennas ¢uopa Kaskasza, Mocksa, 1979, 368; Kosanésa H., Jleuenue pac-
TeHusMH, MockBa, 1972, 350; Ilonnas sHIMKIONEAUs HApOJHOU MeauiuHbL, MockBa, 1998,
vol. 1: 751, vol. 2: 799; PDR for Herbal Medicines, Montvale, New Jersey, 1998, 1244.



Phasis 10 (1), 2007
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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, | 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 | 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.
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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 | 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.*

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

L 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 | 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 | 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, | 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 Thilisi; 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 | put a poniard into the hand of this one, she would plunge it
where | told her, — and into me, if | offended her. | like this kind of animal,
and am sure that | 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 V1. 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 | 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 | can easily conceive its influence over all or anything that | 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™ April, 1814, to fulfil the mission of the li-
berator of Greece and die as proudly as Prometheus did.

Byron died on 19™ 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."

"Triumphs won by words outlast triumphs won by deeds"? 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 | 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.
® Ibid.
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THE TENDENCIES TO REHABILITATE MEDEA’S IMAGE

IN THE 20™ 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" 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" 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.’

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.”? These
words are the repercussion of Euripides’ Medea: "I am undone, | have
resigned all joy in my life, and | want to die."*

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

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.

Kapaydrtong M., H Meydin Xiuaipa, Abnva, 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."*

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 vesry day when she felt herself pregnant, she did not take Medea from the
table.”

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. | 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 theefruits of the earth. Some regard the sea as the means, and others as the
target."

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 Kapaybrong M., H Meyain Xipoupa, 24.
5 Ibid; 298.
% Ibid; 65.
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bloods, which made their hearts beat in different ways. Nothing united them
any more."’

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.® “This new form of
narration developed in parallel with other methods. It was only later that |
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"®, 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.

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.

Christa Wolf, Medea: Stimmen. Voraussetzungen zu einem Text, Miinchen, 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 | could not bear any more to stay
in this irrecoverable, doomed Colchis"*’, 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:

"l 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."*!

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".*? 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. |
like this habit of theirs, but it worries me as well."**

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.**

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: "l have not come here from Colchis to go around
humble."15

© Christa Wolf, Medea:Voices, translated into Georgian by M. Mirianashvili, Thilisi, 2004, 67.
1 Ibid; 26.
12 |bid; 32.
3 1pid; 112.
4 Ibid; 10.
5 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"'®, 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. | wished to irritate
the king. But am | not a queen? | am an offspring of the king"'’, 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!"*®

Even the free and delightful laugh of Medea is the object of judgments:
"Only she laughs so, why should we bear her impudent laugh?!"*® 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. | 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"*’, 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 | am reckless in the same way as | 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"*, 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."*

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

18 1bid; 30.
7 |bid; 8.

8 1bid; 43.
% 1bid; 92.
2 bid; 127.
2 1bid; 9.

2 1bid; 51.
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should keep women in our captivity like slaves. We should kill in them any
will to resist."*

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™*, 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."”

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.

2 bid; 148.
2 1bid; 130.
% 1bid; 98.
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Ketevan Nadareishvili (Thbilisi)

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." The

! The episode concerning Jason sowing the teeth of the dragon in the earth is presented in the
eleventh century Georgian translation of the Pseudo-Nonnos Mythological Commentary on
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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.” 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.®
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, Thilisi, 1984, 269.

3 Chkhartishvili A., "Interview", Theatrical Thilisi, 1962, 5-6, 5-7.
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one of the ten best actors in the world.* At first the actress refused to play the
role. Her explanation of the refusal is very significant: "Although | admire
ancient tragedy. ... Medea, murderer of her own children, always frightened
me to horror." 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.®

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.”’

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, Thilisi, 1968, 97.

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.

" Mumladze D., Modern Georgian Directors, Thilisi, 1973, 34.
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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."® 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.’

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.™

8 Sanikidze L., The Story of the Kolchian Maiden, Introduction, Thilisi, 1963.

® 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.

1 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.™*

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, | loved my
father, my brother, my motherland, but this is something you can’t
understand, because you belong to the race of the unfortunate."*

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.*®* Allegoric denouement of mythology already in the
Hellenistic period was a widespread mode of myth interpretation. O. Chiladze

' 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, Il, 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.

0. 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."* Though to create a more or less full picture we

¥ 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."® 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."® 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

15 Kagan M., The High Art of Merab Berdzenishvili and the Problems of the Artistic Culture of
XX-XXI Centuries, Thilisi, 2006, 27.
%6 Chichinadze N., "The Sculpture of Medea in Batumi", 24 Hours, 2007.7.VII.
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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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H MHAEIA TOY FRANZ GRILLPARZER (1821)
STH META®PAXH TOY KONITANTINOY XATZOIIOYAOY
(1915, 1927)

H eAnvicn Tpdoinyn g evpmideiag "Mndetag” yopaktnpiletor omd éva
dmAd mapdadolo: émg v mapdotacn ¢ "Mndewag” 1o 1942 oto EfBviko
®éatpo og oknvobecio tov Takn Movlevion, to épyo mailetal, pe e€aipeon
NV TapdoTact ota apyoic mov opydvooe o I'edpylog MioTpudTng UE TOVG
eoumtég tov to 1903, oyeddv povo oe daokevéc: tov Franz Grillparzer
(1821), Tov Cesare Della Valle (1824, ypauuévo o 1814)*, tov Louis Cicconi
kar tov Ernst Legouvé (1854)°. To eldnvikd kowd PAEmel d106KevH TOL

L M. Carlson, The Italian Stage from Goldoni to d’Annunzio, London 1982, 55.

? Mopodeino 56 ™ oviimon yio o apeiieydpevn dwokevy tov Alfieri, kabdg kar m™
Saokevn Tov Iodvvn Zapméliov, akorovbdvtag tn dackevn tov Della Valle (A. Baotkeiov,
"H Mioero. tov Iodvvn Zapméiov kot to ttokikd npétond ™", Zrépavos. Tiuntikh mpocpopd.
otov Bdltep Iovyvep, Abnva 2007, 167-176). O IMAdtov Mavpopodotakog eényel to
pawopevo wg e&ng: "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.), Medea in Performance 1500-2000, Oxford 2000, 166-179, iwg, 166). T'a T1g Siaokevég
g Mndetag . E. Frenzel, Stoffe der Weltliteratur, Stuttgart 1970, 475-479 (ue Biioypopia),
v GAheg draokevég J. Schondorff (ed.), Medea. Euripides, Seneca, Corneille, Cherubini, Grill-
parzer, Jahnn, Anouilh, Jeffers, Braun, Miinchen/Wien 1963, pe nporoyo tov Karl Kerényi.
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dpapatog yuo TNV modoKTOVO EKSIKNATPLNL TOV TPOSOUEVOL EPMTA Y10 TPDTN
@opd to 1865 amd tnv Adelaida Ristori ota 1talkd otn dookevr TOL
Legouvé (17 tov Della Valle), mapdotacn mov divetor v {61 ypovid ko
oty [oAn°. Exei akolovodv S1GQopeg EPAGITENVIKEG TAPUCTACELS, A0 TO
1870 g 10 1890 KOl EMAYYEAUOTIKES, HE AVILPATIKEG TANPOPOPIES amd TOV
TOMO Y10 TO O SIACKEVY GE Ol EAAVIKT HETAPPAGT) YPNOIOTOmONKE "
To povo BéParo eivar mmwg dev mTpodkerton yio. T dookevn| tov Grillparzer, tov
01010V TO TPWTATLTO TTAYONKE YO TPDOTY POPA, MG TPITO HEPOS TNG TPIAOYIOG
"To Xpvoovv Aépac” ("Das goldene VlieR") to 1821°, 1o &tog e &vapEng
m¢ EMnvikig Emavdotacng, oto Burgtheater tng Biévwng pe 1dwaitepn
gmtvyio og 600 Bpadiéc (to mporoywkd "Der Gastfreund” oe pio Tpaén kot
"Die Argonauten™ og téooepelg mpaelg o€ o Bpadid), Evd n TEVTATPOKTY
"MASe10" GTASI08pPOUNCE, HOVI TG AUECOS OE TOAMEC YEPLAVIKES GKNVEC'.
OXOKANPN M Tphoyia épeve kKou otnv EAAGSa otn okid tov Tpitov pépoug
me, ™G "Mndeag”, n omolo maiydnke apkeTéG (OPEG, €V OAOKANPO M
Tprhoyia povo pia gopd (1920).

H BePodmnra 011 otig eAAnvikéc mapactdoei tov 19%° owdvo dev
ypnoyomomOnke to £pyo tov Grillparzer Boociletor oto yeyovog 0Tt Tpv omd
o 1915 dgv eixe petappactei ota EAANVIKA emmALOV KOVEVO €PYO TOV
Avotplokol dpopatovpyod dev glxe HETAPPAOTEL GTA EAANVIKA KOl TO OVOUQ
TOV NMTov TOvVTEADG dyvmoto'. Tov avokaldmter oty kvpore€io 1
Aoyoteyviky yevid tov 1880, pali pe dAlovg cvyypageic 6to cuppd g
"Bopetopavioc” kol Tov “tyevoyeppaviopov”, Omwc Aeyotav TOTE 1 GTPOPN

TN 11 TopaocTthoels avtég kabmg kot T yevikotepn mapovsia g Ristori oty EALGSo . A.
AltovBd, "H enidpaon g Adelaide Ristori (1822-1906) otnv ehknviky Beatpikn tpaktik. To
nopaderypa g Mmivag Bovacépa (1838 1 1842 — 1927)", Xiépavog. Tuntikii mpocpopd. atov
Bdizep Iovyvep, ABMva 2007, 95-104.

Xp. Zrapatomoviov-Bacthdkov, "To apyaio eAAnvikd dpdpo ot eAAnvikég mopotkies: To
napéderypo. g Kovetavivovmodng to 19° adva", To Oéatpo oty ko’ nudg Avorois:
Kawvetovavobmodn — Zuvpvy. Oktd peletiiuozo, Ava 2006, 37-94 (Iopdfacic 3, 2000, 191-
219), Wimg, 57 €., 61, 74 ko pass. H Baoikeiov avapépet, mog eivar n exdoyn tov Della Valle
(6. m., 167).

T v tpoyia BA. oe emhoyn: H. Tenschert, Grillparzer und die antike Literatur, Diss., Wien
1933; R. Stiefel, Grillparzers "Goldenes VlieR". Ein dichterisches Bekenntnis, Bern 1959; G.
Heisertiber, Franz Grillparzers "VlieR"-Trilogie auf der deutschen Biihne, Diss., KdIn 1960; J.
Kaiser, Grillparzers dramatischer Stil, Minchen 1961; Th. C. van Stockum, "Grillparzers Me-
dea-Trilogie "Das goldene VlieR" und ihre antiken Vorbilder", Neophilologus 47 (1963) 120-
125; B. Breitenbuch, Ethik und Ethos bei Grillparzer, Berlin 1966 k1.

Bepokivo 1822, Mévoayo kot Bpéun 1823, Apfovpyo kot 1825 ot Baindpn (H. Kindermann,
Theatergeschichte Europas, top. 5, Salzburg 1962, 343 €£.).

T v npdoinyn tov Grillparzer otv EXada BA. B. Iodyvep, "H Avotpia oto eMnvikd
ypaupata kot o eMnvikd Bedtpo”, To Géatpo oty Elrdda. Moppoloyikés emonudvoels,
Abnva 1992, 223-282, 1diwg, 268-274.
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mpoc Tov poviepviopd®. Tlowjpata tov Grillparzer Ppickovtal petappacsuéva
nong to 1913° H "Ahnfrau” moileton yio mpod gopd o¢ "H mpopdppn § To
oToyEd Tov TOPYoL" 610 Baoilikov Ocatpov o 1905, v 1010 ypovid "Des
Meeres und der Liebe Wellen" wc "Hpod ko Aéavdpoc™™, xar ta dvo
petappacpéve. and tov Kovotoavtivo Xatlomovio, esvod n  "Zorneod"
netoppateton To 1906 and tov Eppavovih Aapis™. Kot owtn eivon 1 8evtepn
&xmAnén: n oxeddév yu 100 ypoévie kobvotépnon oty TPOGANYN TOL
Grillparzer otmv EA\dda, o€ o €moyn) OmOL Ol TPOCANATIKEG TOOTNTES
@Tavouy mAéov oe pekdp's. Edikd ™ "MAdew” tov Grillparzer aveBatet ywo
TpdT™ Popd N Mapika Kotomovin to 1915 oe petdppacn tov Kovotavtivov
XotlomovAov, TOPACTOGN WOV  KPOTAEL O©TO  PEmEPTOPO NG Ko
emavorapfavetor to 1920 (oAdkAnpn n tptroyia), to 1927, to 1928 kou 10
1930". Tontevtnke Wiaitepa amd oTOV TOV TPOTAYOVIOTIKO poro™*. H
HETAPPaoT auTh dnpoctedeTar poMg to 1927%. "To otoiyed Tov moHpyov”
naileton axopa kot to 1918 kat to 1927, 1o "Hpd kot Aéavdpoc” to 1924
O &yvootog otov elnvikd 19° audva Grillparzer diver éva duvopikd mopdy
oV emoyn Tov MecomoAépon, GvykepvOvVTaG Tov Popavtiopnd pe tov
NeOPOUAVTIGHO KOl YEQUPDVOVTAS TEPITOV £VOV OLDVO, UE TNV apyoio TOV
ey Oepatiki’’. To 6t n anpdopevn Gvbnon avth tov Grillparzer

8 B. Tlobyvep, "Ot Bopeieg Aoyoteqvieg kot 1o gAAnviké Béatpo. Iotopikd Sidypopa Kat
epevyntikol mpoPAnpaticpol", Keiueva ko avukeiueva. Aéka Oeatpoloyixd. ueletiuaza, Abva
1997, 311-354 kou tov idwov, "Modernism in Modern Greek Theatre (1895-1922)", Kdumog.
Cambridge Papers in Modern Greek 6 (1998), 51-80.

G. Veloudis, Germanograecia. Deutsche Einfliisse auf die neugriechische Literatur 1750-1944,
2 vols., Amsterdam 1983, 289.

HovoBOivoro. 9 (1904/5), 132 €&., Novudg 3/172 (1905), 7 €& BA. T. Zwdépng, lotopia tov
veoeAdnvikov Oedapov 1794-1944, topog npdrtog 1794-1908, A6nva 1990 (1950), 254.

21¥épng, lotopia, 6. ., 48.

T v évvola g mpocinmtikig toydtntag PA. B. Tovyvep, "Kabvotépnon; H mapdpetpog
TOL ¥POVOL GTIS TPOCANTTIKES SLOOIKAGIEG KOTA TNV TopEinl TNG VEOEAANVIKNG dpapatovpyiog
o6 10 Kpnukd 0Béatpo @d¢ 1o petamorepkd Opdpa’, Pdumo koi moAkocéviko. Aéka
Oeazpoloyid pueletijuora, AOva 2004, 473-487.

T Sravopég kT, T'. Zwdépng, To Apyaio Oéazpo oty Néoo ElAnviky Zknvip 1817-1932, Abiva
1976, 258 €&., 285, 332, 365, 395, 403. T 11 mopactdoelg g evpuidetag "Mndetac" oty
EAMGS0 PA. TI. Moavpopovotakog, "Tlapoctacioypaeio, otov topo: Evpwidng, Mideia,
Metagpaon — Ewwayoyn — Zyoha, AdMva 1993, 159-186, yio 11 EAANVIKEG TAPAGTAGELS TOV
Legouvé kot Grillparzer otov MecomdAepo BA. A. Bacieiov, Exovyypovioudg i mapadoon; To
Oéazpo mpolag atnv ABva tov Meoomoléuov, ABMva 2005, 139, 273 €&., 491 €&,

BA. potoypagio and mv apepiépa tov 1915 otov topo tov I'. Avepoyiavvn, Mapika Koto-
wobvly. H ploya, ABnva 1994, 151.

Veloudis, 6.x., 480.

23épng, To Apyaio Oéozpo, 6. m., 288 €., Néa Eotio 1 (1927 A), 113.

O Bglovdng omodidet antd 610 KAUGIKIGTIKO YOOOTO TOL KOOV TNG EMOYNG KO TOPATEUTEL KO
oty "HAéxtpa" tov Hofmannsthal, mov éxave mapdpown kapiépa ota Béatpo Tov Mecomoré-
pov: "Die verhdltnisméaRig starke Présenz Grillparzers ist im Zusammenhang mit dem immer
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ocvoyetifeton pe TG mpoomdbeleg avaPiowong g apyoicg Tpaywdiog
QOVEPOVEL KOl 1 YPOVIKN ovykvpia: to 1927, N ypovid TV TPpOTO®V
Aehpikov Toptdv gpeoavifetal mopdotaon TG YEPUAVIKNG OLOKELVNG TNG
"Mndewc" oto Hpmdeo oe oknvobesio tov Ompd Owovopov, mpdypo mov
Bewpidnke amd TV Kpriky epocvria’®, evd oty Emayyelpotiki Txohq
Bedrpov 0 Pdtog IToAitng, o KateEoynv ePUNVELTIG TNG APYOLOG TPUYWILNG
o’ ekefvn ) @don e avaPinonc’®, avePaler omv Emayyelpotik xor
®cdrpov Vv "Tpopdpun 1 To ctoyEed Tov THpyov", evd emiong tnv idlo
ypovid avefaler oto Kalipdppapo Xtadwo v "Exdapn"” pe v Mopika
KotomovAn otov mpotaymvictikd poro. Ta KAAGIKIGTIKA/ popavTikd ototyeio
tov Grillparzer amodeikvdovial otig aeONTIKEG AVTIMYES TG ETOYNG
cuppatd pe To 1610 To TVEdUO TNG apyaiog Tpoy®diog.

Avto BéPara givar o koTopbopo g petdepacng tov Kovoertavtivov
Xoatlomoviov, o omoiog To 1915 &ixe oto evepyntikd Tov NON Ui GEWPA Ad
£€oyec DeaTPIKEG LETOPPAGELS OO T YEPLOVIKA ™, KUPI®MG OLTH TOV TPDOTOL

noch herrschenden klassizistischen Geschmack des griechischen Publikums und mit der (Wied-
er-)Belebung des klassisch-griechischen Dramas, vornehmlich der Tragddie, zu dieser Zeit zu
verstehen..." (Veloudis, Germanograecia, 6. m., 493). Q61660 TPOKETAL Y10, VPOLOYIKE TOAD
Swpopetikd dpapatikd épya. ITo kaiplo eivar 1 emonpaveon, nog 1 ctododpopio avt
cvoyetiCeton pe T1g mpoondfeteg avaPimong g apyaiog EAANVIKAG TPaymdiog.

'8 Bacwkeiov, 6. ., 274

19 B. Movyvep, "O dédrtog Tokitng g oknvolétng apyaiog tpoymdiag. Ot emdpdoelg Tov Max
Reinhardt oto eAAnvikd Bcatpo tov 20% awbva", lotopird veoellnvikod Gedapov, Abva 1984,
121-137.

2 T 10 Bepnrikd ypantd tov Xat{émoviov yia to Ofatpo BA. M. Adlov, "O Kootavtivog
Xatlomovrog kar to Oéatpo”, E. T. Kayouévog et al. (emp.), lpaxtikd Emotnuovikod
Zoumoaiov: o Kwotovtivog Xorlomoviog wg avyypoapéos ko Gewpnrikog, Abnva 1998, 319-332
kot I'. Aadoyiévvn, "K. Xatlomovrog: oyelg pog ‘Bewpiog’ tov dpdpatog”, avtébr, 303-317.
Tétowr keipeva Bpiockovrat cuykevipopéva oto BiPpiio: K. Xatlomovrog, Kpitikd keiueva, emy.
K. Avepovdn-Aployiov, ABnva, Topovpa Ovpdavn 1996. INa tig dnpocievpéves petappdoets PA.
Ztp. Xopagbs, Zouforii ot fiflioypogia tov K. Xor{omoviov, Abiva 1983, 7, 17-19, 22 ko
v ta didomapta anocnacuote X. A. Kapdoyiov, "Eniperpo. ABncavpioteg Snpociensels tov
Xoatlomoviov", Ipaxtikd, 0. w., 82-87. T T1g eatpikés HeTAPPAOES 6TO GOVOAO TOVG (KOt TG
xeWpoypaeeg) PA. E. Zravponovrov, "Tra tig Ocatpicés petagpdoelg tov Kooto Xatlomoviov",
Ztépavos. Ty mpoopopa otov Bdltep Iovyvep, ABva 2007, 1183-1193. Eivar cuvolikd
31: pera&d toug N "Ioryévera ev Tavpoig" tov Tkaite (ékdoomn 1910, 1916 kot 1920, napdotaon
1904), "®dovot" (1916, 1921, mapdotacn 1904), "Eykpovt" (étoyo to 1905, avékdoto),
"Embewpntic” tov Gogol (xepdypago), amnd tov Grillparzer "Hpd xon Aéavdpog" (1905
TapaoTact, XEpoypaeo), "Mndew" (1915, odlovtor técoepa yewpdypapa) "H Ipopdupn 1 to
otoyeld tov ITopyov" (xewpodypago 1904, andomacuo oto Novua T, ap.. 134, 1905, 2-4,
naixdnke to 1904 kou 1905), Friedrich Halm, "O yiog g epripov” (mapdotacn 1905), Haupt-
mann, "O apa&dg ‘Evoel" (mtapdotaon to 1902), "H Boviaouévn kapmive" (andomacuo 6to
Novud A’, ap. 182, 1906, 4-5, mapdotaon to 1906), "Hréktpa" tov Hofmannsthal (ce tpia
XeWPOypaea, andomacua oto [Havabiveua 1B’, top. I'', tevy. 265, 1911, 101-2), "O pabnc"
(O diévooog B’, 1902, 1evy. 5, 253-260), tov Tyev "Apytéktov Zoives", "Tleep T'kovt"
(ékdoom ABnva 2001), "Otav Eumviioope vekpol" (o cuvéyeteg otov Aidvoco 1901), "H kvpd
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pépovg tov "Pdovot” ot dnuotik kol o€ 6Tix0, N onoia Bo morybel oyedOV
dwg 10 Téhog Tov 20” audva oto Batpo, mapd TV Vmapén GAA@v
oNUAVTIKOV  petapphoeny, 6moc avty tov Kolavilaxm 1937/42%. H
petdepaocn tov Xoatloémoviov €xel Tov €€ng titho: Opavtg I'kpiddraptoep
(Franz Grillparzer), Mideio. Tpaywdio oe mpileic téooepes, Metdopaocn
Kwotavtivov Xotloénoviov, Exdotikdg oikog «Erevbepovdaxne» A. E., ev
AMvang 1927, oel. 110 (8%). Avtd mov mopatnpel 0 TPOGEKTIKOG AVayVAOGTNG
opécms gival To YEYOVOS, TG OVOPEPOVTOL TECCEPES TPAEELS, €V M
tpaywdia tov Grillparzer éyel, wg yvwot0, névie npakeig (Tragddie in finf
Aufzugen). To debtepo givat 1 GUVEINTN YPNON LG TPOXDPNUEVNG, KATOGS
yoyopwing onuotikng (Kmotavtivog, téocepeg). Kot ota 600 onueia Oa
emavéLOOLLE.

Mo GAAN ékmAinén eivan 1o yeyovdg, mwg 1 petdopacn givar oe meld
AOY0, eV TO YeEPUOVIKO TPOTOTLTO Mty Eppetpo. Apa to 1915 o
Xoatlomoviog dev emavéraPe to TOAMUNHa ToL «DAovGTY GTNV APY| TOV
VA, TOV NTAV UETOPPACUEVOG OYL LOVO GE dEKOMEVTAGVAANBOVS OALE Kot
ne Cevyopot) pipa®’. Avty n awoOntik emthoy cvoyetiCeton pe o
SLPOPETIKN OTPATNYIKT], T OTOI0L TEKUNPLUOVETOL GE OAN TN UETAPPAOT: Lo
MO PEOALIGTIKT, OKOMO KOl VOTOVPOAOTIKT amOO06T] TOV KEWEVOD Kal TNG
oknvikng dpdong. O Xoatloémoviog dev ekAapfdver v Tpoywdic. TOL
Grillparzer w¢ £€pyo KAOGIKIOTIKO/POUAVTIKO, OAAL ©C £pY0 MO HOVIEPVO
BAémer ™ Mndeta Oyt 1060 610 oKOTEWO peyaAeio g PapPapng payiocog
OV EKOIKEITAL Y100 TOV TPOSMUEVO NG £pWTA, AAAG TN PAETEL G€ GLVAPELD e
mv youyomaboloyia g HAéktpag, 6mwg epeaviCetor oty «HAEkTpay tov
Hofmannsthal, n omoio moiletar v i emoyf pe peydAn emtoyio otig
eMnvikéc  okmvéc®. Etol kat 1 ovePoocpév momTikh yAGoow  Tov

™mg Bdraccag" (tapdotacn 1906), "H oracpévn otduva" tov Kleist (860nke oto Bacihkd to
1905), "Acwtog" Tov Raimund (rapdotacn 1903), Zai&mnp "Awndexdtn Noyta" (xeipoypapo
1903, mapdotacn 1904), "@coddpa" tov Sardou (xepdypago), tov Strindberg "O matépac”
(xewpoypoao), "Tldoya" (dnpoctevetar oto Aidvvoo og ovvéyeteg 1902), "TIpo tov dpopov”
(doyoteyvia. A’, tevy. 2, 1920, 65-68), Sudermann "Khieppévn svtoyia" (xewpdypopo 1902,
mapaotacn 1903) kth. Ot mapactdoes avapépoviol Oreg 6to Baoihkd Ofatpo. )

B. Tooyvep, "EAMnvikég petoppdoelg tov ®ddovot A’ tov Tkaite otov 20° audva
(Xatgomovrog, Kalovilakng, Ogodwpakodmovrog, Evayyehdtog, Mdpkapng). Mo andmeipo
e€yvioong HETOPPUCTIKMOV oTpaTNYIKOV", Mveies kou puvijues. Aéka Ocatpoloyika ueletipara,
Abfva. 2006, 407-462. H petappacn tov Xat{démoviov ¢uloteyvnnke yopo ota 1900,
dnpootevmie Opmg potg o 1916.

BA. [ToOyvep, "EAAnvicés petappdoeis tov ddovet A™, 6. .

H "HMéktpo" petaepéleton to 1902 (Veloudis, 6. m., 323 €&, A. Mvuydding, ElAnviki
Piplaoypogio T'épyapve Xdovmruov (1899-1984) xou Obyko pov Xoguovorald (1901-1986),
®eoccarovikn 1988), naileton otmv ABnva to 1911 kan 1912 (I'. Zidépng, To apyaio Béazpo otn
vea eAdnvikiy oknvip 1817-1932, Abnva 1976, 248, 250, 252; B. Ilovyvep, "H Avotpio ota
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TPOTOTVTIOV, TOV EKTEUTEL UEYOAOTPENELD. KOL OTLYOVPYIKY TEPLTOINOT
aKopa Kot 6to okotevo mtabog g Pactiorodros g KoAyidag 1 axdpa Kot
ot gkeewn otdon tov ldcova, Otav mpoomabei vo SKooAOYHoEL TO
dIKALOAOYNTA, «TPOCYELOVETOY ©TO0 7o 7eld VYOS UG OTPOTNG Kot
PEOVGOG ONUOTIKNAG, TOL COP®MG OTAOTOIEL TOV EKPPACTIKO TAOVTO T®V
veppavikdv tov Grillparzer kor @épver 6An v vndbeon o’ éva mo Aaiko
eninedo, tov acticuov g belle époque g ABfvag Tov IpdTov TayKOG IO
moAépov. IMapopown orpatnyikn mopatnpnioape Kot otov «Paovot, OU®g
ekel 0 moMTikOg oTixog Ko 1 pipa Sivouv o GAAN yapn Kot £va GALo Tved o
670 Opapatikd ovuvhepa, eved €dd 1 YA®ooo gival oyedOV VOTOVPAAMGTIKY,
glvor SpaoTIK, TPOKTIKY. X& HEPIKA onueio 0 PeTaPPAcTAS TPochETeL Kot
OKNVIKEG 00Myieg, Yoo v KOTELOBVVEL KOAVTEPA TN OKNVIKN dpdon: 1m OAn
dovAeld Tov amomvéel TNV epmELpia TG OeaTpikng TPAENG Kol TPAKTIKNGC.

O Xotlomovlog e10dyet Kot GALa Be0TpiKd TPIK VO LETAPEPEL TO £PYO GTO
Y0o0OTO TNG EMOYNG, MOV NTAV TO «KOAOGTNUUEVO» | «KOAOYPOUUEVO» £PYO
mg yorhkfc oxorig Tov 19% adva®. To épyo apyilel kon Telewdver otn
petappacn pe éva leitmotiv tng Mndetag: «Tekeimoegy potael To okAdfo
omv apyn ™S A" mpaéng, mov BaPelt to ypvcd dépag otn yn, ko «E,
tekeiwoe;» potder v ['kdpa mpog t0 TENOG, M omoio HOMC LETEQPEPE TO
Bovatnedopo dopo oy Kpéovoa, mov 1 okotdvel Kot mapadivel To ToldTt
oTIc PAOYEG. Avth M AéEn Khedi, «teleimoey, dev VIAPYEL GTO YEPUAVIKO
TPOTOTVTO, OOV YPNCLLOTOLOVVTOL Y10 TO 1010 YEYOVOS S1APOPES EKPPACELS
(es ist vollbracht, es ist geschehen, bist du fertig ktA.). IIpokeitar Aowrdv yia
o cuveldNT otpatnyikn va 600el évo AekTikd cvpPoikd «mhaicio» Tov
£€pyov otV apyf Kot 10 TEA0G Omws Ba dovue, n Topdiewyn s E tpdéng
£xelL va, KAvel pe owtd to «tetélecbo, to omoio ot YAdocso tov Puydpn
etvon 10 «teheloey.

O petaepootis emiong akoAovOEl Lo TAKTIKY, TOV HTOV TPOSPIAAG OTIG
UETAQPACELS TNG €MOYNG, TOL OLYVE TANCLALOVY TIG OlIOKELES: EVD
TopoKoAOVOEl TIGTA TO VOMUO KoL TNV TOPEiD TOV YEYOVOT®OV, TAPIAEinEL,
€00 [E QEWD, TOL KOl TOV OPIGHEVOLS OTiYOVG, dioTiYe N Kol TETPACTIYA,
EAQPPDOVOVTOG PEYALEG POELS ald TOV Papd TOMNTIKO GOPTO TOL £YOVV, Kot
owEaVoVTOg To puBud Tov d1ehdyov”. Evd 1 omddoon Tev vonuitev ivot ev

eEMMVIKG yphppota Kot to edMnvikd Ofatpo”, To Oéatpo otqv EMdada. Moppoloyikés
emonuavoels, Abva 1992, 223-282, 18ing 6. 269)

24 B). B. TTotyvep, "To LuBIoTOPNUOTIKG TEPMETEIOdES Spdpa, £pya ‘ue Oéon’ kat £pya “xwpic Béon’
otig sMVikég oknveg Tov 19% ondva. H kdnpovopd Tov ‘kako@rioypévon’ épyov oty eAAnvik
dpaporovpyia tov 20" cudva, H mpdoinym mig yallikic dpopazovpyiog oto veoeldaviké Géompo
(17%-20% auchvag). Mio. mparey opoapixii mpoaéyyion, Abiva 1999, 81-115.

B 1y, mv teyvikn avth PA. kau B. TTovyvep, "H daokevn g Epweilns tov F'ewpyiov Xoptdton
o6 10 Aper-O@éatpo oto Anpotikd Iepupeperakd Oéatpo Kpnng 1996, itou: Tt kepdilet ko
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Yével MOAD TIOTY, VOOAOYIKG TOpATNPEiTOL o HETATOMION G €va TOL
TomTIKOO peyoreiov 6’ €va mo amAd eminedo. Mepwd mapadetypota: dtov
oIV MPMTN oKNVI 1 Mndelo omdel T0 KOVTApL omd TO YPLSo OEPOC, O
Xatlomovrog omodidel To epeatikd ko mowtikd «So brech ich dich und
senke dich hinab / In SchoR der Nacht, dem drauend du entstiegst» pe éva mo
SpaoTikd, Mo peaAloTikd «Nd, oe omdl® Kot o€ piyvm 6ToV KOPPO NG VOXTOG
amofe Pynkegy. Mall pe v veoroywkn amlomoinor cvpfoadiovv kat ot
oLVTOUEDGELG: T Mndeta dtkatoloyel To Bayylo Tov ¥pucol dEPaTog e To
AOY0, TOG OEV NG TPOCPEPEL TO. KOULE TPOCTUGIO TO YEPUAVIKO TPOTLTTO
givan extevéatepo: «Der Schutz mir gab? / Weil mehr nicht Schutz er gibt, als
er mir gab, / Vergrab’ ich sie. Ich bis beschiitzt genug». O Xat{émoviog
Sdwdvel To mepimhoka vrepfatd, Tov Kpatodv o pLOUd Tov otiyov: «[oti
dev 10 pmopovv, ywwtd ta 0aPo. Koid sipor euiaypévn». H pntopum
gpatnon mapaieinetar (o. 8). Me tov 10 tpémo to «Oder Beschaftigung /
Fur eines Firsten firstlich hohe Tochter» yivetor «Epyo taiplootd oe pia
Bacthomovion (6. 9), oto «avefacpévorn «So sprichy tov kKhaowkobh Oedtpov
¢ Baipdpng kot g Biévvng avtamokpivetar éva Aoikd «E, Aéye» (o. 11),
Kot vyiretol moutikoi apopiopoi dnwg «Weggehaucht die Vergangenheit, /
Alles Gegenwart, ohne Zukunfty» yivovton «Ta nepacpéva opfivouve kot pévet
poévo to onpepa. Kot avpro dev vapyew (o. 10). Yrdpyel oniadn Kt oo
660V GLOTNUOTIKT TAKTIKT TNG ATOPVYNG TNG KOYNAN G TOINGNG.

Amd ™V GAAN OU®G O PETOPPUCTNG EMLTVYYXAVEL KOl OTOCAUPTVIGELS Kot
(PPOGTIKEG GUUTVKVAGELS: TO «0Td Ag0TEPOG, 6vlVYoC, matépag!» tov Idcova
(0. 17) €ixe oto yepuavikd va «Von trotz’gen Wilden Vater und Gemahl»,
OOV O OTYOLPYIKOG PLOUOC KoL M TOMTIKY EKOVO UETOTPEMOVIOL GOF
SpaoTikd oKNVIKO AdY0, TOL S1EVKOADVEL TOVG NBOTO10VG 6° éva, PEOMOTIKO
TOUEO" TO VATOVPUAIGTIKO VQOG GAAMGTE NTAV TO PEYAAO EMITELYUO TOV
BOoud Owovopov, yio Tov omoio 0 XatlOmovAog EKave TIC LETAPPACELS TOV
and ta yspuowmdze. ‘Etor petatpémetor kor 1 opoic TOMTIKY €KOVA
«Getreulich wélzest du den schweren Stein, / Der riick sich rollend immer
wiederkehrt / Und jeden Pfad versperrt und jeden Ausweg» og o
TPAyLatoroyikn omodoon: «Kuldg aidvia o Bapd Mbdapt kot praivel epmpog
Ko ppalel kabe Spopo» (o. 19). Emdvio. cuvavtd Kaveic Kol TEPITTOCELG
maviic mopavonone’’. Neokoylopotg kot covlsteg AEEslS amodidovtan pe

TLXAVEL O GUYYPOVOG GKNVODETNG GTNV TPOCUPUOYN EVOS OPIGTOVPYHHATOS TG Khaowkilovoag
Spapatovpyiog 6tovg pubpovs ™G emoyng pogs”, ddpvy. Tymrikos topog yio tov Zripo A.
Evayyeidro, ABfqvo, 2001, 289-302.
B A, 2maong, "H Ipyévelo tov I'kaite kot 1 cuppetoy g otV mopeic TOL VEOEAANVIKOD
Oedtpov", Zrépavog. Tiuntikii mpocopopd. arov Bdltep Hotyvep, AbMva. 2007, 1129-1142.
I1. . 0. 23 "Verruchten Treibens klagte man mich an" anodideton g "I Tpd&elg pikpég pe
Kotoyyethav".

27



H Mideira tov Franz Grillparzer... 237

amlonoinon: «Du arme, kleine, nestenthommene Brut» pe «®twyd pikpd
dvotuyopévaly (o. 27). Tapatnpodvtor emiong Kamoleg PKPOUALAYES GTNV
vdbeon: otov Grillparzer o Boaowtudg g KopivBov mpoceépet €€ apynig
npootacio. ywo OAn tnv owoyévewn («Mir und den Meinen?»), otov
Xotlomovio povo vy tov Idoova («ocov gima goéva — 'EAaly), mpdypa mov
KGver ™ Mndeww vo pnv épbet ot Ovoia: otov Grillparzer ovtd
TEKUNPUDVETOL OO GTNV OPVNTIKY] CUUTEPLPOPA Kot otdon s Kpéovoog,
otov Xatlomovrio 1 Mndeia dpmg Aéel: «Amd 10 oTOUA TOL GALD AKOVGO (O.
29), amd 1o otope Tov Pacthd. e PePIKEG TEPIMTOGEIS AVTN 1) TOKTIKN TNG
GUVTOUEVONG TOPUAEITEL Kot £E0XOVG GTLYOVS TO TPOTVLITOV

Avto givar 1o TiUHO OVTAG NG HETOQPACTIKNAG GTPATNYIKNG. ATO TNV
AN TO €pyo yivetal mo gVKOAO 6TO avEPacpa, Yo ndomolovg Kot Beatés, o
o emoyn, mTov o Xpnotopdvog Exel amoppiyel v «Tpioedyevny, yioti dgv
elye opketd perodpapotikd otoryeio, ki oaxpipodg to 1915 n momTikn
povayokopn tov Iokopd aveBaletor yo Tpod™ Popd cto Béutpo and tov
OKOVOLOV GE GLVTOUEVTIKT] SOIOKELT KO LE PEAAIGTIKO-NO0YPapLKd VYOG,
Ko yiveral anowxiazg. Moiovtovtov o Xatl{oémoviog gival Eumelpog GTov
dpaotikd oxknvikd Adyo. ‘Etor vmdpyovv ywpia, 6mov to véo meld ko
peAMGTIKO VQOG TOL ToV dkatdvel. I1. y. dtav petd mv ayyeiio tov Knpoka,
g o0 ldcovag kar 1 Mndewa yio Tovg EAAnveg Bewpodviar e£6pioTot Kat o
Baoudg g KopivBov tov odlel, avayyéAlovtag Toug YAUovG Tov UE TNV
kopn tov Kpéovoa, ki €161 m povn mov mpémer vo. pOyel eivan TEMKE 1
Mndew, 0 POAOC TNG AVEPXETOL OTIG OPUUOTIKEC SOGTACELS TOL UEYAAOL
TPOTAYOVIGTIKOD pOLov TG emoyng. [Ipémet va pavtactovpe tnv Kotomovin
va el ta e€ng: «lIpénel va @oyw; E! 10T éha poli pov. Kown 6mwg to
ortaiopa og givar K’ 1 Town! Ovpdoat tov TaAld poag 6pko; Na unv mtebdvel o
évag pag povoc. ‘Eva omitt, éva koppd Kt évag yopog! Tov kapape avtikpd 6to
Odvaro. Kpamoé tov todpa kt €al»™. Avt) 1 yAdooo vmoPonbdei tov

2 1. ¥ ©. 47, 6mov o Idcovag otoydleton yio Tnv oy Tov: "Es ist des Ungliicks eigentlichstes
Ungliick, / Dal? selten drin der Mensch sich rein bewahrt. / Hier gilt’s zu lenken, dort zu biegen,
beugen, / Hier riickt 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”. O mpaypotiky dvotvyio Tng
Sdvotuyiag eivar, Tog dev pévelg kKabapos: 6To TELOG £XELG YiveEL GALOG, KL TNV TEPLPPOVIOT TOV
KOGLOV GUUTANPMVEL KOt 1) S1KT) GOV.

T'ax o yeyovota tov 1903 kow tov 1915; BA. tdpo B. Tlodyvep, O IHalouds ko to Oéazpo,
AbMvo 1995, 408 €. ko 469 €&.

Xo. 56 €. BA. ka1 ) ovvéyela, otav o Idcovag apveitat: "Muapny, dog pov wicw tov Idcova!" —
Mndew: "Oéleig micw tov lacova; — Na map’ tov! — Ma motog pov diver epé m Mndewa micw;
Mnv fpba eyd 6TOV TOMO GOV VO o€ YVPEY®; Mnv Npba va 6e mhpm eyd pe d6Xo om’ TOV
matépa 6ov; No cov frdcm, vat, va 6ov BLdcm v aydmn, va 6° aprdée an’ mv matpido Gov
Kot vo o€ piE® 6T0 TEPLYEO Kot 6TO yhevaopod tov Eévov; Na o ompmdE® 6TO Kpija Kot 6TV
avopia; Me deg popn! Alhoipovo, gipot! Ma mdg apdptmoo OUoG Kot Yo Tolov; Av [e LeovV

2

©

3

S



238 Walter Puchner

VIOKPITH O€ Mo, peOAoTIKT amddoon tov poiov, avtifeta o Grillparzer tov
VTOYXPEMVEL GE [0, O OTOTIKN omayyedo, Kot O,Tt kot va Kéver Oo
KUPLOPYNOEL O TOMTIKOG AOYOC.

‘Oco mpoywpder 10 £€pyo o Xatlomovlog yivetar Mo TOAUNPOS OTIG
eMEPACEIS KOl EUTIGTEVETAL TEPLGGOTEPO TO BeTPLKO TOV éVvoTikTo. Etol m. ).
ToPaAEinEL TO EMAOYIKO Ywplo 610 PvdAe TG B’ mpdén (o. 61), divovtag tov
TeEhevTaio evivmmolokd Adyo oty 1St Ty MAdela mpv guyeL amd T oknviy.
Eivar pavepd mwg o petappaotig SOVAEDEL Yo TNV TPOTAYM®VIGTPLO KOl TOV
EVILTOGLOOUO, TOL €Keiv TpoKadel 610 KOWO pe ™ peydin €€odo. Xto
YOYOPIKO VPOG TOV TETLYAIVEL KOl OPICUEVEG POieg TOMTIKES gwkoveg. TLy.
«Zt oA Vv dfvoco og KAGO’ M viytaly, arodidovtag to «Ob dem
schweigenden Abgrund / Brite die Nacht!» O petagpactikdg Adyog péet
OVEUTOIGTA KOl OMUOVPYEL TN O1KT TOV AUGONTIKN: «...0TOV MUOPPO KOPO
mov opi&ape ot YA®PACLE TG VIOTNG Hog». Xt A Tpdln o1 GUVTOUEDCELS
givon mo aentég, Kuping otn peydAn oknvn g Mndeiag pe to Toudid e,
omov ta. pkpd arokoovvtot. O Pactds xet EeBayel To xpuod dépag pe o
poykd g Mndewog, kot ovt otélvel v miot) ['koépa va dmdoel oty
Kpéovoa ta paywd g ddpo, to omoio Bo t Bavatdcovv kot Bo BdAovv
QT8 oto maAdtl. Ki dtav yopicel évipoun avt pe Adywo gpikng, 1 Mndewa
exotopilet to ocvpuPorikd «E, tedelmoe;» kat TpEYEL va TEAEIOGEL EKEIVN LE TOL
modd . TIah eivar m T'kdpo 0 HAVTATOEOPOG TOV KOK®V' THYE GTO
mePloTOAMO Kot €ide 10 €ykAnuo, mo eixe Swmpdéer n Mndewa, «(Opud
E&ppevn amd TO mMEPIGTOMO Kol TEQPTEL YOVATIOTH] OTN WHECT TNG OKNVNAG,
okenaloviag 10 mpocwmo pe ta yépw): T eida! — Tpopepd!». Kar
eppavifetor emPANTIKA N TPOTOYOVIOTPLO. PE TO EVIVIOCIUKO TPOTO TOL
TeMKoV QvaAe, kKpatdvToag to instrumentum fatale: «(H Mndewo Byaivel amnd
TO TEPLGTOAIO KPATAOVTOG LE TO aploTePOd ¥EPL Eval pLoyaipt, Vo pe To de&i g
onkopévo mpootdlel ciwnn)» (o. 110).

POPUOKEPE, OV 1E SLdYVOLV Kat ov e Bavatdvouv avtoi ed®, Exovv diKlo va To Kapovv, yloti
el éva papd tpopepd TAGGHO, oy GPVoco Kot okldyTpo Kot yio pe v idt. Olog o kdGHog
umpoei va pe KoTapootel, v povov oxul Tv povov Oyt povoyn aeoppn g epikng! Eov!" (o.
57). Ze dpapoTikd amokopuemuote 0 Xot{odmovlog TOVIAPEL OTIG EPHNVEVTIKES UKAVOTNTEG TNG
KotomodAn kot Oyt 6Tnv 0mota YAMGGIKT| Kt GTIOVPYIKT TOV SEVOTNTA.

3 MRdew: "icw! TTotog ToAud v’ ayyifel T MAdewn; Inpeince ™y dpa ov edyo, fuctud!
TTioteye pe, dev éxelg et xepdtepa — Tomo! Inyaive! mv ekdiknot noipve pali pov!" (c. 61).
270 YEPHOVIKO TPOTLTTO 0koAovOEel akopo pa epdomn Tov Baotd, mov BAéret T kdpn Tov vou
TPEpEL eKEfV avapOTIETOL, OV EiVOl 6®MOTO AVTO OV KAvovv: Yot av gival 6mGTo, Tolog Oo
UTPOVGE VO TOVG KAVEL KOKO; YTAPYEL EMOUEVMS L0 SIOPOPETIKY OVTILETOMION TNG TEXVIKNG
T0v Qwake: 0o Xotlomovhog TPOTIHAL T HEYGAN £€£000 TG TPOTAYOVIGTPLOG TOV OPNVEL TG
@oPepég amelég ™G va clmpovvTal Tiom ot oknvn, evd tov Grillparzer gvdiagépet to oo
Ompa: n abodo Kpéovoa vroytaletor amd to Adyta g MnNdeag Tmg Stampdttovy £ve Gdtko
0V B PEPEL TN GLUPOPA.
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Me v eumepio Tov OedTpov TOL PEVIETIGUOV, £vo. TETOWO QLVAAE Ogv
TMPEMEL VO KATACTPAPEL pe TepLttég emhoykég Aemtopépeies. O Xatldmoviog
Kovtoloyig k0Bet OAn v E” mpdén, cOvroun pev (mep. 7 celideg) kou pe
gmhoyikn Aerrovpyucdmra, orrd yio tov Grillparzer avti mepieiye 6Ao o
«idaypo» TOL £pYov, TO OMOI0 £YKEITAL GTO YPIOTIOVIKO HOTifo TNg
poatootntag Tov entyeimv. O petappactic divelt 6A0 to Bapog oto Beatpikd
€QE, APNVOVTAG Lo, GEPA amd avolytd {nTipoTa EKKpeUn” dev EVOLUPEPOLY
AAA®OTE TO KOO TNG EMOYNS, TOV £XEL 010TEL GTOU EVIVTOGLOKE PLVALE T. ).
evog Zevomovdov™. No dodpe amd kovid Tt mepeixe m E' wpéén tov
Grillparzer. Zto pookateotpappévo tardtt o Bactidg avakpivel tyv I'kdpa
Yo TV TOYN TG KOPNG Tov (HOVo ekeivn v €ide mebapévn), evd ekeivn
Opnvel yio ta Toudd Ko vuvel o ayépmyo veog g Mndeswag. Méoa otov
OVO TOL Y10 TIG GLUPOPEG TTOV TOV £PEPE, 0 Baothidg didyvel kat tov Idcova.
v televtaio oknv (onuelotéov to €pyo OSlabétel mphlelg aAAd OxL
oKNVEG) avtdg Ppioketor povog kal eEaVTIANUEVOG GE EPNUIKO dAGOC, OTTOL
001€ 0 aypOTNG, LOAG 0KOVGEL TO0G gtvar, dev BEAEL va Tov dmoel vepod. Tote
gppavifetor umpootd Tov 1 Mndeta, popdvtag To Ypuod dépag. Anevhiver Ta
TehevTaior Aoyl TG oTov GmoTo Ko gheewd Gvipo tng: No eivan mio
duvatdg 6to va vmopépet mapd otig Tpdéeic tov («Und sei im Tragen starker
als im Handelny). To ufvopa tov Grillparzer kou 1 epunveia tng evpimideiag
Tpaymdiog Eykertor ev TéAel g £va avolytd TELOG, OOV KLPLOPYEL TO TVEDHLD
NG YPLOTIOVIKNG HOTOLOTNTOG. XTO PWOAE TO ek@palovv oTixol pe oyeddv
mvdapiky peyarompéncio: «Was ist der Erde Gliick? — Ein Schatten! / Was ist
der Erde Ruhm? — Ein Traum!» — Tng yng n gvtuyia mowa; — M oxid! / Tng
NG 1 86&a oo, — Eva dvepo! — «Du Armer! Der von Schatten du getrdumt!
/ Der Traum ist aus, allein die Nacht noch nicht» — Kaxdépope! Tlov
ovelpednkes okiég / To Ovelpo teeiwoe, po Oyt Ko 1 voyta. - Kot akolovbel
N kotokAeida, og ddhoyo pe tov Idoova, mov ekegvoloyel Tov £antd TOL, M
onoia. cvvoyilel to didaypa g Swaokevng tov Grillparzer: «Tragel» ...
«Dulde!» ... «BlRe!» — Ynopepe — vmopeve — HETAVOTHGOV.

Tétoo yprotiovikd AEIMOYI0 amd TO YOYOPEA] OVOYVAOGLOTO KOl TO
OpnoKevTIKd KaTNYNTIKO, EKPPACT) TNG TO CUECULOVIKNG LATOOTNTOG, OEV
UTOpOoVGE Vo akovatel ota vbvpa BEatpa g ABVag TG TOPATETAUUEVIG

% Bk yau 1ig avaddoelg tov TpdTav épyov tov B. Modyvep, "Ta mpotoa dpapatikd &pya Tov
T'pnydprov Eevomovrov, Ntot n (oxedov) amotuynpévn Deatpici otadiodpopio Tov Néotopa g
EAANVIKNG SPapOTOYPaQiog 6T 6TPOPN Tov adva', Avayvaoels kot epunveduota, AOva 2002,
171-265.

Kot €30 vrdpyovv mpaiot kot dvvartoi otiyot. I1. y. "Dir scheint der Tod das Schlimmste; / Ich
kenne ein noch viel Argeres: elend sein" 1 "Nicht traur’ ich, da3 die Kinder nicht mehr sind, /
Ich traure, daf3 sie w a r e n und daBl w i r sind". Emypappatikoi otiyot e cuUTUKVOUEVO
vonuo.
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belle époque, 6tav ekeivn mpoonddnoe va avtamokpOei oty VYNAR Kot
SUGKOAN OTOGTOAN TNG VO KOTOMOOTEL He TNV KANpovould tng apyoiog
paymdioc. Tiv dovAewd eiye o’ oavtd ta cvpepaldusva M «poTodTTOoL
HOTOOTATOV  To mhvte  potondtney; Iliotevm mwg dev ntav  povo
dpapatovpykoi Adyor mov odfyncav tov Xotldomovho otnv amofoin
ohoxinpng g E° mpd&ng tov Grillparzer, eppévoviag oty avikovot
apakn, 10 «teTédecHur/TeleimaEy, TG TULOOKTOVIOG KOl OPNVOVTOS OVOLXTES
TIG GLVETELEG TNG améyDeag doAopoviag TV abBm®V VIAPEEMV Yo OAOVG TOVGS
EUTAEKOUEVOVG, OAAG Kol 10€0A0YIKOl, — TO GUVOMUO TNG YPLOTIOVIKNG
poatodtnTeg amd to otope g Mndewog v évav ‘EAANva g emoyng etvor
axatovonto —, ywori 1) kdrt tétoo dev evoppoviletor pe to mVvedUA NG
apyaiog Tpaymdiog 6° autiyv T edon g TpdoAnyng Kot 2) dev apuolel ev
YEVEL GTO TVELUATIKO KAMPO NG €mMOYNG TV eMBE®PNCE®V KOl TOV
BoviePaptov pe Aiyn emipoorn KovAtovpag kot icwg dev eivar kot Tng
woovykpaciog Tov  Xot{émoviov, mov evdeyouévwg Tomobetel T
yprotiavikn dwayn oe dAlo ovykeipeva. O Grillparzer mpaypatikd £pyeton
oo AN emoyn Kot o VITOGTEL TIC GUVETELEG.

To 6¢atpo Tov PevieTIoUOV PpiKe TV OTAN KOl EVIVTMGLOKT AVOT Kot O
Xotlomovriog, amd TOvg TO GOPaPOVG HETOPPACTEG GTNV APy TOL 20
aova, VInpetel ToTd t0 ovotnue. Me ovppoyxo v KotomoOAn apnvet
elevfepo tO0 Oeatpikd TOL EVOTIKTO Kol OmMOKOPEL évo SPApOTOVPIKO
TEPIGOEVLLA, TOV KOTO ETIKPUTOVVIO YOUOTO Ogv €EUMNPETNOE OE TIMOTE,
oA pelove kotd TOAD €va eVILOOIOKO QWVOAE. TTOV TATPIOTIKO
gevbovouopd tov Baikavikdv TToAépwv kot Alyo mpwv amd tov €Bvikd
dyyaopd  KotooToATikG ovvOfuata, oOmwg avtd tov  Grillparzer, dev
ypewdlovtar. H dwookevn Oa otabel otn @pikn kol to piyog Tov Adikov
gykMpatog: untépa I'ewpylovi oxotdver Ta Vo TG Todid, Tov e He TOV
"EXAnva dvtpa tng.

Molovtoito ot Beatpicég petappdoelg tov XatldmovAov, Tov GEPAYIGAV
70 cofopd Béatpo piog oAdKANPNG emoyNe, Oa émpene vo EavaekdoBodv g
YA®GOIKA pvnpeio, SpapaTikd detylato Tov HoyOUEVOD SNUOTIKIGHOD GTOV
TPOPOPLKO AOYO TNG GKIVIG.
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Volker Riedel (Jena)

STEPHAN HERMLINS NACHERZAHLUNG
DER ARGONAUTENSAGE VON 1974

Der Lyriker, Novellist, Essayist und Ubersetzer Stephan Hermlin ist 1915 in
Chemnitz geboren worden. 1935 ging er ins Exil — u.a. nach Palastina,
Grolbritannien, Spanien, Frankreich und der Schweiz. 1945 kehrte er nach
Deutschland zuriick, zunéchst in die amerikanische und dann 1947 in die
sowjetische Besatzungszone. Er gehdrte zu den namhaftesten Schriftstellern
der DDR und war auch auf vielféltige Weise kulturpolitisch tatig — vor allem
im PEN-Zentrum und in der Akademie der Kinste. Zeit seines Lebens be-
kannte er sich zur sozialistischen Weltanschauung und geriet zugleich als
kritischer und sensibler Intellektueller, der sich in zunehmendem MaRe der
Diskrepanzen zwischen Ideologie und Realitdt bewul3t wurde, mehrfach in
Konflikt mit der Fihrung der SED. 1997 ist er in Berlin gestorben.

Stephan Hermlin hat ein verhéltnismaRig schmales, aber geistig wie asthe-
tisch hochstehendes Werk hinterlassen. Obwohl es weniger als das von Erich
Arendt, Franz Fihmann, Peter Hacks oder Heiner Miiller durch antike Sujets
bestimmt ist, gehort er doch zu jenen Autoren, fiir die das klassische Altertum
von groRerer Bedeutung gewesen ist. Er war ein guter Kenner der antiken
Literatur, lieR in seine publizistischen Arbeiten gelegentlich Anspielungen
auf griechische und romische Verhéltnisse einflieBen?, polemisierte gegen

Vgl. Stephan Hermlin, Kassberg. In: Hermlin, Erz&hlungen. 2., erw. Aufl. Berlin, Weimar
1970, 255; Stephan Hermlin, An "Sinn und Form". In: Hermlin, Lekture 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 Uber eine Insel. In: Hermlin, Lekture, 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 MiBbrauch des Altertums®, wies auf die ‘Pflege des
antiken Erbes’ in ostdeutschen Verlagen hin* und nahm sich Autoren wie
Livius, Sueton und Plutarch zum Vorbild fur seine Portréts antifaschistischer
Widerstandskampfer®. Weiterhin hat Hermlin in seinem lyrischen und
erzéhlerischen Werk antike Motive verwendet — und er hat 1974 im Kinder-
buchverlag eine Nacherz&hlung der Argonautensage verdffentlicht.

In &lteren Untersuchungen zur Antikerezeption in der DDR-Literatur ist
der Schriftsteller unberiicksichtigt geblieben®, und auch in einer 1977 erschie-
nenen Monographie unter dem Titel "Stephan Hermlin und die Tradition"
wurde nur gelegentlich darauf eingegangen’. Ein einziger Aufsatz von 1985
ist diesem Thema gewidmet® — handelt es aber auf acht Seiten ab und erfait
das Phanomen nur ansatzweise, weil er sich auf die Auswahlausgaben seiner
Gedichte beschréankt, die Erstdrucke in den Bénden "Wir verstummen nicht",
"Zwolf Balladen von den GrofRen Stadten”, "Die Stralen der Furcht” und
"Zweiundzwanzig Balladen"® aber auBer acht I4Rt. Ich habe hin und wieder in

Vgl. Stephan Hermlin, Not und Hoffnung der deutschen Literatur. In: Hermlin, Begegnungen,
209, 214; Stephan Hermlin, Franz Fihmann. In: Hermlin, Lektire, 29 f.; Hermlin, Aben-
dlicht, 84.

Vgl. Stephan Hermlin, Das "alte Wahre" und wir. Brief an Rudolf Alexander Schroder. In:
Hermlin, AuRerungen 1944-1982. Hrsg. von Ulrich Dietzel. Berlin, Weimar 1983, 131; Stephan
Hermlin, Eine Festrede. AnlaBlich der Jubildumsveranstaltung des Reclam Verlages 1978.
Ebd., 394.

Vgl. Stephan Hermlin, In einer dunklen Welt. In: Hermlin, Erzéhlungen, 242.

® \gl. Ernst Giinther Schmidt, Die Antike in Lyrik und Erzahlliteratur der DDR. In: Wissenschaf-
tliche Zeitschrift der Friedrich-Schiller-Universitat 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 Begriindung einer neuen Re-
zeptionstradition im lyrischen Schaffen Bechers, Brechts, Maurers und Arendts. Diss., Leipzig
1974 [Maschinenschr.].

Vgl. Wolfgang Ertl, Stephan Hermlin und die Tradition. Bern [u. a.] 1977 (Européische Hoch-
schulschriften 1, 206), 81, 100 f., 123. — Auch Klaus Werner I&Rt in seinem Aufsatz "Stephan
Hermlin und die Tradition" (in: Sinn und Form 27 [1975], 323-327) Hermlins Beziehung zur
Antike auBer acht.

Vgl. Elke Mehnert, Zu einigen Aspekten der Antikerezeption Stephan Hermlins. In: Weimarer
Beitrage 31 (1985), 621-628. — Einzelne Hinweise finden sich auch bei Manfred Durzak, Ver-
such ber 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.

Vgl. Jo Mihaly, Lajser Ajchenrand, Stephan Hermlin, Wir verstummen nicht. Gedichte in der
Fremde. Zurich 1945; Stephan Hermlin, Zwolf Balladen von den GrofRen Stédten. Zirich 1945;
Stephan Hermlin, Die Stralen der Furcht. Singen 1947; Stephan Hermlin, Zweiundzwanzig
Balladen, Berlin 1947. — In den B&nden "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 Zusammenhéngen auf das lyrische Frihwerk Bezug genom-
men'® und kann im Rahmen meines heutigen Themas nur den knappen Hin-
weis geben, daf Hermlin bereits in einer Zeit, als ein affirmativ-
optimistischer Umgang mit den antiken Sujets dominierte, die leidvollen
Zuge im Schicksal vor allem des Odysseus und des lkaros betonte und daf
der tragische und elegische Charakter dieser Gedichte geradezu eine Vorweg-
nahme der kritisch-problematisierenden Rezeption bedeutete, die fur 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 Erzdhlung handelt von der Hinrichtung eines
Verréters durch franzdsische Partisanen —, und in "Kassberg" (1964) erscheint
(wie bei anderen Dichtern auch) eine Heimkehr des Odysseus als nicht mehr
moglich: "Die Freier sind fort, und mit ihnen Penelope."™

In den sechziger bis achtziger Jahren des 20. Jahrhunderts nun haben der
Kinderbuchverlag und der Jugendverlag Das Neue Leben eine Reihe von
illustrierten Nacherz&hlungen antiker Sagen und Werke mit hohem literaris-
chem und kinstlerischem Anspruch veréffentlicht. Am Beginn stand Franz
Fihmanns Adaptation der Homerischen Epen unter dem Titel "Das Holzerne
Pferd", dem spéter noch der (Fragment gebliebene) "mythologische Roman™
"Prometheus" folgte'*; andere Autoren verfalten Nacherzahlungen der Sagen
von Herakles (Rolf Schneider und Hannes Huttner), von Orpheus und Eury-
dike (Werner Heiduczek) oder von Daidalos und lkaros (Gerhard Holtz-
Baumert)*™®. In diesem Zusammenhang schrieb Stephan Hermlin das Buch

struktur verandert worden. Aus den flinfziger Jahren stammen nur noch das Gedicht "Epon”, in
dem Analogien zwischen den Perserkriegen und dem griechischen Biirgerkrieg nach 1945 an-
klingen, und "Der Tod des Dichters”, ein Nachruf auf Johannes R. Becher in der dritten askle-
piadeischen Strophe.

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 Einfihrung. Stuttgart, Weimar 2000,
332-334; Metamorphosen des Odysseus-Bildes. In: Riedel, "Der Beste der Griechen" — "Achill
das Vieh." Aufsatze und Vortrége 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.

Stephan Hermlin, Erz&hlungen (wie Anm. 1), 117-134, 259.

Vgl. Franz Fiihmann, Das Holzerne Pferd. Die Sage vom Untergang Trojas und von den Irrfahr-
ten des Odysseus. Nach Homer und anderen Quellen neu erzéhlt, Berlin 1968; Franz Filhmann,
Prometheus. Die Titanenschlacht. Nach Aischylos, Hesiod, Homer, Apollodoros und anderen
Quellen. Berlin 1974; Franz Fiihmann: Prometheus. Die Zeugung. Rostock 1996.

Vgl. Rolf Schneider, Die Abenteuer des Herakles. Nach alten Sagen neu erzéhlt, Berlin 1978;
Hannes Huittner, Herakles. Die zwdlf Abenteuer. Nach Apollodoros, Hesiod, Homer, Euripides
und anderen Quellen, Berlin 1979; Hannes Hiittner, Herakles. Der Dank der Gétter. Nach Apol-
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"Die Argonauten”, das von dem bedeutenden Maler und Bildhauer Fritz Cre-
mer illustriert worden ist."

Die Nachdichter sind dabei durchaus unterschiedlich vorgegangen, haben
sich teils eng an die Uberlieferten Versionen angelehnt, teils andere Akzente
gesetzt, teils sogar neue Konzeptionen entwickelt und neue Handlungsele-
mente eingefiihrt. Am weitesten ging Franz Fihmann in seinem auf flinf
Bande konzipierten Prometheus-Roman.® Hermlins Nacherzahlung der Ar-
gonautensage bezeichnet geradezu den Gegenpol. Sie umfaflt etwa 80 Seiten
und ist weitgehend den bekannten Handlungsziigen verpflichtet. Deutlich
folgt Hermlin in der Auswahl und im Ablauf der Ereignisse sowie in der
Ubernahme einzelner Fakten den "Schénsten Sagen des klassischen Alter-
tums”, die der schwabische Schriftsteller und Publizist Gustav Schwab
1838/40 nacherzéhlt hatte und die seitdem mehrfach neu herausgegeben wor-
den sind: einem Werk, dem groRe Bedeutung bei der Vermittlung antiker
Mythen vor allem an junge Leser zukommt, dem allerdings auch einige
glattende und trivialisierende Zige nicht abgesprochen werden kdénnen.
Darlber hinaus hat Hermlin von neuem Apollonios Rhodios (der schon fir
Schwab die Hauptquelle gewesen war) und — wie er es in einem Brief formu-
lierte'® — "das Einschlagige im Ovid" gelesen. Auf spezifisch Ovidische Ziige
allerdings — wie den Konflikt zwischen lason und Hypsipyle auf Lemnos, die
Verjlingung des Aison oder die Zerstlickelung des Pelias — hat er verzichtet.
Von Valerius Flaccus hat Hermlin kein einziges charakteristisches Element
tbernommen, 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 Nacherzahlung. Zunéchst ein-
mal hat der Autor die ziemlich breite und berichtartige Erzahlung Schwabs
gekiirzt und vom Kompositionellen und Sprachlichen her poetisiert. Bereits
der "Einstieg"” ist hochdramatisch: Konig Pelias bringt in lolkos dem Pose-
idon ein Opfer dar, "als er jahlings erblalte” — weil er ndmlich den Jingling
mit nur einem Schuh erblickte, vor dem ihn das Orakel gewarnt hatte."” Da-
nach erst wird — und dies in wenigen Satzen — die doppelte Vorgeschichte
enthillt. Hermlins Nacherzahlung 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.

4 Stephan Hermlin, Die Argonauten, Berlin 1974.

5 vgl. folgende Arbeiten des Verfassers: Franz Fiihmanns "Prometheus”. In: Weimarer Beitrage
26 (1980) 2, 77-96; Die Antike im Werk Franz Fuhmanns. In: Riedel, Literarische Antikerezep-
tion. Aufsatze und Vortrége. Jena 1996 (Jenaer Studien 2), 262-266.

16 Stephan Hermlin, Brief an Elke Mehnert, 20. Oktober 1983. In: Mehnert (wie Anm. 8), 626.

7 Hermlin, Die Argonauten (wie Anm. 14), 5 .
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Kolchis hin ausgerichtet, wahrend die Heimfahrt (die bei Apollonios wie ein
Konglomerat phantastischer Abenteuer wirkt) stark verkirzt 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 resumiert, aber als wirkungsvoller Abschluf gebracht.

Wahrend Hermlin auf zahlreiche Details der Schwabschen Nacherzahlung
verzichtet, Ubernimmt oder verstérkt er sozial relevante Ziige, die partiell
schon von seinem Vorgéanger auf der Grundlage der "Argonautika” heraus-
gearbeitet worden waren. Das betrifft zum einen die schérfere Akzentuierung
des Konfliktes zwischen Pelias und lason. (Pelias ist bei Hermlin ebenso wie
bei Schwab und im Unterschied zur gesamten antiken Uberlieferung — mit
Ausnahme von Pindar — ein unrechtmé&Biger Herrscher.) Zum anderen aber
betrifft es die Betonung vorbildlicher, solidarischer Zuge: Einbezogen wird
der "Wohltéter der Menschheit” Prometheus, der durch den Adler des Zeus
gefoltert wird und dessen Blut in der Salbe der Medeia enthalten ist, die lason
unverwundbar macht'®; bei der Gewinnung der Medeia fiir lason wirkt der
Phrixos-Sohn Argos mit, wéhrend sie etwa bei Apollodor und Ovid einzig aus
Liebe handelt®; daR Herakles eine Quelle hat hervorspringen lassen und die
Argonauten gerettet hat, wird besonders hervorgehoben®.

Im Zusammenhang mit dieser Humanisierung ist auch die Milderung
mancher barbarischer Vorgange zu sehen: Der Zweikampf zwischen Pollux
und Amykos fiihrt nur zur Niederlage, nicht zum Tod des Bebryken-Kénigs™;
Medeias Bruder Apsyrtos wird zwar getotet, aber nicht zerstiickelt?; lasons
Vater Aison bleibt am Leben, und auch die von Medeia veranlalite Toétung
des Pelias durch dessen Tochter ist entfallen®.

Diese leichte ideelle Uberhéhung des Mythos korrespondiert allerdings
mit einer Akzentuierung elegischer und tragischer Zuge. So heif’t es bereits

18 Ebd., 38, 49. — Vgl. Apollonios Rhodios 2, 1247-1259 und 3, 844-870; Gustav Schwab, Die
schonsten Sagen des klassischen Altertums. Nach seinen Dichtern und Erzéhlern. 3. Aufl. Leip-
zig 1965, Bd. 1, 93, 104.

Ebd., 46 f. — Vgl. Apollonios Rhodios 3, 440-916; Schwab, Bd. 1, 99-104.

Ebd., 77 f. — Vgl. Apollonios Rhodios 4, 1432-1449; Schwab, Bd. 1, 129.

Ebd., 24-26. — Dagegen meldet Apollonios Rhodios (2, 94-97) unverhillt den Tod des Amykos,
und Gustav Schwab (Bd. 1, 85) deutet ihn an.

Ebd., 64. — Dagegen wird Apsyrtos bei Apollodor (1, 9, 24), der sich hierbei wohl an die &lteste
Version der Sage halt, von Medeia zerschnitten, und seine Gliedmafen werden einzeln in die
Tiefe geworfen, um die verfolgenden Kolcher aufzuhalten; und bei Apollonios Rhodios (4, 477-
481) schneidet lason die Glieder ab und kostet das Blut, um sich vom Mord zu entsiihnen. Bei
Schwab (Bd. 1, 119) wird, ebenso wie bei Hermlin, der Tote sofort begraben. (Ubrigens ge-
braucht Hermlin, in Anknipfung an Schwab, die Namensform "Absyrtos™.)

Ebd., 81 f. — Schwab erwéhnt ebenfalls nicht den Tod des Pelias (Bd. 1, 132), hatte aber bereits
zuvor den Tod des Aison gemeldet (Bd. 1, 73). Bei Hermlin ibernimmt Aison "seltsamerweise"
wieder den Thron.
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frihzeitig, als Herakles die Argonauten verldt: "Herakles aber ging seinen
einsamen Weg, von dem die Sage berichtet."** Schwab hingegen laGt ihn, im
Anschlul? an Apollonios, dorthin gehen, "wohin ihn die Bestimmung des Zeus
rief".? Vor allem erfolgt eine Distanzierung von dem anfangs mit Sympathie
gezeichneten lason. Mit dem Raub des Goldenen Vlieses tritt ein Umschwung
in seinem Schicksal ein: Aus dem mutigen und furchtlosen K&mpfer wird ein
Streber nach Ehre und Ruhm.”® Die Vorgénge in Korinth — bei deren Schilde-
rung sich Hermlin an die seit Euripides traditionelle Sicht auf den Kinder-
mord halt — sind die letzte Konsequenz eines langwahrenden Fehlverhaltens.
"In diesem Augenblick (iberdachte lason 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, Kalte und Hitze und die im-
merwéhrende Nahe des Todes ertragen. Er hatte das Goldene Vlies in die
Heimat zurilickgebracht, wo es wieder in irgendeinem heiligen Hain hing,
schon jetzt fast vergessen. Um des groRen Zieles willen hatte er Lige und
Verrat und viele Verbrechen auf sich genommen."?” Bei Schwab begeht lason
Selbstmord; Hermlin 140t es offen, ob er sich "in sein Schwert gestiirzt" oder
“in einer Art Erstarrung seinem Tode entgegengelebt” habe.?

Mit der Akzentuierung leidvoller Ziige knlpft Stephan Hermlin in seiner
Nacherzahlung der Argonautensage an den Grundton seiner friihen Gedichte
an. Ist aber dort das Leid noch mit Zuversicht gepaart oder 4Rt es sogar
Raum fir heroisierende Analogien, so filhrt es nunmehr zu Enttduschung und
Resignation, wird der ProzeR der Desillusionierung bis zum bitteren Ende
ausgestaltet.

Hermlins Argonauten-Rezeption reiht sich ein in den Kkritisch-
problematisierenden Umgang mit dem antiken ‘Erbe’ bei zahlreichen Dich-
tern des 20. Jahrhunderts — namentlich seit den sechziger Jahren. Dies laRt
sich an Gestalten wie Prometheus, Herakles, Odysseus oder Ikaros verfolgen
— wahrend bei diesen aber eine zumeist recht zustimmende Sicht vehement
umgekehrt wurde, ist lason bereits im griechischen Mythos selbst und in der
weltliterarischen Tradition ein mehr oder weniger zwiespaltiger oder gebro-
chener Held. Problematische Zuge hatte er — um uns hier auf die deutsche
Literatur nach 1945 zu beschranken — auch in Anna Seghers’ Erzdhlung "Das
Argonautenschiff” (1948), in der lason den Menschen nicht nur Erkenntnis,

% Epd., 24.

% Schwab, Bd. 1, 84. — Vgl. Apollonios Rhodios 1, 1315-1320.

% gl Christian Emrich, Weltliteratur firr junge Leser — neuerzahlt. In: Neue Deutsche Literatur
28(1980) 9, 138.

27 Hermlin, Die Argonauten, 86-88.

% Ebd., 88. — Vgl. Schwab, Bd. 1, 136.
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sondern auch Leid brachte und schlieBlich infolge eigenen Versagens von der
Argo erschlagen wurde, und in Elisabeth Langgéassers Roman "Markische
Argonautenfahrt" (1950), in dem sich eine Pilgerreise letztlich als Hadesfahrt
offenbart.”® In Christa Johannsens Roman "Flug nach Zypern" (1969) ist la-
son "Verfihrbar zu jedem Zweck, jedem Angebot offen”, und die Fahrt der
Argonauten erscheint als ein fragwirdiges Unternehmen, das charakterisiert
ist durch die Diskrepanz zwischen dem illusiondren Optimismus des Auf-
bruchs und dem klaglichen Ergebnis: "Betrug am Anfang — Verrat und Verrat
— Verbrechen am Ende."*® Auch Axel Schulze schildert in der Erzahlung "Die
Zeder des Argonautenschiffes” und in dem Gedicht "Argonauten™ von 1966
und 1973 einen gefahrlichen und unrechtméaRigen Vorgang.* Besonders kral
entlarvt Heiner Mdiller in seinem Stick "Verkommenes Ufer Medeamaterial
Landschaft mit Argonauten” (1982) lason als Kolonisator.* SchlieBlich 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 — lason
eine bedenkliche Gestalt, und die Fahrt der Argonauten erscheint im
Riickblick als wenig heldenhaft und sinnvoll.*

Die Vielschichtigkeit des Sagenkreises um lason, Medeia und den Argo-
nautenzug la0t in diesem antiken Mythos ein betrachtliches kritisches Poten-
tial deutlich werden und erklért, warum gerade er sich als besonders geeignet
erwies, die Ambivalenz historischer Vorgange und individueller Entwicklun-
gen, die Dialektik von historischem Aufbruch und tragischem Scheitern —
namentlich unter den Erfahrungen des 20. Jahrhunderts — immer wieder
kinstlerisch zu reflektieren.

2 Anna Seghers, Gesammelte Werke in Einzelausgaben, Berlin, Weimar 1975-1980, Bd. 10, 126-
143; Elisabeth Langgdsser: Mérkische Argonautenfahrt. Roman. Hamburg 1950.

% Christa Johannsen, Flug nach Zyper n. Roman. Berlin 1969 (Zitate: S. 134, 67).

% Sonntag 21, 1966, 43, 7; Axel Schulze: Zu ebener Erde. Gedichte, Halle 1977, 96.

32 Heiner Muller, Werke. Hrsg. von Frank Hornigk, Frankfurt am Main 1998-2005, Bd. 5, 71-84.

33 Christa Wolf, Medea: Stimmen, Roman, Miinchen 1996.



Phasis 10 (1), 2007

Sophie Shamanidi (Thilisi)

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. | will try to analyze the same
character from a slightly different ethno-social angle. 1 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)." The reception of Helen’s images in the 19"-20"
century literature is no less diverse. Modern European authors present her in
many different ways.” Unlike European literature, Modern Greek writing is

L 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.’

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. | 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.

Tannis 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).*

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.’

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 | + 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, Thilisi, 2007 (in Georgian).

% 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" 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.



The Ethnic Aspect of Perception of Medea and Helen 251

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).®

The Medea theme reappeared in Georgian literature several times: | 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.’

® 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, | 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, | wanted to
find out the public attitude towards these characters, especially among such a
sensitive community as the students. For this purpose, | carried out the
following experiment:

For several years, | 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, | 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. | can add in the end that
such circumstances one again speak of Euripides’ genius, whose creation
excites our souls even 25 centuries later.
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Erasmia-Louiza Stavropoulou (Athens)

O APTONAYTIKOX MY®GOX
>THN ITOIHZH TOY I'TANNH PIT=0Y

Eivar yvooté ott o Tidvvng Pitoog ompiée 10 0épo apxetdv amd To
KOADTEPO, TOWUOTA TOV G©€ TPOCONO KOl EMEGOdN TNG EAMANVIKNG
poboroyiag. Av kol m ApPYovouTIKY] EKOTPOTEIN OEV TOV EVEMVELCE KOO
peyéAn moumrtikn ovvleon, Onmg o Tpwikdg morepog 11 o Muknvaikdg kot
OnPaikdg kKOKAOG, 68 Evvéd OAYOOTLYO TOMOTO. altd TIC GLAAOYEG Maptupics
ko Ezavaldiyeic, expetadhedtnie tov pobo tov Apyovavtdv.' Eivar yeyovic
o0tt 0 pobBog ovtdc Oev yovipomoinoe TNV EURMVELGT] TOV VEOEAANV®V
AoyoteXvdV 610 PBabud mov avtd cLVEPN pe tov pvbo Tov Tpwikol ToAépov.
Qo610060, T0 Yepdto mepuételeg ToEidL TG APYdg YpNOLOTOONKE ®G
cVpPoro T6G0 Tov EEWTEPIKOL aydva TG (NG 660 Kot TG TopEing TPog TNV
€00TEPIKN ovtoyvocio. H ocvupetoyn oty ekotpoteio TOAAGY and TOLG
ONUOVTIIKOTEPOVG TNPWEG, Ovntovg Kot muibeovg, ekeivig G €moyNG,
mpocédmoe 610 PWOHBO TO  YOPOKTAPE TOL OUASIKOD Oydvo Kol O
€EOOVIKEVIEVOG KOWVOG GTOXOG, T OmOKTNGCT, ONAadN, TOL YPLCOUUAAOL
dépatog, Bepnnke o 1 cvuPolkn omewdvion ¢ Tpoonddelog yio TNV
KOTAKTNON EVOG 100VIKOV.

2t Aoyoteyvikn mopaymyn ™G Yevids tov '30 to taidt g Apydg
evtlybnke apevog oto moAd gvpvtepo BEpa Tov Tagdol (Kot piAota Tov
Boracovol ta&dlod) mov avartdyxbnke t0te oe TAATOG Kot BABog Wiaitepa
otV moinom. Apetépov cuvdétnke pe v exotpateioc oty Mikpd Acia kot

Avodutich Teptypagn Tov pvbov mg Apyovautikig ekotpateiag PA. oto EAMnviki Moboloyia,
T'evikn emomteion . ©. Koxpwnig, top. 4, Exdoticry Abnvdv, 126-187. BA. kot ta Afppato:
«The Golden Fleece» ko «Medea» oo Companion to Literary Myths, Heroes and Archetypes,
edited by P. Brunel, Routledge, London and New York, 1996, 464-467 ko1 769-778.
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TNV KOTOGTPOPN Tov 22, e181KOTEPO GTOVG AOYOoTEYXVEG oV Npbav amd Tnv
Avotol). O Tdpyog Xepépng oto moinua «Apyovaidtee»y (Mobiotdpnua)
ocuvdéel axpPag to To&idl g Apydg pe to dewvd g MikpacioTikig
ekoTpateing, 10 BAVOTO TOV GTPATIOTOV, TNV TEPMAAVION TOV TPOCEVYMV
oALG Kot TV A0N Tov oKéETaoE TGO TO KaTopODUATA OGO Kot T SEWVE TOVG:
«Kaveic dev tovg Quudron. Aikaroctvi».? Amd v 6AAn, o Tibpyog Ocotokdg
o610 pubotdopnua Apyad, (tithog mov ypnoomomdnkKe 6€ TOAAG KEIPEVA TNG
emoyng), Otver kor Tig dVo mAevpég tov pHOov, TN BeTikn, SMAadn TNV
Tpocmdbeln EKTANPOONG EVOC GMUOVTIKOD GTOYOVL Kol TNV OPVNTIKY, TNV
0PIy TOL XPLGOUOALOL d€paTog Kol TO Ploto TEAOG TOV TPMTAYMOVICTMOV
ToV: «X1a natio tovg, 1o kopafart e Apyag talideve KIOAag TPOg TIC UEYALES
bolaooes kou TIG UEYGAES POVPTODVES, TPOS TO AYVWGTO, TPOS TO XPLGOUOALO
Aépag, mov TovS coyRveve Kol Tovg evlovaiale, ywpic vo umopodv va To
xabopicovv. To Xpvoouolio Aépag. To Eomvnuo tov eddnvikod mvevuorog, n
Snuovpyia, n Avayévvnon, n Aééa...»*

Ta momuata tov Pitoov etvon, PéRore, moAd petayevéotepa amd To
mponyovueva keipeva. O ypdvog TG YPAPNG TOVG GAAG KOl M OPIOTEPY
weohoylo tov momt kabpeprtilovial 6to cvoyETIGUO TOL pOBov pE T
ovyypova yeyovota. [Ipoxatafoiikd pmopd vo o 6t yia tov Pitoo avtd to
nepuetelmdeg tagidt ovpPorilel TOvg OAYOVES TOL EAANVIKOL A00D Kol
yvevikdtepa ™G avOpomoOTNTAG Yo Evav KOGHO €Aevbepiog Kol KOWMVIKNG
dwaoovvne. Xtdyog, Aomdv, g avokoivmong pov etvorl va deiém axpBag
oG 0 Pitoog mpoceyyiletl pe v moinom tov avtd tov apyoio podo: apevog
Swfalovrag pe Tpdmo KPITIKd TV apyaio poboroyia, apeTépov ooAMalovTog
LE TPOTO EUUECO OALG TOAD TAPAGTATIKO GUYYPOVA YEYOVOTO.

Onwg el Mon mopotnpnBel amd v kprky], otig Mapropies ko Tig
Eravainyeic  amotvmdvovior Vo  afloonueioTo  YOUpOKINPIOTIKE  TNG
SNUOVPYIKNG TOPEing TOV: TPMTOV, 1 KOAAEPYEW — TOPCGAANAC HE TIg
peyddeg og €ktaon oVVOEGELS TOV — GOVIOU®V, OMYOCTIY®V, EVIOTE EMLYPOLL-
HOTIKAOV notnudtmv.4 To devtepo yapakTPoTiKd givar OTL pe apetpio ™)
Agbtepn Xepd tov Maptopiov, olrd, TOAD TEPGGOTEPO HECO  OTIG
Eravolnyerg, 0épata eunvevopéva omd v apyaio iotopio kot poboroyia,
mov NdN &ixe ypnopomomoet o Pitoog otig peydreg ovvbéoeig g Tétopyg

Tdpyog Zepépng, Howjuaza, Evoékatn €xdoon, Trapog, Adfva 1977, 47.

TI'. ®gotokdg, Apyad, Top. A', Oydon £kdoomn, Biprlorwieiov g «Eotiagy, Adnva, 1980, 58;
BA. ko dAheg avagpopég oto top. A', 56-58, 310 kou top. B, 172-175.

I1. Tpeferaxng, O mointiic Idvvig Pitoog. Zvvolikii Becdpnon tov épyov tov, Kédpog, Abnva,
1981, 322-323; Bi. kot t1g mopatnprioels g X. Ipokondxn, «H mopeio mpog ) I kpoykavia
0L TEPUETELEG TOV OpaaToc», Apiépaua atov Iavvy Pitoo, Kédpog, Abfva, 1981, 308.
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Aiéoraonc, mepvody kot ota olydotiga mowjuotd tov.” ‘Etot ot Vo autéc
GLAAOYEG @aivovtal va cuvdéovtatl g va Babud oyt povo Bepotikd oArd Kot
MG TPOG TOV TPOTO TNG YPAPNS TOVG,.

Enopévag to akdiovbo yevikd oydio tov Pitcov ywo v Ipht Zepd
tov Moptopidv, éva. omd To EAAYIGTE OLTONVOPOPIKO KEILEVO TOV TOWTH,
UTopEl VoL XPNOHEVCEL MG 03N YOG TOV AVOYVAOCTN KOl Yol TIG V0 MO TIKES
oLAAOYEG: «Ta moijuazo [owtd] de diordlovv va ECemepvodv v ovdétepn
ropotipnon [...] kou va teivovy mpog Evav opiouo, mpog uia. axpifoloyia,
ovvouidia, kol pdAiota, kdmote, mpog uiav elokpifioon outiwv, mpog i
emecnynon, Ki akOUn TPOS U0 GUYKEKPILEVH DITOOEILH, TopoTpLver, vovbeaia,
Abon, ovumépaouo kor ooufovryy. Oxi, féfora, mavio: ua ovyva, — oto Lobuod
wov N KoBopotnTo. NG TEYVHG UTOPEL Vo ETITPEWEL TH OLOYVTIKOTNTO, THG
elouoloynonc i ™ oyolootikétnTa. TS O1daokoAag, kol oto fobud mov n
YUGIKI, OCKNUEVN K' ETIKTNTH OEUVOTNTO THG TOINONGS, OIVEL TO JIKAIWUO, TTOV
o va wapel ) Béon kot 1o DPog Tov eCouoloyovusvon, tov elopoloynti,
tov nbomdoty, 1 keu Tov ddoKaiov axdun.»> MTopovuE, AowTdV, Vo TOVUE
TPOKATAPOAIKG OTL TPOKELTAL YEVIKA Y10 TOUHOTO «IOAKTIKA», 6T0 OToin
ypnoponoteitar o apyaiog poboc N 1 wTopic MG YvMdON Kowvn Tov polpdletot
0 TOWTNG UE TOVG OVAYVAGTEG TOV, OG EVO TPAOTO EMIMESO EMKOWVOVING Y10
Vo TPoy®pNoEL KaTtoOTY oTov PBabVTePo GYOAMOGHO, TO (POTICUO KOl TNV
amoKGAVYN GAL®Y TTUYOV TOV YVOOTOV Hodoroyikdv Bepdtov Tov.

H kpiticn €xet 1dn vrootnpi&erl 611 — Wwitepa ot eUmTveLSUEVA amd T
pvboroyia keipeva — n moinom tov Pitoov oyetileton wg éva Padbud pe v
moinon tov Kafaen, oyt oto Oépata aAld otov TPOTMO YPOPNG UE TIG
TAPEVOECELS, «OTAV ATOLEVOVOVY — OTHYV UTPEYTIKY OHUOGIO, TOD OpPOv — U0,
"Oéon" wov diatvrOnke 0T’ AUEGWS TPONYODUEVAY, LE TIG EPWTNOELS, «OTAV
aIpovY 1 OUPIGHNTODY — TPOCWPIVA — THV KOATOPOTIKOTHTO, ULOS TPONYOVUEVHS
"Oéonc” ko pe ™ «onuatiky augionuio».” ©a HOEAN Vo GLUTANPOC® 8D
ot1, 6mmg Bo Sodpe Kot oTa TOMHATA TOL B0 GYOALAC® GTN GUVEXELD, Ol SO
peyéior momrég popdlovion Kot éva GAAO KOO YOPOKTNPIGTIKO: GTOVG
TEAELTOIOVG OTIYOVG TOV TOMUATOV TOVG HE £VO OVOTPEMTIKO OYOA0
LETAPGALOVY TV TPOOTTIKN Ue TNV omoio. mapovslalovial g To onueio
exeivo va avtipetonilovv to Bépa Tovg.

5 B\ «O Pitoog and 1o 1957 kar eciic mpooeyyiler 1o apyaio eldqviid maperlov ka ypropomoei

oo épyo tov Géuara ard v tpoywdio, ) uwboloyia i v 1otopion (I'. TTpopavOAIKNG,
«lotopikn em@avele kot Babog, Mehétn mdveo ce dvo ovvbécelg tov dvvn Pitcovy,
Agpiépawpe..., 6.1, 196); BA. kou ITpokomdkn, 6.7, 315, 321-322, 328-333.

Tavvng Pitoog, «Zav swoaymyn otig "Maprtopies"», Meletquoara, Agdtepn ékdoom, Kédpog,
Ab1va, 1980, 99.

T T Belovdnig, «O kapapikog Pitcogy, Apiépapua..., .., 181.
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And ta evvéa GYETIKA mowmpata, mov o pe omooyolncovv €dm, 600
Bpioxovtan otig Mapropies (Zewpd Agdtepn), pe Titho avtictoryo «Arm' v
ApyovavTikh ekotpoteion kot «Pwéacy, kot eivan ypoppéva to 1964-1965.°2
Avo, eriong, eivar evtayuéva ot Exravainyers (Zewpd [podtn): npdxetton yio
o «Z1n yopa Tov Befpdikovy kot «To téhoc Tov Zeipivovy: 1 6uvOeoT| Tovg
éywe v B pépa: otig 16 lavovapiov 1965.° Ta vworowma Tévie avikovy
o1 Emavodiyeic (Zewpd Aedtepn), cviloyn mov ypa@TNKE OAOKANPM TO
1968 610 XTpaTOTESO GLVYKEVIPWOOTG TOMTIKOV KpaTovpévey oto IapBéve
Aépov. TIpokertar yo ta: «Ta piia tov Eorepidov, 1» (30 Maptiov) «Ta
o tov Eomepidwv, 11» (31 Maptiov), «To ypvcdporro dépacy (5 Maiov),
«O Térwe» (6 Mafov) kar «H mapakum e Apyde» (7 Maiov).”® A&itet va
emonuovlel oO6tt pe Pdon TIC mMuepounvieg yYpaeng TOV  TOUUAT®V
oynuoatilovrol pKkpEG OpAdEG KEWEVMV, YPOUUEVEG TNV 1010 M TIG OPECHG
emopeves pépes. Mmopodpe, Aowdv, va Tovpe OTL £TG1 SNULOVPYOVVTOL LIKPES
OepoTIKéG VTOEVOTNTEG GTIS OMOIEG O TOMTNG KATAOETEL SLOPOPETIKEG OYELG
TOV TPOPANUATIGHOD TOV TAV® 6TO 1610 OENQ.

Av Kol AOY® TOL TEPLOPICUEVOD YDPOL OV OV aVOAOYEL dev &xm
SuvoTéTNTO. VO GYOAMACH OVOAVLTIKA TO TOUUOTO, ETONUOive 0Tt OAa
yopilovtar o€ tpelg avicoueyéBelg aAld evdidkprreg (dveg omd TV Gmoyn
g avamTuéng Tov B€paTog. TNV TPOTN 0 aPNYNTNG ekBETEL TaL YEYOVOTOL
aKoAoVODVTOG APKETA TIOTA TNV YVOGTH HLBoAOYIKN TopadooT, ot devTepn
TPocOETEL Vol oYOAMO TAVE GTO EMEIGOSI0 OV apnyeitat, vroypappilovog
70 1dwitepo oToyeio mov Bo ToV AmAGKOANGEL EVD oTNV Tpitn, OT®C MoN
onueioca, mpoypatonolel o avatpory ¢@otilovtag to Oépa tov amnd
SLPOPETIKT GKOTLA.

Eivar axopn oa&loonpeioto 011 6 Oplopévo omd TO TOULOTO OVTA
(«Dwéogy, «Z yopo tov BePpikovy kot «To téhog tov Zeipniveovy) o
TPITONTPOCHOTOG aPNYNTAG CVOPEPETAL OTO GYETIKO EMEGOJI0 TOL HOBOL,
KPOTMOVTOG oTafEP] XPOVIKN Kol GLVALGONUATIKY 0TOGTACT ond oVTd. XTol
voAOIme 0 TOVOG eivor  SLOQPOPETIKOS O  TPOTOTPOCOTOG  APNYNTNG
OVOPEPETOL LEGH TOV O TANOVVTIKOD TPOGMTOV GE [ OpOdIKT cLvEIdnon,
évo. «epeioy mov Oy Lovo oxoMdlel Ta yeyovota, odld €xet ko éva Bobud
GUUUETOYNG ©' aVTA, GVIKEL G€ Lo opado cuvipoépwv. EmmAiéov e tpia
MO LT SLLHOPPAOVETOL ML GOENG Jopopd ovapesa oto ypdvo Tov
e€elioogtar 0 pobog kol OTN ONUEPWV] ETOYN TNG GPNYNONG UEC® TNG
TEPLYPAPNS TOV YDPOL N XPOVIKADV evdeitewv («Ta ppia Tov Eomepidav, 11»,

& B topa ['évvng Pitcog, IHomjuora, Topog @', Kédpog, ABva, 1989, c. 267 ko 268

avticTtoyyo.

B\. tdpa I'évwng Pitoog, ITomjuora; Topog I', Kédpog, Abfva, 1989, kat ta dbo ot o. 28.
BA. tdpa I'évvng Pitocog, IHoujuaza, topog I', 6.1, to. movjpota avtiotoya otig o. 49-50, 50,
61, 62, 62-63.
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«O Tahwo» kot «H mopoakpn e Apymey). O TpOTOg Ypoenc TV TOUATOV
emnpedlel ovolOGTIKA TOGO TO €100G TOL GYOAMOCHOD OGO KOl TNV TOGOTIKN
Kot ToloTIkn Soffadpion awtod TV GYOMAGHOD.

Av Kot 6Aa QUTA TO TOMHATO. YPAPTNKAY GTO SIECTNHO [0l TEVTOETIOG,
avTIKoToTpilouv S0 TOAD JPopeTIKES TEPLOdOVS Oyt Hovo ™G {ong Tov
TomT OAAQ Kol TNG GLVOAIKNG 1GTOPIRG TOV TOTOV. Ta TPOTA XPOvia TG
dexoetiog Tov '60 Swkpivoviol Yo TOv Avepo OXETIKNG eAevbepiag mov
COpPOVE TIC KOTOMIECTIKEG ONUYOPEVCEL TOV TPOTNYOUUEVOV OEKAETLDV,
KOOGS 1 TOALTIKY], KOW®VIKY], TOMTIGTIKY] Kot TveLpatiky (on g EALGSag
Bpiokodtav oe avodikn mopeia petd 10 TEAOG TOL EUPVALOV TOAEUOV KOL TOV
oMoV TOV KOTG TNV TPONyoUUeVn dekaeTio. To 1010 ddotua anotélece
o Wwitepa dnpovpywn mepiodo g Lwng Tov TowmTH, WOV YPAPEL
petaepaler kot ekdidel apketd Epya Tov.” Avtifeto, TO TOMUATO TOV
ypapkav to 1968, o6tav Bpiokdtav oty efopila pe KAoviopévn v vyeia
TOV, OTOTVIMOVOVY, HEGO OO TOVG TOUWTIKOVG TOVG GUUPOAGLOVG KOl TIC
UETAPOPES, TO TPAYIKO KA{Ha TOL OebTEPOL YPOVOL TNG OTPOTIWTIKNG
dwrartopiog tov 1967, odrd kot g didomaong, To Pefpovdpio Tov 1968, Tov
EAMVIKOD KOUHOVVIOTIKOV KOUUOTOC, eved oTov opifovtal paledovtav 1o
GUVVEPQ Y10L TNV OVOAOYN TOYN TG EVPOTOIKNG OPIOTEPAG TO KOAOKAIPL TNG
1010 xpovidc.

H d1apopd avapeso otic 600 ¥poviKéG TePLOdOVG Eivat 0paty 6TOV TPOTO
pe Tov omoio Tpooeyyiletor n puboroyio Ge o oEPE TOMTIKGOV GYOM®Y 6N
GLAAOYN oL 1968.

Apevog o Pitooc Swrtvmdver omaSloTikd oxola yuoo TOvg opyoiovg
pobovg gite yoo T oKANPOTNTA TOVG €ite KLPIOS Yoo TNV advvapio TovG vo
AELTOLPYNGOLV TOPNYOPNTIKG GTOV GVYYPOVO GvOpwTo:

Eravainyeig, — Aéel, — emavoliyeig diywe téAoc — 1t kovpaoy, be pov-

oAn n oAoyn ouig amoypaaeis uovov — ldewv, Odvacéag, Koiyida, Tpoia,

Mwartavpog, Talwg, — kar 6" avTéS OKPISOS TIC ATOYPDOTELS

OAn n omdzy ko padi ) opoPPIC. — O1KO HAS EPYO.

«O Tarwgn™

umnroue puéoa ki avorpécoue kot moi atn Moboloyio, avalytavrog

Kamola falddtepn oooYETION, Ui HOKPLVE, YEVIKY] alAyopio.

Vo, TPABVEL TH GTEVOTHTO. TOV OTOUIKOD KeVoD. Ae Pfprikaue timoTo.

«Ovte 1 MuBoroyion™

% g ™ Lo Tov Pitoov BA. A. Ko, [avvng Pitoog, Eva oyedioouo froypapios, EAAnvika

Tpappoza, Adfva, 1996.
2 Onov ka ot onu. 9, 6. 62.
¥ Onov ka ot onu. 9, 6. 51.
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Apetépov vroypoppiler 6tt m emoyy omv omoio. (ev sivar emoyn
avTnpoiKn, ot opyoiot pvbor pmopel vo  Egovv AnopovnBel M va
mpoceyyilovtat Le 10pOPETIKN TPOOTTIKN:

Era1 mov EEmeoay o1 avBpwmol, o1 10éeg, o1 Aécelg, wijte mio. mov
Vo10{0paoTE Y10 TOAIES 1] YLO. TPOCGPOTES OOLES
(«Kau Supydvtag taw)™

Meta to Bovato tovg, TOAAES UETOUOPPDTEIS TEPATAVE O1 HPWES
ot pavtacio. ekEivawY Tov emilijooy — puoikég i wopadoles: — [...]
Q, atnbeia,

ToAAG mpoopépoave atovg EAInves, mpiv kot uetd to Oavoro toug,
OKOuUN K1 €101 - ONl00N oo, pidla. 1 oa. L1oviaplo.

Tawpa.
TOPOKUAOAVE 01 NPwES” TEpaoe N uooa tovg. Kavévag
eV 100G emikoAelTal To unTe TOVS Uvnuovevel. Olot {ntaue avanpweg.
[...]

. 15
«Metapopemoeioy

Ot pobot, rowmdv, odupova pe tov Pitco, potdlovv peta&d tovg Kot m
KPUIK avayvoon tovg e€aptdtol amd tov KABe avayvdoTn Kot TNV €Toyn
otV onoia Lel. To mpoPAnia Tov NPIcHoD, ToV KaBOPIGHOD TOV TTO10G Eivat
NPOOS N AVIIPWOOG, TNG TOPOVGINONS TOV CLUVAIGONUATOV Kol TOV KIVATPOV
TOV TPoc®ROV mov {ovv TAGL 6E €vav Npoa, €ivol omd eKeiva TOL TOV
amOoYoOA0VV G€ TOAAG Tompatd Tov, Wiaitepa otV Tétapty Adidotacy, oto
TA0{G10 TAVTO, TOV KOW®MVIKOD TOV OPAUATOC OAAG Kot TOL OAANAEVOETOV
Babvtatov vapEakov TPoPANUATIGHOD TOV.

Ytov kOKAO TV ApyovauTik®v To TpOPANuo avtd efetdleton og
Supopeg mTVYES TOL pe Wwitepa dewwdutikd Tpomo. [lpdta arn' Ola o
TOMTNG TOPAUEVEL TGTOG OTNV TAPUSESOUEVT] QPNYNON TOV GUVOAKOD
pobov. Emonupaive, maviog, 0tL emAéyel vo LANGEL Ol Yo TO. KOPLPaio
apbéocono. Tov povbov, ™ Mndewe ko Tov ldcova, OAAG Yoo peEPKA
devtepevovta, 6mwg o Pwvéag, 1 0 'Yias. O Pitcog gaivetor va vrootpilet
ot ot aAnOwvoi pweg dev givar HOVO Ol TPOTAYOVIGTEG OALG KOt EKEIVOL YiaL
Tovg omoiovg yivetar eAdylotog AdYog ota PifAia Kot otovg «pvbovgy. Ato
mv GAAN, oOpeove pe 10 moiNud Tov «METAHOPE®GEIS) Ol TOMTIKES
eE€eli&elg | 0TEVOTEPH O1 KOUUOTIKES SlEPYOOIES UTOPOVV VO LETAPAAOVY TNV
0&L0AOYIKN TPOOTTIKT e TNV OTOol0, AvTUETMRILETOL EVaL TPOCMOTO 1) 1] LViUN
TOV, EV® 0 OTAOG KOOHOG €yl mavio avaykn omd fpwes. O Pitcog dev

¥ Onov ka ot onu. 9, 6. 43.
% Onov ka ot onu. 9, c. 40.
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mpocmafel Voo EPUNVEVGEL UE 1GTOPIKOVG OPOVG TOVG GTOYOVS TNG TPADTNG
avTNG Katd TN poboroyio pog TaveAA|VIaG eKoTpateiag, 6Tt dnAadn amoteAet
OV amoNYo ™G pHeTavactevong EAMqvov mpog tov Ev&ewvo TIovto kot )
Mabdpn Odracco. Aev Tov anacyoiel, exiong, 1 TOYN TOV TPOCOTMV UETH
mv emotpoen tovg amd v KoAyida, avapépetor poévo cto TEAOG TOL
kapafov, ¢ pobwng Apyds. Asgv mopovoidler Tig emtvyies ™G
exotpateing, to Oplappfo Tov ldoova, TV emTLYNUEVN TAVEAAVIO
eKoTpatein, TIG VIKEG Kot TNV VIEPTNONCON TOV gUmOdiv aAld Kupiog To
AGON, Tig aduvapiec, akdOun Kot TNV adlopopic TV TpiTOV Yo T0 Kotopbmpua,
VO oNUavTIKO aAAd Oyl Betikd poro mailovv kou ot Bgol. Mdliota, KaBdG
mpokeltat yuo, pobo eotioouévo ot Opdomn kot Ol GTIG GLYKPOVGELS 1| OTIC
YUYOAOYIKEG LETAMTMGELS TMV TPOCOTOV, GTO. TOMLATO 0PN YEITOL ETELGOIN
Ko dev mpoPdidler Tpoomma.

T va ddow pepucd otoyeio yuo o kabBéva amd avtd o mompata, Ho
apyico pe tov dvén TOL OPOTITAOL TOMHATOG, O 0TTOI0C NTAV 0 NAKIOUEVOG
paving mov Ponbnce tovg ApyovanTteg Vo OVIWETOTIGOVV e emtTvyio TO
TPOPANUA TV ZOpTANYadwy, aeod tov omnAioéav TpoTa omd TV Ogikn
Tipopio, dradn tig Apmuieg mov dpraiov To PaynTd Tov. LTO TOINUA oVTo 0
Pitoog oapnysitor cvvomtikd oAAG TOTG TO OYETIKO EMEIGOO10. XTOVG
TeEAELTAIOVS OTiXOVS OUMG TapoVSLalel Tov Dvéa ATOUOVOUEVO GTN LOVIELL
TOV VO, GTEVOYMPLETAL amd TNV OIOVGI0 TMV OPTOKTIKMY TOVAIOV KoL TOL
Bopupov mov €xavav avoryokAeivoviag ot ZopumAnyadeg métpeg. H katdinén
ovT €ivol dvoepunvevtn, ektdc av mpocéfovpe OTL PEGO GTO TOINWO O
dwéog tov TitAOL dev  KATOVOUALETOL OAAG OTOKOAEITOL TPES QPOPEG
«yépovtacy. Av dodue to moinue avtd o010 TAICO &vOg vmapElaKoy
TpofAnpaticpov, tote €d® o Pitoog oyxoldlel tnv advvapio tTov yepdvImv
va deyxtovv Kamowa pHeTaforn ot (o Tovg Kot TV EAAELYT OVTOYNG TOVG OTN
pova&ld M vroypappilel gupvtepo THV AVIKOVOTNTO TOV ovOpOT®V va
TPOGOUPLOSTOVV oty oAhayn g {oNg Tovg axoun Kot ov givar Tpog To
KoAOTEPO. AV, OU®C, TO J0BACOVUE OG TOMTIKO GYOMO, TOTE YIVETOL GOPEG
otL oyohdler T Pacovicpévn Con ommv omoio givar cuvnBopévor ot
OpPLOTEPOL Oy MVIGTEC.

Avdloya oto moinua «To téAoc TV Zepnvovy 0 Totg eotidlel og
KGmolov mov dev glxe dvvatd yopoxTpe, Ommg ot GAAol Apyovavtec.
TIpdkettan yio tov «aovildyiaro Bodmyy», mov dev pnodpece vo aviiotodel oto
Tpayovdl TV Zepnvov Ki énece ot BdAacca, cddnke dpog ard ™ Oed
Appoditn kot améktnoe poli g éva yi0. H mepiételd tov, Aowdv, mapd to
Tl Ba avépeve o ovayvaong, elxe aicto téhog. Av Kot dev givar g0koAo va
Kévovpe vmoBéoelg ywo 1o Tolov yopoxtipa cvpPoiiler o Bovng,
emonuoivo 0tt o moinua kAgivel pe to aicOnua e anelevdépwong ko pe
TNV aVopopd G€ «TVIYLEVOVG POBOVGY.
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Y10 moinpo «Ztm yopa tov BePpOkovy oyxoldler v 1otopion TOV
cuvtpdpov tov Hpoxhn Yo, mov xdbnke ot Mvucio. Opwc, otovg Tpeig
TEAELTOIOVG OTIXOVG £YOVHE IO YOPOKTNPIOTIKY] TEPITTOOT OpPLoNUiog,
KOG pog dtveton g mbavn pio GAAN ekdoyr Tov pvbov, oyt Snradn Ot ot
Apyovavteg eykatéhewyav tov YAo exel palli pe tov Hpaxdy, mov tov
avalntovce, OMWG avaeEpeTol ot pvboroyia, aAld 6Tt icmg ot dvo
oUVTPOQPOL glyav Kavovicel €K TV TPOTEP®V OLTO TOV TPOMO Yoo Vo
amo@Uyovv Tn ovvéxeln tov Tagdod. XTo kelpevo dev katovopdletor o
HpaxAng, mov, ag onuewwbei 6tL omaoyolel Tov Pitco oe apkerd mompoto
mg Agbtepng Zewpbc tov Eravalijyenv.'® Avtog o tpomog g eAMmong
TANPOPOPNOTNG TOV AVAYVDGTY, TOL TPENEL v yvopilet to pdbo ywo va
own)mq;ﬁsi o€ o0, TPOCHOTO AVAPEPETOL O TOUTNG, Eivarl cuvnOoUEVOG oTOV
Pitco.!

210, VTOAOTO TOMUOTEL, OTO OTOi0 KVPLoPYel TO GLANOYIKO «EUEiG), O
TOMTAG/APNYNTNG EVOLLPEPETOL VA OMOEL [L0. GUVOAIKY OOTIUNGT NG
Apyovavtikng ekotpateiog, KOvovtag mapdAinia coaen Suikpion avaueca
GTOV OTTAG KOGHO («EUEIGH) KoL TNV OmoLo Nyecia.

e 600 amd to mompato avtd («AT' TV ApyovauTikn EKGTpATEIO KoL
(«H mapaxun g Apydoy) Bétet kabapd to CATUE TNG LVAENG: TPOCMTO. KL
KkatopBdpato EEYACTNKOV Omd TOLG VEDTEPOVS KL TALPE TIG TANPOPOPIES TOV
gyovv owbei, &ywav «uoompayuatikd, picd tov oveipov» («Am' v
Apyovavtiky  ekotpateion). Mdliota, kobdg «dla mepvave, yepvave,
pTvaivovy -o1 wpaleg yovaikeg, ot dOrol, to woujuota-» («H mapakpn g
Apymdc»), N 0VGI0 TOV YEYOVOTOV YAVETOL KOl QITOUEVEL P pipmon Tpaéng,
JL0L TEAETY] KEVT TEPLEYOUEVOL, TTOV KavEVAS dev GEPETOL:

H ueydln wounn, péo' an' o ddon,

UE TVOPOOVG, UE TTEPAVIQ, [e ADAOVS, [’ epnPirols ayves. Aoaumpo apiépwua,

oAnBeio,

n yepoouévn Apya, oto vao tov Iooeiddvo.|...]

Tore, évag yépovrag vadtng

EQTVOE UTPOS OTO, TOLA, TOV, TPOSHyTNKE 0T’ AAoDAAI0 OITA0 KO KOTODPNTE.

BA. kot @Ma mompota ywoo tov HpakAn omv idwr cvikoyni: «O Hpoxdig ki gueion,
«Ymouvnony, «Ia tov 10kao», «To pyha tov Eortepidov, 1», «Ta pmla tov Ecnepidov, I1»,
«Akpaion, «Ayyeloypapio Tov 60v w.X. ardve» (6mov Kot ot onp. 9, o. 46, 47, 48, 49-50, 50,
51-52, 52).

BL. vy moapdaderypo to mompota «Xuovéneieey, «llpocéyyiony, «lIpicpata», to omoia
avapépovtal avtictoryo 1o mpdTo otov ARKIBLAd kot to. dAko dbo otov Odvocia, ywpig
opmg va katovopalovtal to tpoécona (Exavalnyers. Zewpd Ipdtn, émov kot ot onw. 9, o.
21, 25, 29).
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Axoun kot ot «Bgoi» dev givar drateBelpévol 1} dev pmopovv va fondncouvv
ToVg avOpdTOVG OTIC peyGreg duokorieg g Cwng tovg («Am' v
ApyovouTikn eKkoTpaTeion).

Ev pépet cuvdéovtan pe Tnv ApyovouTikn eKotpateio To SV0 TOU AT Yol TV
OKTNON TOV XPUoOV LAV Tov Ectepidmy, Bépa to omoio amotelel ovelacTikd,
évav aPro tov HpoaxAn. Moévo oto mpmdTo yiveton o WKpn ovopopd 6Tovg
Apyovanteg: «Mag dpeae oxdun mov ot Apyovaiteg gidav péa’ o' to mhoio tovg, Alyo
mo wpe ox' ™ vy Tpitwvide, tov Apdxovio. 1o mrawue koi tig Eomepides
Avmnuéves.y X' owtd 10 Toinpo oyoMdleTal To enelcodo pe Tov Trrdva AtAovto,
OV KPOTOVGE GTOVG MUOVG TOV TIS KOAOGVEG TOL OVPAVOD, EVM OTO OEVTEPO M
KotdAnén tov G6lov tov HpoaxAn, n emotpopn SnAodn tov pnAmv omd v gl
Abnva otov Knmo tov Eonepidav.

To 1dwitepo evdapépov mov mapovslalovy oyetiletor pe tov éviova
OpVNTIKO GYOALCUO TV LHB®V TOL SIUTLTOVETOL G' QLT

Aev pog apéoav ta nubeixd, to. Ogixd, to. vaspavlpomivo. O udbog

TOAD UTAEYUEVOG, e TOAAES eKdOYES, — Dev EEpayte TO T1 EVVOODOE

OTADG HOVTEDOUE TS EKPLPE TOAAG Kat puKpoloya:

«Ta pqra tov Eomepidov, I»

Ki iowe va 'Oclov érot va ocicovv
70 UATOL0 TV GOAWVY 1] TOV 0LDVIO KOKAO — avIapéS Pilooopieg.
«Ta pyia tov Eonepidav, 11»

To evdwpépov Ttovg eotialeTon emiong o€ v GAAN Sudotoon TV
apyaiov pobov mov tpofdriel o Pitoog. Evvom v arcbntikn toug aéio kot
T GMLOGI0 TOVG Y10 TNV TAPAY®YN KOAMTEYVIKOV EPYmV:

Tobwy n pixpn wovypia [...]

040 10 PvbBo 1OV EPEPVE OTO UETPOL, OGS, FIVOVTAS TOV TAVTOYPOVO.

KATOL0V 0.0PIOTO KOl OIKELO PMTIOUO, UL0, a16ONTIKT OYedOV loumpotnTo.
«Ta pyia tov Eomepidwv, 1»

AMwaore pévet kau 1o KEPIOS owTo: T0, 00 ayyeia Tov Meidia kai Tov Ayeuopov.
«To pqra tov Eonepidwv, 11»

To moinpa yw 1o yéAxwvo yiyovta TdAw, tov @Oraka g Kpntng, mov
eundd1le ta mhoia va TAnclicouvy Tig aktés g Kpnng, dtapépet apketd and
to. vrorowa. Onmg kat to moinue «To TEA0C TV ZEPNVOVY aVOQEPETUL GE
évav avtimodo tov Apyovoutdv, Tov omoio cuvavinoav Kot e£0vdeTépwoay
610 TO&idl TG emotpopnc Tove. Eivar, Opmg, 10 MO GKOTEWO Ko
amoc10d0&o amd OAa. X' avtd o Pitcog mpofdAdiel tnv dmoym, mov &idope
TPONYOVUEVMGS, OTL dNAad] Ta puboroykd npoikd Kotopbopate podlovv
HeTaED TOVG GOV KOVPOGTIKEG EMAVOUAYELG KO OVAAOYO LLE TOV TPOTO OV TO,
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BAémovpe @aivovral yevtika | wpaia («oAn n amdtn koi poli n opoppid, —
0iké pog épyo»). H mapopoioon tov kednuepvodv avBpdmov pe tov ToAm,
mov glye pio povadikn eAERa cepayiopévn e Eva Kopei, Tpokaiel To oo
tov Bavdrtov. ITowot eivor avtol ov avBpomor, Mikder dpaye yw tovg
ap1oTEPOVG AYMVIGTES Kot Yo, TO Tavo TEAOG TG 10g0A0Yiag Tov 0dnyel oTo
Odvaro. Tomg TapdhAnia va avagépetatl 6e OAOVG TOVG avOpdToLS oV {ovV
o WeOTIKn Kot avodota kanpepvotta otnprypévol otig Buoieg tov dhiwmv
(«O Torwg»).

Y10 KoAOTEpO moinua pe Tov Titho «To YPLGOMOAAO OEPOCH, O
cupuporopdc eivar eavepds kar 1 Béom tov Pitoov cagng. Xpnowomotei,
BéRora, To ¥puGOUaAAO BEPAG e TNV Kabiepopévn onpacio Tov, dniadn mg
ovpuporo kdabe peydAov opapoTOg KOl GTOXOVL, KOL TNV EKCTPOTEIN Yo TNV
OOKTNOT TOV ®OG OAANYOPIKY| TOPOVGINCT] TOV OYDOVOV Y10 TNV KOTAKTNON
avToy TOL OTOYOVL. Atlompaypotedetal, OU®MG, ovtd To Bépo pe TPOMO
TPOTOTLTO KOl 101iTePN EUmVELOT, KAODG PAAIGTA 1 YPOVIKY GTIYUN TNG
ovyypoens (8 Maiov 1968) eivar e€arpetikd PopTicpévn and yeyovota Tov
tov emPdAlovy va pANoEl OAAG  TOVTOYPOVE TOV OAmTAYOPEVOLV Vo
SlTVTAOCEL PE APEGO TPOTO T YVAOUN TOV.

To apywd epaympa «Ti o Oéloue 0 ypooduallo dépagy, mov APNVEL THV
mKpo NG PEYAANG «doKipaoiogy, cuvexiletar otnv TPOTN EVOTNTO UE TNV
amopibUnon TV TPAYIKOV TEPIGTUTIKMOV TOV GLUVOSEYOV TV TPOcTAHELD TOV
ldcova yo v KOTAKTNON TOL 6TOXOL (TOVG CAAETAAANAOVG BavdTovg, Ta
gunddw, TV Kovpaot, touvg aymves). O Pitoog yphosl kAewopuévog oe
GTPATONESO TOMTIKMOV KPOTOLUEVOV Kol HOAG &xel mpaypatomowmbei m
S1oTACN TOL EAANVIKOV KOUUOLVIGTIKOD Koppatoc. [Tépa amd v gvpitepn
oNUOci0l TOV UTOPOVUE VO TOVG OMCOVUE, Ol QPAGELS « KaIvovpyla
OOKLUOTION KOL Ol KAVWOPELOL Ay VES) VTOINADVOLV QVTA TO. YEYOVOTAL.

TToAd mepiocdTEPO M OMOKTNGN TOL OEPOTOS ONUIOLPYEL TEPAOTIO
apofAnpata ¢' avtdv mov 0 katopbwoe: «ae pwtiler aképiov, oe deiyvel —
0TOY0 Kl a0TV KI gKelvav' [dev] o' apnvel unte wio. otiyun otov ioklo, 6€ [
OIKN] GOV EAGYIOTH YWVIC, Vo KPOPTELS, Vo Youvwbeic kar va vmapleig». Kabe
Babid wiotn, Aowmdv, Kol GTNV TPOKEWWEVN TEPITTOCN GTO KOWMOVIKO OPOLLd,
oALG kot KaBe 6TdY0g OV EKTANPOVETAL, KAOE emTuyior TOV KATAKTATOL, OE
KGvel dnuoclo otox0 embécemwv kot kpuikng. Ilpomdvimv ot opiotepoi
ayovioTtéc oty EALGSa giyav va aviipetonicovv SihEELS kol QUAOKIGELS amd
TO KPATog oAAA KO KPLTIKY amd TOVG GLVTPOPOVG TOVG, YivovTay, OTMG AEEL O
GTI0G «aTOYOG KL VTV KI EKEIVWVY.

Extog 0pmg amd v moltikn didotacn vrdapyet kot 1 kabapd vropéokn,
OV QPOPA GTNV AyOVIDIN Kot d0oKOAN mopeio Tov atdpov otn {on, oArd
Kot M KoAMTEXVIKY, T mpoomdfewn teAeiwong evog €pyov Ommg otV
nepintoon tov Pitoov. 1o moinua toviletar yevikd O0tL KGbe dTopo mov
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QThvEL pE Oay®dveG otV emTuyld TOL OKOTOD TOL €YEL KOTOMYV Vo
OVTILETOTICEL TO SVGKOAO ay®dVO VO S10TNpNoEL 0,TL KATEKTNOE, OYDVOS TOV
Swapkel ohoxAnpn ™ Lo Tov.

Qo1600, pe Tov TEAeVTAlo OTiYo TOv ToMUATOS O Pitcog e€ovdetepdvet
OAEG TIC TPOMYOVUEVEG OPVNTIKEG OKEWYELS, eElcmvovTog TV 0w T {on pe
TOV ay®va Oyl Yo TNV OomOKTNoN OAAG Yo TNV Kotoyn Kot QUAAEN TOv
ATOKTNUEVOL SEPATOC, TOV KATAKTNUEVOL okomov: «Ouwg, 1 Ba "tav n {wn
Lo diyw¢ TovTo TO YPpVO0 (KaBS Aéue) poptipio,»

To gpatnuo, lowdv, tov Kapdaon: «Kar tdpa 7 Oa yévovue ywpic
PopPapovcy («Ileppuévoviag tovg BapPapovsy) To 0moio avapEPETAL GE Evay
HOTUOPEVO 6TOYO OV B popovoe va dmoEL Kmolo vonua ot (o1, Kabmg
Kot 1 TpdTOoT Tov dtov mom T oto Toinua «l6dkn» va amoAapfaverl Koveig
TNV TopEia TPOG T0 6TOY0, TOL KATOTE OMOSEIKVOETAL CNUAVTIKOTEPT] OO TOV
TEMKO né)ooplcu(), Bpiokovv ohokAnp®UEVT OTAVINGT G' GLTO TO TOINLUA TOV
Pitoouv.™ Aev éyet onpacia pévo n xGpatn vymAdy otdy®V, 1 TPOcTEdEL
dev OLOKANPMVETOL HOVO LE TO QTAGO GTNV KOPLON YTl dLTh 1) KOpuen
dev givar 10 Tépua oAAG M apyn Mg OVOKOANG mopeiog Yo TNV omoio
ypeWdleTan EToypOTVIOT, GUVETELD KO VEEG TPOCTADELEG.

% B K. I1. Kapégng, Houjuora, A' (1896-1918). dihoroyih empérew I. I1. SapBidng, Tkapoc,
Ab1va, 1969, «l0dxny», 23-24 ko «Ileppévovtag Toug BapBapovgy, 107-108.
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Dorothea Tabakova (Sofia)

MEDEE D’EURIPIDE SUR LES SCENES BULGARES

"Médée" d’Euripide, cette tragédie modéle qui pousse a I’extréme les
passions humaines, a toujours représenté une grande tentation pour les
metteurs en scene. La chance de dépasser la limite méme du tragique serait
attractive pour les meilleures actrices, comme le role de Hamlet 1’est pour les
acteurs. Pourtant, pour une période de presque 90 ans, le theatre bulgare ne
s’est adressé que trois fois a ce texte. Etant donné que cette tragédie entre
dans le programme de ’enseignement de belles lettres de 1’école secondaire
bulgare a partir des années 10 jusqu’aux 40 du XXe siccle, elle a connu 9
traductions en langue bulgare, dont les éditions sont réparties entre 1912 et
1946, mais le théatre semble rester de coté dans sa réception.

La premiere réalisation scénique bulgare en 1929 sur la scéne du Théatre
Populaire a son préambule dans une tournée du théatre russe MHAT en
Bulgarie. Pour la premiére fois, la troupe de MHAT complete 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, aprés un long
s¢jour dans différents pays européens, surtout 1’Allemagne, débarque en
Bulgarie en 1924 avec sa "Médée". L’actrice qui joue le role de Médée, M.
Guermanova, est en méme temps metteur en scéne. Selon la critique de
certains périodiques culturels bulgares’, ce spectacle est fondé sur un pathos
plutdt lyrique que tragique. Le coloris national russe — au niveau du geste, la
récitation rythmique et chantante, la mimique et méme 1’habit rappelant celui
d’une nonne — fait de Médée de Guermanova une héroine russe.

Selon I’opinion du critique Yartsev, cette "Médée™ est trop intime, frolant
le passage de la tragédie vers le drame, "pas assez crue pour la tragédie
ancienne, loin des hauteurs du ciel au-dela des étoiles”. Mais ce qui

L Yartsev P., Médée, in: Zlatorog, 1925, 2, 153-154.
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représente pour nous un intérét particulier, c’est 1’acteur qui joue le role
d’Egée: un certain Nikolai Massalitinov.

Au bout de quelques années, le Théatre Populaire invite cette personne
méme pour la fonction de metteur en scéne principal: depuis I’époque de sa
naissance ce théatre national a compté jusque la sur des directeurs étrangers
de différents pays slaves. Or, d’abord refusant, mais ensuite acceptant le
poste, apres avoir créé une école théatrale et mis en scéne quelques pieces
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, I’une en passant par une langue intermédiaire, 1’autre de 1’original,
mais en prose — une traduction volontairement littérale réalisée par Alexandre
Balabanov — le metteur en scéne confie a ce dernier la tiche d’une version
poétique et scénique.

A. Balabanov est un des fondateurs de la philologie classique en Bulgarie,
helléniste de formation allemande, poéte et traducteur, boheme, une
personnalité connue et aimée parmi les intellectuels de I’époque. 1l retravaille
sa traduction prosaique en vers, puisant, d’aprés ses propres mots, dans "le
langage simple qui vient de la vie et non pas des livres, parfois méme rude,
comme D’exige cette piéce qui n’est nullement un drame de salon."? Son
travail est interactif: il accepte de nombreuses suggestions de la part de N.
Massalitinov, de 1’actrice Teodorina Stoicheva et du poéte D. Panteleev. Le
résultat est une version bulgare puissante, énergique, passionnée.

Pour placer cette premiére mise en scéne 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 théatre national,
presque indépendamment des qualités du spectacle lui-méme. Le département
de philologie classique est inauguré il y a 8 ans seulement (un des fondateurs
est ce méme Balabanov); le désir de rattraper est énorme. L’idée de
I’antiquité que se fait la génération de Balabanov est, dans un certain sens,
anti-historique: d’un c6té, le respect Winkelmanien pour les absolus éthiques
et esthétiques de 1’époque classique reste immuable, et de l’autre, la
spécificité historique est réduite a 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 I’ame sublime de la
Gréce antique cultivée™®, 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 ol Massalitinov prenait part comme acteur, ainsi que la musique pour le
spectacle.

La critique n’est pas unanime sur les qualités de cette "Médée". Méme les
plus favorables avouent que T. Stoycheva n’a pas assez de force et de
personnalité pour le role de Médée:* les moins bienveillants déclarent & ce
propos qu’ "il n’y a pas de "Médée" sans Médée" 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 go(t de cette trouvaille,
mais par le manque de fidélité historique aux vétements de I’ Antiquité.®

La deuxieme réalisation scénique de "Médée" est une oeuvre du metteur
en scéne Lyuben Groys au théatre dramatique de Plovdiv en 1978, c’est-a-
dire presque un demi-siécle aprés la premiére. Elle est présentée aussi sur la
scéne du théatre antique a 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
Moliere, 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 modé¢le de famille et d’amour; c’est la
trahison vis-a-vis de ce modéle qu’elle n’arrive jamais a pardonner a Jason.
Groys suppose aussi que, par sa médiocrité et par 1’incapabilité de rester au
niveau de ses propres exploits, Jason est en train de corrompre Médée et finit
par réussir — & sa propre perte. Le paradoxe: Jason, le civilisé, transforme
Médée, la barbare, en criminelle.’

Comme son prédécesseur, il consacre beaucoup d’efforts au coloris
ancien, mais, a la revanche, il ne le fait pas au premier degré. Pas de pseudo-
colonnes, pas d’imitation des positions des sculptures anciennes: la sceéne est
vide et sombre, 1’avant-scéne couverte de sable — peut-étre le sable ot un jour
Jason ira dormir, anéanti, sous la proue d’Argo; les costumes sont tissés a la
main, semblables plutot a des panneaux décoratifs qu’aux chitons grecs, celui
de la héroine brun rougeétre, 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

Voir p. ex. Mitov D. B., Médée, In: Literaturen glas, 31, le 30 avril 1929; Stefanov G., Médée
sur notre scéne, 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.

Groys L., Médée, ou comment on crée un criminel. In: Groys L., Le théatre 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 rdle 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 théatral 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
I’extérieur et le tempérament convenable pour le role de Médée — silhouette
majestueuse, cheveux noirs longs, un talent pour le théatre extatique — elle fait
sa propre mise en scene, 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-méme s’entremélent sur scéne. Le noir et le
blanc dominent la scéne, le blanc de I’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 téte 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 disparaitre dans le sol et aussitot descendre du haut —
la logique méme du haut et du bas est annulée.

Un creux au centre de la scéne se transforme tant6t en lit d’amour, tantot
en image du bateau Argo, pour finir comme tombeau. La toison d’or
ressemble & un attribut de guerre, un heaume difforme et majestueux.
Recouvrant sa téte 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-méme. Ce dialogue est doublé par les
caresses de leurs pieds nus qui évoquent les mats 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 a I’envers, marquant a la fois les origines barbares de Médée et son
désir de retour, de recul qui ne pourra jamais se réaliser. Une Médée au-dela
du rationnel, secouant ses cheveux noirs dans son désespoir d’amante et de
meére, tuant son enfant par un geste de tendresse infinie: c’est la Médée de
Dobreva. Elle regoit le prix théatral bulgare le plus renommé, 1’ "Askeer”,
pour ce spectacle.

En conclusion, la premiére impression que, dans la réception bulgare, la
fameuse tragédie d’Euripide a représenté un intérét plutot 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 théatrale. La version poétique de Balabanov est
préparée pour les besoins du théatre, créant de cette maniére un précédent
d’interaction entre metteur en scéne et traducteur de pieces 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 siécle. Commengant par la recherche d’exactitude du
coloris de I’ Antiquité, copmris au niveau de I’extérieur, elle passe par le stade
ou cette fidélité acquiert un aspect plus profond, la recherche d’une
adéquation a la pensée philosophique et éthique de I’époque. Le stade final
est le renoncement a I’idée méme de lecture historique et le passage vers
I’intertextualité et un théatre ou le geste et le mouvement I’emportent sur la
parole.
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Tamara Tcheishvili (Thbilisi)

MEDEA BY THEO VAN GOGH

On November 2™ 2004 being in Amsterdam, | 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™ 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 (Theo 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 (Thilisi)

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™ 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."

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.

'B. Mmovvtovpne, H AAn Mndeta, ekdooeis I'kopfodotn, 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.”?

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.”®

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 M. Kéxkov, Mndeta, n opromAdkapun epwvva TV TObwv, ekdocels Yratia, 1990, 15.
% M. Kéxkov, Mndeta, n opromAdkapun epwvva tmv TObwv, ekdocels Yratia, 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.



