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KONSTANTINA RITSATOU

WOMEN AT THE FOUNDATIONS OF THE BRIDGE OF ARTA:
CONSTRUCTING DOMESTIC DRAMATURGY
IN THE BELLE EPOQUE*

A 8¢ oToElwoeTe AvOPWTIO, YI0pUPL 8E GTEPLOVEL
KQL 1) OTOLXELWOETE 0PPAVO, U1 EEVO, un Stafatn,
TAPA TOU TPWTOUACTOPM TNV OUOPPT YUVAIKQ,
TOPYETAL APYE T amoToyV, KOL TAPWPA TO YIOua.!

[Unless you sacrifice a human, the bridge will never stand.

And don't you sacrifice an orphan, nor a stranger, nor a passer-by,
But only the master mason's beautiful wife,

Who comes late in the morning and early in the afternoon.]

olk (dnuotwkn, demotiki) poetry, argued Nikolaos Politis, is «the surest

starting point and the most solid foundation of all creation of Greek art».2

The studies of the founder of Greek folklore aimed to document the unity of
the Greek nation over the course of three thousand years, «from Homer’s epics to
the folk song».? What is known as the Generation of 1880 stepped on the solid
foundation created by the scholar’s positions and began not only to collect the
“wildflowers”—a characterization used by Alexandros Rizos Ragavis—of folk
tradition, but also to create an original literary production that found in this womb
its inspiration. Psycharis drew attention to the linking of this trend with domestic
dramaturgy and persuaded his fellow travellers to implement the exhortation I'ia
0 Pwuaiitko Oéatpo [For the Romeiko (Greek) Theatre], on the threshold of the
20th century.

* The present study complements an aspect that was not explored in my recently published book,
Konstantina Ritsatou, Mothers Speak: Aspects of the Theatrical Role in the Emergence of “Socialist”
Ideas in Greece, Papazisis, Athens 2025. The text benefited from the editorial care of Elisavet
Kostaki-Psoma, to whom I extend my warm appreciation.

1 NikdAaog T. ToAltng, Anuotika tpayovdia. Exkdoyai amd ta tpayovdia Tou €AAnVIKOU Aoy,
[Nikolaos G. Politis, Folk songs. Choices from the songs of the Greek people], Editions Historic
Research, Athnes, n.d.

2 [ToAltng, «IIpoéAoyog», Anuotika tpayovdia [Politis, «Prologue», Folk songs], p. e.

3 @0Swpog Xatinmavtalng, «Pwpaitkos ZufoAlopos». Aleotavpwon eyxwpLag Aaikng Tapadoong
KL EVPWTAIKNG TPWTOTOPING GTO VEOEAANVIKO BEatpo 1 OfaTpo Kal €BVIKY TOUTOTNTA GTNV
EAAGSa [Thodoros Hadjipantazis, «Romeiko (Greek) Symbolism». Intersection of domestic folk
tradition and European avant-garde in modern Greek theatre or Theatre and national identity in
Greece], Crete University Press, Heraklion 2018, p. 145.
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Three Greek dramatists singled out the ballad «Tov 'og@uplov ™ Aptag»
[The Bridge of Arta] and, on the canvas of the oft-sung, uneven fifteen-syllable
verses of the folk song built their own bridge, before the first decade of the new
century ended. Elias Voutieridis (1874-1941) wrote To yto@Upt ths Aptag [The
Bridge of Arta] before mid-1905.# About a year and a half afterwards, Pantelis
Horn (1881-1941) published To Aveytiunto [The Priceless] (1906).5 Petros
Psiloritis (the pen name of Nikos Kazantzakis) also wrote Quoia [Sacrifice] which
secured him the prize at the Lassanio Dramatic Competition of 1910.¢ In the same
year, the play was published in Panathinaia (Ilavadnvaia) under the title O
Ilpwtouaotopag [The Master Mason], while the identity of the author, Nikos
Kazantzakis (1883-1957), was already known.” The plays embroider on the same
topic and have long been the subject of theatrical research.8 More recent studies

4 HAlag Boutiepidng, «”To ylo@Upt g Aptag”, tpaywdia, oe ouvexeleg» [Elias Voutieridis, «"The
Bridge of Arta”, tragedy, serials»], Noumas, year I, iss. 148, 15 May 1905, p. 3-6 / iss. 149, 22 May
1905, p. 4-6 / iss. 150, 29 May 1905, p. 3-6/ iss. 151, 5 June 1905, p. 2-6.

5 [avteAns Xopv, To Aveytiunto, Spapa pe tpla pépn - 0 &vog, Spapatiky oknvn [Pantelis Horn,
The Priceless, drama with three parts - The stranger, dramatic stage] Noumas' Offices, Athens 1906
(http://theatrokaiparadosi.thea.auth.gr) and in the volume: llavteArg Xopv, Ta Osatpikd [Pantelis
Horn, The Plays], vol. A', in.-ed. Efi Vafiadi, Goulandris Horn Foundation, Athens 1993, p. 183-267.
6 Kuplakn Ietpdxov, Ot Osatpikol Aiaywviouol [Kyriaki Petrakou, The Theatrical Competitions]
(1870-1925), Ellinika Grammata, Athens 1999, p. 230-232. The study describes the stir caused by
the author's attitude towards the award and cites relevant sources.

7Tlétpog WnAopeitng [Nikog Kalavtlakng], «O Mpwtopdactopas (tpaywdia)», Havabivaia, [Petros
Psiloritis [Nikos Kazantzakis], «The Master Mason (tragedy)», Panathinaia], iss. 233-234, 15/30
June 1910, p. 131-144 (http://theatrokaiparadosi.thea.auth.gr). The work, I'iwpyog Oeotokdg,
Ocatpika épya A'. NeoeAnviko Aaiké Géatpo: Avtapa ot’ Avamhl, To yepupt tng Aptag, Ovelpo tov
Awdbekauepouv, To Kaotpo tne Qpidg, To mayvibt T TpéAag kat THS ppoviuadag, Zuvanavtyua atny
Mevtédn, To tiunua tn¢ Aevtepiag [Giorgos Theotokas Theatrical plays A'. Modern Greek folk
theatre: Mist in Nauplio, The Bridge of Arta, A Dream of Twelve Days, The Castle of Oria, The game of
madness and wisdom, Encounter at Penteli, The price of freedom] Estia Bookstore, Athens 1965, is
not included because it does not belong to the Belle Epoque.

8 The first approach is by George P. Pefanis, «The song of The Bridge of Arta as a bridge between
folk poetry and drama (I. Voutieridis, P. Horn, N. Kazantzakis, G. Theotokas, et al.)», Parousia,
School of Philosophy, University of Athens, vol. XIII-XIV (1998-2000), p. 273-323. The same scholar
examined in other works the relationship between dramaturgy and folk tradition: T'wpyog
Me@avng, «Aaikol Bapdot kat Beatpikol ovyypageis: To Tnua ¢ Spapatomoinong Twv
maparoywv. Tpewg mepimtwoels: E@taliwtg, Mamavtwviov, AAMBEpong», Oéuata Aoyoteyviag
[George Pefanis, «Popular bards and playwrights: the question of dramatizing the absurd. Three
cases: Eftaliotis, Papantoniou, Alithersis», Themes of Literature], vol. 8 (1998), p. 92-109. I'wpyog
I1. Me@dvng, «H Spapatomoinon twv Mapatoywv B' (Tov Mavptavov kat tng adedpric tov).
Téooepis mepimtwoets: K. I Zévog, N. IMopuwtng, T'aAd. Kalavtlakn, T. Osotokag», Iépeupag
[George P. Pefanis, «The dramatization of the Absurdities Il (Mavrianos and his sister). Four cases:
K. G. Xenos, N. Poriotis, Gal. Kazantzaki, G. Theotokas», Porfyras] iss. 88 (1998), p. 250-274.
TNwpyog I1. Medvng, «To Tpayovdt g Atoyévvnng. Tpelg mepimtwoelg: Boutiepidng, lepylding,
Kwtoomovdog», Ilapovoia [George P. Pefanis, «The song of Liogeniti. Three cases: Voutieridis,
Pergialis, Kotsopoulos», Parousia], Faculty of Philosophy, University of Athens, vol. XV' (2001-
2003), p. 309-353. See, also, E@n Bagpeiadou, «To aveytiunto. Apaua oe tpia uépn (1906)»,
Etoaywyn atnv Spauatovpyia tov llavteAr Xopv [Efi Vafiadou, «The priceless. Drama in three parts
(1906) », Introduction to the dramaturgy of Pantelis Horn], ed. Thesis, Aristotle University of
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have complemented the landscape, but the interpretative interest has not yet been
exhausted.?

In the present approach, we will neither further illuminate the figure of the
master mason nor seek the analogy between the Tpayoudiotig (Singer) in
Kazantzakis' work and Nikaros in Palamas' TpioeUyevn (Trisevgeni), a character
who has been interpreted as an embodiment of the esthéte, decadent artist, since
he is «young, handsome, pale» and «goes to the harvest playing his flute».10 We
will not concern ourselves with areas that have been explored, such as the
dialogue -not only among the three works, of course, but among numerous
literary texts - with Nietzsche's Ubermensch.!! Nor will we deal with the obvious
influences from the craftsman of Hauptmann’s Die versunkene Glocke [The Sunken
Bell], which was being performed in Athens at the time.!? The Athenian circle of

Thessaloniki, Thessaloniki 1994, p. 112-124. Walter Puchner, «H mapaioyn kat to Spapa. Mia
mpotipnon», To Oéatpo otnv EAAdSa. Mop@oloyikés emionuavoels, [«Ballads and drama. A
preference», Theatre in Greece. Morphological notes], Pairidis, Athens 1992, p. 307-330.

9 Xplotiva [MaAatoAdyov, HapauvOiaka otoiyeia kat potifa otnv eAAnvikn Spauatovpyia tov 2000
atwva [Christina Palaiologou, Fairytale elements and motifs in Greek dramaturgy of the 20th
century] (1890-1980), ed. Thesis, 2t., National and Kapodistrian University of Athens, Athens 2012,
p. 329-354; Kwvotavtiva Pitodtov, Amotvnduata tng napddoons ato NeoeAnvikd Oéatpo amd
TIS apyés g Sekaetiag Tov 1870 uéxpt tovs Balkavikoig MoAéuovs: uia Ipwtn yaptoypdenon,
Zxnvij [Konstantina Ritsatou, «Imprints of tradition in Modern Greek Theatre from the early 1870s
to the Balkan Wars: a first mapping», Stage, v. 7 (2015), p. 244-274; Mnaunng Aspptiaxng, «Ta
Tpla “Te@Upla ™ Aptag” kat to “Te@lpt pe TIG Tpelg Kapapes’», idoroyikr) [Babis Demirtzakis,
«The three “Bridges of Arta” and the “Bridge with the three arches”»], Philological 75 (2001), p. 70-
74.

10 Avtwovng TAvtlovpns, 16600t astov kat ptepd metalovdas. To mpwiuo Bsatpikd épyo tov Nikov
Ka{avt{axn kat oL EVpWTAIKES TPWTOTOPLES THS ETOXTIS TOV. ZupuBoAr} ot ueAétn tne Mapakxunc oty
VEOEAANVIKT) Spauatovpyia Twv apywv Tov etkootov atwva [Antonis Glytzouris, Eagle cravings and
butterfly wings’. The early theatrical work of Nikos Kazantzakis and the European avant-gardes of
his time. Contribution to the study of Decadence in Modern Greek dramaturgy of the early twentieth
century], Crete University Press, Heraklion 2009, p. 69.

11 «Ta AOYOTEXVIKA £pYa TNG ETIOXTG, YUpw ota 1900, Bpibouv amd emiyelpripata vtootnpifovtag
1 amodokipalovtag v déa tov YmepavOpwmov [...] Evag afiodoyog aplBudg Aoyotexynudtwy,
Slaitepa BEATPIKWOV EPYWV, TIEPLOTPEPETAL DEUATIKA YUPW ATO QUTEG TIG AETTTEG LEEOAOYIKEG
SLaPopEg Kat Ta Kowd opapata», Xapdiaumog-Anuntpng Fovvedas, H cootaiiotiki ovveidnon
otnv eMnviky) Aoyoteyvia [«The literary works of the time, circa 1900, are full of arguments
supporting or disapproving of the idea of the Ubermensch [..] A remarkable number of literary
works, especially theatrical plays, revolve thematically around these subtle ideological differences
and common visions», Charalambos-Dimitris Gounelas], The socialist consciousness in Greek
literature, p. 106-114.

12 See indicatively, Kwvotavtiva Prtodtov, «0 Xdovmtuav otnv EAAGSa: Ta dyvwota Xewpoypa@a
uetagpaong s FAyag kol  oknvikn toug tuxn» [Konstantina Ritsatou, «<Hauptmann in Greece:
the unknown translation manuscripts of Elga and their fate on stage» in: Areti Vassiliou,
Konstantina Georgiadi, Andreas Dimitriadis and Konstantina Ritsatou (eds.), History and
Historiography of Modern Greek Theatre, Proceedings of the Scientific Conference in honour of
Theodoros Hadjipantazis, Rethymno 1-3 June 2018, Institute of Mediterranean Studies, Rethymno
2020, p. 204-222, with the relevant bibliography; Mntoog Avyilog, «To cupfoAikd Béatpo kat o
TupBoAlopdcy», To veoeAAnviko mAdt aTo Taykdouto Béatpo. Apauatoloyikr avavon- atoOnTikn kat
totopikny tomobétnon [Mitsos Lygizos, «Symbolic theatre and symbolism», Modern Greek in

ITAPABAXI1%/PARABASIS 20 (2025) 408-429
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New Romantics has been thoroughly mapped in the pages of Greek literary
studies, and we can draw firm conclusions: «The investment of their (the
intellectuals’) hopes in the idea of progress had gone bankrupt; their faith in the
structures, hierarchies, and regularity of reason had also been lost. Rational
modernisation-Europeanisation had failed [...] Decadent, irrational, nihilistic, and
anarchist tendencies were reversing the established belief in the rationalism,
materialism, and liberalism of previous decades».13

&

Our focus is on the three women, whose blood can give birth to children, a
power given by nature, but which in this case, creates strong, sturdy, and durable
bridges, as patriarchal rule commands. In the early 1900s, when the wind of
women's emancipation was blowing strong across Europe, within just five years,
Smaragdo (Zpapdydw), Flandreau (PAavtpw) and Smaragda (Zpapdyda), women
of the original dramaturgical production of the domestic Belle Epoque, were built
successively into the foundations of the bridge of Arta, by three dramatists, the
last two very young and almost of the same age. In The Bridge of Arta and in The
Priceless, the built-in women are the wives of the master mason, as described in
the ballad. However, Voutieridis and Horn include in the list of dramatic figures of
their plays, the mothers of the women who will be sacrificed, allowing them to
occupy, in some scenes, the centre of the plot, as they try with all their might to
prevent the scythe of Charos (the personification of Death) from falling on their
offsprings. The result are dialogues charged with strong emotional charges for the
reader and potential audiences of the two dramas. The words of these traditional
mothers —as well as characters of other plays that draw from folk tradition- create
the linguistic intimacy that dramatizes old sung sorrows. Moreover, Vourieridis,
with poetic license, completes Smaragdo's identity with a decisive aspect: she is
not only a wife but also a mother. Constrained but powerful within the two
traditional roles, she is called upon to present her radiant self, before she is led to
the bridge Arta. Only Kazantzakis chooses to place next to the master mason an
unwed mistress, a girl who is neither a mother nor a wife and is not protected by
the one who brought her into the world, she is motherless. The Cretan dramatist's
orphan Smaragda, at first glance, seems to be walking the streets of the European
avant-garde, emancipated, freed from the sacred bonds of marriage and
motherhood. Smaragda gave not only her heart but also her body to her beloved,
without the permission of the progenitor Georgios Chortatsis’ Erofili had done
centuries before but unlike Smaragda she had been led to a secret marriage with

conjunction with world theatre. Dramalogical analysis - aesthetic and historical positioning, iss. A,
Dodoni, Athens, n.d., p. 174-175.
13 Euyéviog A. MatOiomovAog, H téyvn mtepouei ev 050vn. H TpooAnym Tou VEOPOUAVTIOUOV GTNV
EAAd8a [Eugene D. Matthiopoulos, Art flutters in pain. The reception of neoromanticism in Greece],
Potamos, Athens 2005, p. 68-70.

ITAPABAXI1%/PARABASIS 20 (2025) 408-429
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Panaretos. If we look more closely at the three texts, we will be convinced that this
is not the case.

The Bridge of Arta by Voutieridis: A hymn to motherhood
«0 Bavatog
Topyad papmadet
Tn 80AL, HOALG pavva yiviKa.
Quug, st pov, n ap@avia cov pe calew (p. 4-5)
[Death
grabs me fast
Poor, pitiful me, I've just become a mother
Alas, my child, your orphanhood tears me apart]

Voutieridis wrote fourteen plays, according to Pefanis' study.1* On the same page
of the literary magazine Noumas (Novudag), where The Bridge of Arta began to be
published, a long text by Psycharis —commenting on the terms of the revival of
ancient tragedy, on the occasion of the Athenian performance of Antigone in the
original language— was concluded.1> Voutieridis himself takes part in the public
debate that has opened up in the birthplace of tragedy, as the echoes of ancient
drama performances in Europe have reached it.1¢ At the same time, the author
leads the trend for the intersection of antiquity with folk tradition.1” The asterisk

4 Twwopyog I1. Me@dvng, «Eva dyvwaoto Beatpikd épyo tov HAla Boutiepidn: O tdeoAdyog» [George
P. Pefanis, «An unknown theatrical play by Elias Voutieridis: The idealist»], Parabasis 5 (2004), p.
227-277.

15 «Av eitave ko1 yvwun otnv ABnva, kown yvwun dniadn mov va o€etal Toug apxaiovg, TéTola
mapdotaocn 6 Ba v agnve va yivn. ‘Eywve wotdoo kat cuvapa €yve To paokapaiikt cwaota.
Moaokapalikl va To ToUpE, a@ol 1 Tpaywdia -Kat Tt Tpaywdia!- katavtnoe kwpwdior. [«If it had
been the public opinion in Athens, that is, public opinion that respects the ancients, such a
performance would have never been allowed to take place. However, it took place and at the same
time it was a proper masquerade. We shall call it a masquerade, since tragedy — and what a tragedy!
-became a comedy»]. Psycharis then passionately supports the translation of this «masterpiece»
into demotic language for the needs of the performance. See Noumas, vol. 148, 15 May 1905, p. 3.
16 In 1904, Noumas was in a «polite» —as Yannis Sideris described it- war, with Georgios Mistriotis,
who presented Aiantas (Alavta) in the original (Panos Kalogerikos, who belongs to the «mistes»
of the New Stage, is Coryphaeus of the Chorus), at the Municipal Theatre of Athens, on 13
March1904. Voutieridis judged kindly the performance, see Noumas, 21 March 1904. See
indicatively, Kwvotavtiva Pitodtov, «I[Ipwtoétumo 1N petd@paon; H avafiowon touv apyxaiov
Spapatog ota TéAn g Sekaetiag tov 1880» [Konstantina Ritsatou, «Original or translation? The
revival of ancient drama in the late 1880s» in: Proceedings of the Panhellenic Historical Conference,
25-27 May 2007, Hellenic Historical Society, Thessaloniki 2008, p. 303-318; Kwvotavtiva
Pitoatov, «[lapactdoels apyaiag eAAnviknG tpaywdiag “sig v avepaopiav mTpo@opdv Tou
Epdopov”: KIvioelg yloo v Katdpynon s epacut(a)knig mTpo@opas otov Votepo 190 atmvar
[Konstantina Ritsatou, «Performances of ancient Greek tragedy “'in the unErasmian pronunciation
of Erasmus”: movements for the abolition of the Erasmus pronunciation in the late 19th century»
in: Konstantinos Kyriakos (ed.), The ancient Greek theatre and its reception. Proceedings of the
Fourth Theatrological Conference, University of Patras, Department of Theatrical Studies, Patras
2015, p. 181-193, where the relevant bibliography can be found.

17 Xatinmavtalns, «Pwuaitkog ZvBoiouds» [Hadjipantazis, «Romeiko (Greek) Symbolism»], p. 293-
295.

ITAPABAXI1%/PARABASIS 20 (2025) 408-429
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in the genre classification «tragedy», from the pen of Voutieridis himself, leads to
the note that the «story» of the play is set in «Medieval times and in Arta».18 The
Bridge of Arta is written in verse, in a variety of metric systems, without stage
directions, without acts and scenes, and has Chorus, Messenger, and Oracle -
Daphne- in place of Tiresias. The structural and features of form would suffice to
establish the strong influence on both form and content from ancient tragedy,
borrowings already commented on by scholars. The folk legend and folk song
spread to the metrical and structural canvas of the dramatic texts of antiquity and
create Voutieridis' academic proposal for the path that domestic dramaturgy
should follow.

The dramatist, however, is not limited to the coupling of archetypal figures
from ancient tragedy with the traditional material of folk songs, to the eclectic
affinities especially with Antigone, (Avtiydvn), Alcestis (AAknotn) and Iphigenia at
Aulis (Iptyévela ev AvAidi). It creates a strong core that is completely absent from
the ballad of «The Bridge of Arta»: it places mother and daughter side by side. A
dramaturgical movement similar to Eftaliotis’ in The Vampire (Bovpkilaka)
(1894), a drama woven on the ballad of «The dead brother», the folk song where
the power of the mother resurrects the dead firstborn son from the grave.
Voutieridis gives an infant to the younger woman, the wife of the master mason,
thus creating another mother, a figure who recalls the Blessed Mother, the infant
holder of the post-Byzantine tradition. These are original elements that give
special importance to Voutierides’ The Bridge of Arta and form an image of
motherhood which in its content, one could argue, is more akin to Quoiag Tov
Afpacu [The Sacrifice of Abraham] and much less to ancient tragedy.

The dialogue between the two mothers opens the tragedy. The elder,
Chrysoula, Smaragdo’s mother, speaks first and addresses her daughter who she
sees sad, tilting her head and wonders what sorrow «eats away» her heart.

Tuapaydw: Aegv E€pw pdvva pov YAUKLE, Tt pov Bapaivel/ Ta ot oav kakog
Bpaxvag. O voug pou tpéuel/ Mwg padpn cu@opd to omitt pag Be vafpn./ Bapid
N Yuxn pov BABeTa xwpis va E€pw/ To Adyo. MTovval To Toudi pov va Eexaow/
1o YéAlo tou tabwo ™ BAWYN pov; va Stwén/ H mpooxapn Bwpid tov g
Kkapdiag to @ofo; (p. 3).

[Smaragdo: I don't know my sweet mother, what burdens/ my chest and chokes
me up. My mind trembles/ That black calamity will find our home. / My soul is
heavy and saddens without me knowing/ The reason why. Where is my child so
as to forget/ In his laughter my sadness? For him to cast away/ with his cheerful
face the fear of the heart?]

The two women’s great concern comes from the bridge that Smaragdos'
husband, Thomas, has undertaken to build, but it does not «stand».

18 HAlag Boutiepidng, «To ylo@ipt s Aptag, tpaywdio» [Elias Voutieridis, «The bridge of Arta,
tragedy»], Noumas iss. 148, 15 May1905, p.3-6: 3. The pages of all quotations are from this first
publication of the work. The word mana (mother) in the work is with two n.

ITAPABAXI1%/PARABASIS 20 (2025) 408-429
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The master mason’s wife shares with her mother the heavy premonitions
that foreshadow evil, and the only balm that soothes the fears is the concern for
her child. In the first verses of the tragedy, Smaragdo repeats the word «pavvo»
(manna/ mother) seven times and even twice accompanies it with the adjectives
«my sweet mother» and «my good mother». The daughter deeply sees the
mother's soul:

Mavva, ywatt otnv dakpn tov patiol cov tpépel/ To 8akpu; Meg T AUTM oov
kpv@odiafalw/ Tn cv@opd, Tov pHEAAETAL Vo pag okemaon.../ [...] Mavva pov,
TPEXW Yla va Sw* kakd @ofapat/ Tov avtpa pov avamavtexo un Bpnke, k' £xe/
Tnv évvola Tou matdov pov oV unv KAGYm... (p. 4).

[Mother, why in the corner of your eye does / The tear tremble? In your sadness
I secretly read/ The calamity that will befall us.../ [...] Mother, I run to see I fear
evil / unexpectedly came upon My husband, and you/ take care of my child, not
to cry...]

One mother seeks comfort from the other, and they share the care of the new
life that the first has brought into the world. Raising an infant, from the beginning
of the world, was not the concern of only a single woman, Engels has argued as
early as 1884.1° The exclusive care of the newborn by the wife-mother-nurse was
established.... along with culture. And recently, anthropologists argue that nothing
proves this need.20

The two mothers must take care of the child of the family for another reason:
Thomas, the Nietzschean Ubermensch, is clearly preoccupied with other concerns.

Tuapaydw: Q! [Téote pov 1 ovpmodveon mov eival kpuupévn,/ KAéptpa va yivw
KaL o’ autdv va @epw Atyn./ Ax! To taudt pov E0mvnoe kot pe {ntdel!
Owpag: Kakopotpo! To Eéxaoa kL auto. (p. 6).

[Smaragdo: Oh! Tell me where empathy has gone, / I'll be a thief, and to him I'll
bring a little. / Oh! My child has woken up and asks for me!
Thomas: Poor thing! I forgot about it, as well.]

In vain Smaragdo’s mother, frozen with terror for her own offspring, utters
the heavy curse that whoever confronts the beast of the river lays under... «with a
human body» to sacrifice for it.

19 @pivtply ‘Evykelg, «I[IpdAoyog otnv ipwTn €kdoom tou 1884», H kataywyn) TNG OLKOYEVELXS TNG
atoytkns téloktnoiag kat Tov kparovs [Friedrich Engels, «Preface to the First Edition of 1884»,
Origins of the Family Private Property and the State], n. tr., Modern Era, Athens 2019, p. 7 and 38-
39.

20 Agustin Fuentes @uArn, povoyauia kat aAia Yéuata mov oag Aéve. Katappintovrag tovs uvboug
yia v avBpwmivy @uon [Agustin Fuentes Race, monogamy and other lies they told you. Busting
myths about human nature], tr. Theodoros Paradellis, Editions of the Twenty-First, Athens 2019, p.
242-247.
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The terrible news that asks for Smaragdo’s sacrifice does not take long to
come. Again, she calls her mother to save her - four times the word mother in just
two verses. But her child's orphanhood is the double-edged sword that tears her
apart:

Tpapaydw: Quuéva! Zowvrtavny ocav TETpa va pe xtioouv;/ ITov va KpuETo va
ue Bpouv; Mou @elyeL o voug pov! [...] Iwg {wvtavhy ap@avo va Aéw to ot
uov;/ Akopa ™ xapa 6g yvwploa g pavvag/ Kat pe xwpifouvv am’ autd. Asv
KAalw Yo pévar/ Agv Eexeldilel 1 AVTM pov yia T (w1 pov-/ Zov kAEBouve Tadt
Hou ™ xapd ¢ pavag/ Kat m Aaytapa g ayamme g, wipéva! (p. 5).

[Smaragdo: Poor me! Alive as stone to build me? / Where shall | hide so that they
do not find me? My mind is gone! [..] How can I be alive and call my child an
orphan? / [ have not yet known the joy of being a mother/ And they take me away
from it. I don't cry for myself/ My sorrow for my life doesn't overflow/ They steal
from you, my child, the joy of having a mother/ And the longing for her love, Poor
me!]

Voutieridis changes the metric system and coordinates his dramaturgical
composition with the traditional laments:

Tuapaydw: Mavva pov Tael, tédewwoe/ K €@uye kaBe Yépar/ O xapog pe
BepeAlwoe/ Xtou motapoU To pépa./ KAape pe, pavva, xAdpe pe/ K
amoyalpémoaoé pe-/ I'a mebapévn ypape pe/ Kot vekpootodioe pe./ PEpte pov to
modaxt pov/ Na to mpwto@dnow,/ Ipv 6Ao To @apudaxt pov/ LZta xeiAn pov to
xVow (p. 6).

[Smaragdo: Mother, is done, it is over/ And all the lies are gone/ Charos has built
me in the foundation/ In the current of the river./ Cry for me, mother, cry for me/
And bid me farewell/ think of me as dead/ And adorn me./ Bring me my child/
Let me Kkiss it first,/ Before all of my poison/ On my lips I pour.]

But nothing changes Thomas' decision. The last effort is made by the older
mother who is still trying to save her child:

XpuvoovAa: Kat Bappeic mwes B 6’ apnow/ Eyw va ) otoyiwong; [...] lMwg ipat

Havva/ Ae ok€@TESAL, KL OTL UTIOPW Yl Tou Tatdov pov/ Tn {wn W 6Aov tov
KOopo va TaAéPw puovn; (p. 3).

[Chrysoula: And do you think I'll let you/ sacrifice her? [...] That I am mother/
Don't you think, and that I can fight for my child's/ Life with the whole world
alone?]

Smaragdo calls upon her mother to be silent. She has made the decision to
die, to become a pair with the ghost, a sacrifice for Thomas and her child, to save
them from Charos. Once again, she calls on her mother not to grieve, in this bitter
hour of eternal separation, because as a woman she is worth less than a man!
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«Zpapaydw: IMepngavn, pdvva pov, vaoay,/ T'ati mebailvel 1 kOpN 6ov cwlovtag
koopo. [...] Movaxa oto modakt pov/ Naocatr yAvkia pntépo» [Smaragdo: Be
proud, my mother, / For your daughter dies saving people. [..] Only to my little
child / be a sweet mother] (p. 3). To Thomas she says: «MoVv’ to toudi pov vayarmag
w¢ cayamovoa» [Only love my child as I have loved you] (p. 3).

Smaragdo with verses almost unchanged from Antigone («Xe yapetw, QWG
Tou NAwov. ['a otepvn @opa», [I greet you, sunlight. For the very last time], p. 4),
bids farewell to the world. But the mother's anguish is drawn not from ancient
tragedy but from traditional laments:

Quueva! Oumpog povu T 8e Adutet/ To yéAlo Tou tadov pov. O Bavatog/ Fopya
uopmalel/ Tn 66Aa, HOALG pdvva yivnka./ Quué, ol pov, n ap@avia cov pe
o@alel./ [...] MaSakt pov, pe xaveig!/ Tlolog uéoa otnv ap@avia cov Ba o€
Kotpion;/ Ma 0Twg eyw Bpnvw twpa ya oéva,/ ‘ETol Tou kdbe mepaoth k' 1
pavva va Opnvion. (p- 4-5).

[Poor me! In front of me no longer shines / My child's laughter. Death/ grabs me
fast/ Poor, pitiful me, I've just become a mother. / Alas, my child, your
orphanhood tears me apart. [..] My little child, you lose me! / Who in your
orphanhood will put you to sleep? / But as I mourn now for you, / So may every
passer-by and every mother mourn.]

The mother's curses are contradicted by other mothers: «B' Tuvaika: Mavva
eloal KoL TTovelg: Autmoov Tig pavvades» [Second Woman: You are a mother, and
you are hurting; pity the mothers] (p. 5). And Smaragdo will quickly replace the
curses with wishes as it happens in folk songs. Her last words, however, not only
submit to her husband but praise his power with Nietzschean overtones:
«Nuntpa Byatv’ n téxvn oov/ Madl ¥’ 1 6é€Anon cov:/ Tn dvon kat ™ Moipa
viknoeg/ Me tnv ayammpévn §0&a cov otoAiocov» [Victorious comes out your art/
Together with your will; / Nature and Fate you have conquered/ With your
beloved glory adorn yourself] (p. 6).

Pantelis Horn's The Priceless: The trap of sensual eroticism is neither a
mother nor a wife

Ykioe TIG OAPKEG HOG KOl TIAPE TA KOKKOAX HOG va Ta oTOBAEES Yy va
OTEPLWOELS TOU VIGO0V TO YI0@UPL...(p. 214)

[Rip our flesh and take our bones to stack them to set the bridge of annihilation...]

The Priceless was published, as we said, just a year and a half after Voutieridis'
work on the same theme and was dedicated to Psycharis.?! Instead of borrowings

21 Xopv, Ta Osatpikd [Horn, The Plays), see To Aveytiunto [The Priceless], p. 183-267. The pages of
quotations are from the edition edited by E. Vafiadi (1993). See also, 'E@n Bageiadn, Etcaywyr otn
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from classical antiquity, Horn uses a combination of folk songs and folk tales, thus
attempting to redefine the materials and sources of the new dramaturgy.22

Itis Horn's first three-act drama, in «Psycharis’ demotic» prose, divided into
three parts, with stage instructions, a «theatrical fantasy», as the dramatist later
described it, a work that never found its way to the stage.23 Apart from the ballad
of «The bridge of Arta», it borrows part of its erotically themed plot from a lesser-
known ballad, «KoAvumnt» (The Swimmer). But it is written «in the most
horrible demotiki and presents long scenes of vulgar obscenity», characteristics
that irritated the conformist Athenian scholarly world from the outset and caused
the navy lieutenant writer great trouble.24

Therefore, it is not only the prose and the overall morphological elements of
Horn's work that create a significant distance from Voutieridis' The Bridge of Arta,
nor the fusion of the two ballads. The Priceless sets aside the model of ancient
Greek tragedy in order to move more distinctly into the field of «Romeiko
symbolismy», as envisioned by Psycharis. The title of the work, and the central role
of the master mason’s wife’s priceless ring, create a bridge with Yannis Kambysis’
To SdaxtvAidt g uavag [The Mother’s Ring], an influence that Xenopoulos had
already pointed out at the time of the work’s first publication.2> The Priceless also
has eloquent borrowings from European dramaturgy: from Hauptmann's Die
versunkene Glocke [The Sunken Bell] which was staged in Athens at the Royal
Theatre in January 1906, and from Ibsen's En folkefiende [An Enemy of the People]
which was also performed by Christomanos' New Stage (Néa Zknvn) in 1902.26
The above have been studied by the theatrological community, but this has not
been the case with the position of motherhood, which is central to Horn's work.

In the first part —as the author himself describes it— the folklore substratum
fully unfolds: Flandreau, the master mason’s wife, Andreas, sits on the loom and
weaves, while chatting with her mother, Kyra (Lady, Mistress) Vasiliki. This is not
about two mothers; there are no constant references to an infant, as is the case in
Voutieridis' play, but the mother-daughter dialogue also opens the first scene of
this drama. The elder woman, the mother, knows the legends, reads the omens,
believes in superstitions, is the voice that comes from another world, where the
boundaries between the real and the «supernatural» are fluid and vague. The

dpauatovpyia tov lavteAr Xopv [Efi Vafiadi, Introduction to Pantelis Horn's dramatic work], PhD
thesis, MNES, School of Philosophy, Aristotle University of Thessaloniki, Thessaloniki 1994.

22 Xat{nmavtadis, «Pwuaitkos ZvBoAiouds» [Hadjipantazis, «Romeiko (Greek) Symbolism»], p. 298-
300.

23 From Vafiadi’s introduction to: Xopv, Ta Osatpixd [Horn, The Plays], p. 185 and p. 197.

24 The quote from the publication, A. T., «®awopeva kat tpapata. Kpitikd Atmdopata» [D. T.,
«Phenomena and things. Critical fertilizers»], Athens, 7 October1906 and republished together
with kai D. P. Tagopoulos' reply to Noumas, vol. 217, 15 October 1906, p. 7, in Vafiadi’s introduction
to: Xopv, Ta Beatpika [Horn, The Plays], p. 186-190.

25 I'pnydplog Eevomovirog, «Ta BipAia. [TavteAn Xopv, To Aveytiunto, Spapa pe tpia pépn. O é€vog,
Spapatikn oknvn» [Grigorios Xenopoulos, «The books. Pantelis Horn, The Priceless, three-part
drama. The stranger, dramatic stage»], Panathinaia (1906-1907), p. 28. The text is republished in:
Xopv, Ta Osatpika [Horn, The Plays], p. 258-260.

26 From Vafiadi’s introduction to: Xopv, Ta Osatpixd [Horn, The Plays], p. 196-197.
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mother recognizes, respects, and fears the power that lies beyond human limits
and comes from Nature that refuses to be bridled to the ghosts that avenge the
arrogance of man. This voice, the one that sounds irrational to the ears of the
rational craftsman, expresses the popular wisdom.

From the same mouth come terrible words that escalate the emotion and
thrill of the reader and potential member of the audience:

E, Ba pougnéel kat To aipa pag... (Etov Avipea). BaAe [le To VOU GOVL TL KAVELS...
Ykloe TIG OAPKEG HOG KL TAPE TA KOKKOAG HOG Vo Ta oTolfdiels ya va
OTEPLWOELS TOV APAVIOUOU TO YLo@UpL... (p. 214).

[Well, it will suck our blood too... (To Andreas). Think about what you're doing...
Rip our flesh and take our bones to stack them to set the bridge of annihilation...]

Emotions loosen and peel off the bodies. The two women do not express elusive,
intangible ideas; they act.

The mother, who has Flandreau as her last and only refuge, begs her
daughter not to run after her husband anymore, to stop obeying the man her
daughter recognizes as the pillar of her home. But it is too late for such begging.
Kyra Vasiliki herself has raised her daughter to abide by patriarchal rules:

Madva, apa TavtpedTnKa Tt povTeg; Twpa amo TNV ayKaAld PHov QEVYELS KOl GTOU AVIPX
oov Tyaivels Ba ‘oatl ma Sikid tovu, 1 AVTM Tou Ba 'val TOvoG Gou KL 1 Xapd Tou
Tovnyvpt... (p. 215).

[Mother, when I got married, what you’'d said? Now you leave my embrace and
go to your husband's; you will be his, his sadness will be your pain and his joy a
celebration...]

Before the first part is finished, Thomas yields somewhat and describes the
«bridge of love», which may be enough to be happy with his wife. Flandreau is
sure: «Avol&e TNV aykaAld cov V' avoi§w Tn Skl pov kal xtiotnke» [Open your
arms to open mine and it is built] (p. 218).

The entire second part of the drama delves into the roots of the fairy tale:
goblins, fairies, elves, on the banks of the river, under a moonlit sky. The Ghost of
the River, transformed into an «wpld kopdaow» (beautiful lassie), seduces the
master mason (p. 232-234). Within the landscape of Aestheticism, lustful
eroticism unfolds, and here there is no room for hallowed motherhood. This
woman who promises the master mason the conquest of the summit and drags
him to the edge of the precipice, into the midst of destruction, cannot be a mother
as well —not, at least, in the domestic dramaturgy of that time. She is a European
femme fatale, and her reflection can be found in Kazantzakis' Smaragda. The
seductress of The Priceless is not the master mason’s wife. The woman who
seduces and leads the male astray, the great craftsman, is not the one who shares
his bed. Sin lies beyond the marital home.

In the third part of the drama the sacrifice takes place. The beautiful
Flandreau, the «beautiful wife of the master mason» (p. 241), is led to her doom,
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like Voutieridis' Smaragdo, both following the path of Euripides' Alcestis, who
sacrifices herself for the sake of her husband, but also of Sophocles' Antigone. The
great womb of the willingly sacrificed women of the theatre is found in ancient
tragedy. When Kyra Vasiliki learns that her daughter is going to give away the
«priceless» ring, she realizes that there is no turning back. That "in her dark old
age" she will be left alone. «Demonic ruckus, death calls», voices, deep,
unspeakable pain, a stage image in the centre of which is the all-time tragic figure,
the mother saying goodbye for the last time to her child (p. 252-253).
When Flandreau's voice cries out for help, it is the mother who cries out:

Ax! Zev... Kopn pov, Aavtp®w HOV... EOOTE TM)... OOOTE TN... Ax! Mn, v €pun
AvtnOeite pe... [[pWTOUACTOPA, GTOLXELWVOUY TNV WPLX 6oV yuvaika [...] O x&pog
TEPATE KL OAX YUpW UoV Ta YKPEULDE [...] EAeog!... 'EAeog!... atn SVopopn (0. 253-
254).

[Ah! She lives... My daughter, my Flandreau... Save her... Save her... Ah! No, have
mercy on poor me ... Master mason, they immure your beautiful wife [...] Death
has passed and shattered everything around me [...] Mercy... Mercy!... in me the
misfortunate one].

It is true that Andreas tries to save his wife, but the other craftsmen prevent him
from doing so. Yet the master mason’s change is limited to words alone. The
"Ubermensch” Andreas, like Thomas in Voutieridis’ tragedy, succumbs to the
collective command: «['w povdayog Ba BepeAlyow TO YLO0@UPL KAL TO €PYO OV
AAGKALPO TIAVOU OTNV AyATN Hov, eyw Ba piw v mpwtn métpar [I alone will
establish the bridge and all my work upon my love; [ will lay the first stone] (p.
256). «The weak body» -according to the stage instructions- of Kyra Vasiliki, with
all the strength it has left, is still trying to stop it: «Don’t... For God's sake... Don't...»,
until the voice on her lips is cut off and she collapses (p. 256). Then the lyrics of
the folk song come out of the mother’s and daughter’s mouth unchanged. The final
stage instruction concerns Kyra Vasiliki: «[Tviyetatn @wvn ™G Kt druxo to Koppi
™G oWPLALETAL 0T YNG. ATIO HEGH AKOUYOVTAL TWV EWTIKWVE T YéEAL» [Her voice
is drowned, and her lifeless body collapses to the ground. From inside, the
laughter of the elves can be heard] and the curtain falls (p. 257).

Mother and daughter die together. This heartbreaking epilogue, which does
not exist in the ballad, is added by Horn in his drama. Together Areti and her
mother die, in Eftaliotis’ BovpkoAaxa [Vampire], in the final scene of the play,
which was written more than a decade earlier. Since the first publication of The
Priceless, Xenopoulos had pointed out the dramaturgical power of the closing
scene. In the mother-daughter dialogue, «the very words of the folk song resonate,
being so well matched —it's a very powerful scene and gives the thrill of being
tragic».2? We can only agree.

27 Zgvomovlog, «Ta BAla. [Tavtedr Xopv, To aveytiunto» [Xenopoulos, «The books. Pantelis Horn,
The priceless»], p. 28.

ITAPABAXI1%/PARABASIS 20 (2025) 408-429



MAPABAXIX PARABASIS

tN=-0P>D P>

4
g f‘V—wv>cr>1>
o

4

Kazantzakis' Master Mason: Sin is the body of the unwed woman

Ey® 'pat mov tov mAdaveda kot Tovkava YNTELES Kol EOpKLa Kol SEV TOL d@nva
SUvauL kat vou va xtioel To yloeupt (p. 141)

[It is I who seduced him and cast spells and charms on him that left him no
strength and mind to build the bridge]

In the same year The Priceless was published, Petros Vlastos, commenting on
Horn's work, submitted important reflections on a burning issue of the time, one
that has not lost its timeless importance: How can folk tradition fertilize domestic
dramaturgy? On what terms does it become an inspiration and a "sunlit" path, and
when does it take on the weight of the iron clad and becomes a noose leading to a
dead end? What Vlastos writes seem to be taken into serious consideration by
Kazantzakis when composing his own [lpwtoudotopa [Master Mason], since we
find that he dresses his own faces with some of the characteristics described by
the columnist:

'HBeda tov [Ipwtopdotopa Tio AgBEVTN,28 IO TIELCPATWHEVO, TTLo Kako. Na xTilet
0 (610G TN yuvaika Tov KL ag VIwOEL HEoa TOU TNV aydmn va @pikialel. Tov 110eda
KOU@O OTO VUXTEPWVA YNTEUATO TIOU TOU KAavel “T wpld kopdol’. Oa
TPoowToToloVoA paAlota T Moipa kat 8a v £Bala atn Bom Tou LToLXELoV.
Avt Seiyvovtag tov [pwtopdotopa tn §0&a ™G ueyaAng Buciag mov yla to
KQAO TNG avOpwToTNTAS OAX T a@avilel Ta akpfd Kot Ta ToAvayammta, 6a tov
E0TIPWYVE VA XTIOEL LE TO (810 TO XEPL TOU TN YUVALKA TOV YL vt BEPEALWOEL TO
To@Upt ™G Aptag -to ToEUpt g MeydAng Zwng. 'HBsAa kdAag va
KataAdfava mo yuvaika Tov mpwtopdotopa T PAavipw. Na ayamd pa va
@oBatat Na piyvetal 6to Bavato pa va g Aeietat o apiAntog npwiopds. Katt
OPUNTIKO Kol TTAGvo. K&TL Tov Sev E€pel KaAG-KAAQ av TO aipa Tov givat Stkd Tou
Katl oV okAdBo to mapadivel TnG aocvAAGYLoTnG ayammc. ‘Eneita Bplokw Twg ot
LOOTOPOL EXOVV TIEPLOCEVOUEVT TTOAVAOYia. Ot BpuppaTiopévol Toug SlaAoyol
KATavToUve KoupaoTikol. QoT600 pe OAa Tta Peyddia mov apadiaca pov
@aivetat To Avextiunto va eivat To o {wvtavo amd ta SNUOTIKA SpApaTa Tov
SudBaca Vvotepa amd 1o BoupkdAaka tou E@todiwtn. Me o @UA0CO@IKY
SovAgm kAl TO CUUMACEUEVT] HOPET] KL UE ALYOTEPM E€VAABEIA YlX TNV
Tapddoon pmopovoe va VPwOel oe NAgUTO oTvAofBatn. [...] Apdua Tavw oTo
810 Bépa gxel ypaet kL o k. Boutiepidng. KaBwg Bupovpal, to €pyo Tou, av Kot
OTOALOUEVO LE WPALOVG YVWULKOVG 0TiXOUG, Tapovsiale To onuavtiko Peyadtva
TAPAEATIAWVETAL OE TIEPLTTOVG AVPLOUOVG»,29

28 «Eipat o EavBog AgBévno», Sndwvel o [lpwtopdcstopag Tov Kafavt{akn [«] am the Blonde Fine
Many, states Kazantzakis' Master Mason], (1910), p. 137.

29 'Eppovag, «Kpitikés avamodiés. To aveytiunto» [Ermonas, «Critical setbacks. The priceless»]
Noumas, iss. 222,19 November 1906, p. 1-2. With minor changes the same text in: [1éTpog BAaotdg,
Kpitika taéidia [Petros Vlastos, Critical travels], «Estia» Printing House, K. Meissner, and N.
Kargadouri, Athens 1912, p. 106-110. Also republished in: Xopv, Ta @satpikd [Horn, The Plays],
where the quotation here comes from pages 266-267.
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[ wanted the Master Mason to be more of a fine man, more stubborn, more evil.
To immure himself his wife despite the love in him becoming distraught. I wanted
him deaf to the nocturnal enchantments from « the beautiful lassie». I would even
personify Fate and put it in the place of the Ghost. Showing the Master Mason’s
glory of the great sacrifice that for the good of humanity destroys everything that
is dear and loved, she would push him to build with his own hand his wife in to
establish The Bridge of Arta - the Bridge of Great Life. I also wanted Flandreau
the master mason’s woman to come across as more of a woman. To love but to
fear. To be thrown to death but to pine away in unspoken heroism. Something
impetuous and seductive. Something that does not even know for sure if her
blood is her own and when she surrenders it to foolish love. I also find that there
is excessive verbiage with the masons. Their shattered dialogues become tedious.
However, with all the flaws I have uncovered, it seems to me that The Priceless is
the most vivid of the folk dramas I read after Eftaliotis' BovpkdAaka (Vampire).
With more philosophical work and a more orderly form and with less reverence
for tradition it could rise to an enviable pillar. [...] A drama on the same theme has
been written by Mr. Voutieridis. As I recall, his work, though adorned with
beautiful gnomic verses, had the major flaw of overspreading into unnecessary
lyricism.]

When Kazantzakis' IIpwtoudotopas [Master Mason] was published,
Voutieridis accused Horn of being his imitator and Kazantzakis of plagiarism for
the “Tpttoucdotopa” [The Third Mason].3° Later scholars have described the work
as the «cornerstone» of all Kazantzakis’ tragedies.31 They find that Kazantzakis'
early dramas reveal the reception of avant-garde and European ideas, as they land
in the wider field of modern Greek fin-de-siécle. And they note the intensity and
variety of "the 'shocks' of consciousness created in the mind of the young
provincial man during this turbulent decade."3?2 Convincing arguments
substantiate the author's attempt to break with Romanticism, as well as his
contempt for Realism.33 Kazantzakis rejected French Symbolism in favour of
Wagnerism, and especially in The Master Mason influences from Wagner's operas
have been highlighted, especially from the Der Ring des Nibelungen [The ring of
Nibelung] and Lohengrin.3* An article and a portrait of Nietzsche on the next page
of the publication of the work in Panathenaia are very revealing elements of
eclectic affinities.

30The statements are made by Voutieridis in an interview with the newspaper Athens, 4-6-1911.
For the purpose of noting, see Minutes and Vafiadi’s introduction to: Horn, The Plays, p. 185-186.
31 Kuplakn Ietpdkov, 0 Kalavtlakns kat to Oéatpo [Kyriaki Petrakou, Kazantzakis and the
theatre], Miletus, Athens 2005, p. 187.

32 TAutlovpng, [166ot aeto kat ptepa metarovdag [Glytzouris, Eagle cravings and butterfly wings],
p. xiv. See also, «Oyelg g mapadootlakng TaVTOTNTAG 0 pPETARaTikG oTASI0» [«Aspects of
traditional identity in transition»], ibid, p. 139-154.

33 TAutoupnis, 1660t aetov kat ptepa metarovdag [Glytzouris, Eagle cravings and butterfly wings],
p. 3-33.

34 [bid, p. 44-45. See, also, «The distance from the symbolist theatre», ibid, p. 35-63.
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The Choruses of the Reapers -both Men and Women- and the Chorus of the
Craftsmen, the old Mother-oracle as seer Tiresias, the central heroine’s invocation
to the sun, and the analogies with Antigone and Iphigenia, reveal links with ancient
tragedy as well. However, the body of the text is written in prose and an
intermedio, a structural element of the works of the Cretan Renaissance, separates
the two parts of the tragedy. The unmarried Master Mason here - a decisive
departure from the same themed ballad - has an illicit carnal relationship with the
daughter of the Apyovta (Lord), Smaragda, a situation that creates a huge distance
from the Voutierides’ heroine, but also of Horn’s. A «Mother», with a capital and
no name, is placed on the list of persons, but she is not the woman who gave birth
to the lover of the anonymous Master Mason. The daughter of the Lord - also
without a name, as in fairy tales - has only a father-master.

The love-struck Singer announces the arrival of Smaragda, and the first
words of the Women Chorus are very characteristic -as well as the author's stage
instructions:

Xopog T'uv. (§eomovve pe melopa kot @B6vo) Al 1 kopn tou Apxovta pag! H
pwykiméooa! -Tnv €ideg maAL kat uébvoeg! - Tnv £idec k' €oTpLe TO HLAAS Gov,
avepaiboytummpuéve (p. 133).35

[Women Chorus, (burst out with stubbornness and envy) Oh! the daughter of our
Lord! The Princess! -You saw her again and got drunk! You saw her and turned
your mind, you fairystricken man]

The descriptions of Smaragda from Kazantzakis' pen not only do not refer to
the devoted wives of the previous dramatists, but present from the beginning a
fiery femme fatale, who will quickly evolve into a woman-elf, a female-spider. The
words of the Master Mason leave no doubt about the erotic passion that has
ignited between the two young people, but also about the first signs of its
disastrous consequences in the worthy hands of the Master Mason: «Ayamnn pou!
Ayamm pov! [16co oe meBOuNoa orjuepa oAnuépa! Ta xépLa OV TPEUOVVE ATIO TNV
emBupia, yiatt Bupovvrtal to koppi cov!» [My Love! My Love! How I've missed you
all day today! My hands tremble with desire because they remember your body!],
(p- 134). In the pages of the Cretan writer the rights of the flesh certainly rise. At
the same time, however, the temptations generated by a woman's body and the
sin that accompanies them are planted. The Master Mason is presented as proud
and imperious, -as Vlastos wanted him- and the loved woman as a seductress, a
poisonous flower, the female.

The bridge collapses once again, when suddenly out of the ruins of the right
arch comes the old Mother, the «saint of the village» comes who lives in a cave of
the river, like its «ghost». She has white hair, is fierce and imposing. A little «pale»
girl leads her (p. 137). This is how the dramatist describes the entrance of the

35 The pages of the quotations are from the first publication of the work in Panathenaia, in 1910,
see above.
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Mother and everyone calls her, reaching out with their hands, expecting from her

«consolation», «mercy», salvation. «Mia koméAa: Mava, yAvkela pag Mava! Katw

OTA TOSLK OOV TPEUOVALAOTEG OTPLYHLWVOUVTAL OAES oL eATtideg!» [A girl: Mother,

our sweet Mother! Down at your feet, trembling, all hope is squeezed!] (p. 137).
The Mother will reveal the «sin» that weighs the Master Mason:

Agv elvar ayvog! Aev eivat ayvog! Ta @Ald ™G yuvaikog TplavTa@uAAévia
v@aAlvouve avTapa UTPOOTA OO TH HATIH TOU Kol 6ev Tov a@hvouvv VvV’
ayvavtepel kaBapd kL adapya! [...] To kopul TG yuvaikag oAnviyta vyovetal
Kal AQUTIOKOTIA UTIPOCTA Tov, oav [Tupyog @uAvticéviog! [...] KaL To owpa Tov
TPWKALleL amd v embupia, K elval Ta pdtia Tov Bapeld K lvat KL 0 voug Tou
aAroV [..] Kapapwote tov! Kar BéAel va otepewoel kat yogvpa! [...] Ma
OTEPEWOE TPWTA ATAVW 0T avTplkla Yyovata To Kopul cov K Votepa €Aa va
Katamaveoal pe ta peydia epya! (p. 138).

[He is not pure! He is not pure! The woman'’s rosy kisses weave angst in front of
his eyes and do not let him gaze clearly and far! [...] The woman's body rises all
night long and glitters in front of him, like an ivory tower! [...] and his body
trembles with desire, and his eyes are heavy, and his mind is elsewhere [...] | hope
you are proud of him! And he wants to set bridges too! [...] But first be back on
your feet, and then come and deal with the great works!]

The Mother in Kazantzakis has embodied the almighty power of patriarchy,
and her arrows are clearly directed against the bosom of the woman who drowns
the big, the «<manly». The man, the Ubermensch who wants to walk the great walks,
does not look back and does not seek the soft warmth in the arms of the female.
Smaragda's body is responsible for the Master Mason'’s plight. Not only does the
Mother not kneel asking for her offspring to be spared, as we saw in the previous
two works, but she herself asks for the great sacrifice, the one and only that will
stabilize the bridge:

H yuvaika mov tov mAdvePe kat 6ev Tov a@nvel va kolpnBel oAnviyta. Avt
TPETEL VA oKOoTwOel Kot va AelPel yi va AevtepwBolv Ta UTPATOA TOU
[IpWTOUACTOPU KAL VA PNV TPEROVVE OTAV XaAPA{OoUVE TO GXESLO TOU YEQUPLOV
[...] Amavw oto kopui ™ uovo Ba odepoxtiotel yoplpl [...] Mpwtopdotopa!
Ykioe Ta 0B oov kat BydAe Tnv kapdid cov kal BaAs TNV BepéAo aTo yloplpl,
av Oeg va otepewoel (0. 139).

[The woman who seduced him and doesn't let him sleep all night. She must be
killed and be gone so that the arms of the Master Mason can be freed and not
tremble when they carve out the design of the bridge [...] Only upon her body the
bridge shall be strongly built! [...] Master Mason! Rip your breast and pluck your
heart and lay it foundation to the bridge if you want the bridge to stand.]

Only the literal uprooted heart is not about the male horseman of life.

The unholy matching, the carnal marriage that has not been blessed, brings
ruin, and the cleansing of this terrible sin must come. Shocking is the cruelty that
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like hot liquid lead covers the words of this Mother. No compassion, no mercy, no
hesitation. The kindness, affection and tenderness that traditionally clothe the
image of the woman who brings life to the world, from Sarah of The Sacrifice of
Abraham to Christina Anagnostopoulos in the same themed tragedy by loannis
Zambelios, are characteristics that are characteristically absent from the figure of
the Mother in Kazantzakis' Master Mason.

The mason’s unwed woman will voluntarily bear the entire responsibility:

Eyw 'pat mou tov mAaveda kat ToUKava YNTELES Kol E0pPKLA Kol SEV TOU A@nva
SUvaul kat vou va xticet to yo@Lpt [..] Epéva kot to kopui pou o
[IpwTtopdotopag xapotave oAnvoxtal (p. 141).

[It is I who seduced him and cast spells and charms on him that left him no
strength and mind to build the bridge [..] Me and my body, the Master Mason,
revelled in all night!]

«[Maparvpévn» (Paralyzed), «vuxto@unuévn» (night kissed) and «&ediavtpomm»
(shameless) she will be called by the Chorus (p. 141). Only the deeply in love
singer will defend the twenty-year-old Smaragda, with Schillerian poetic fervour:
«TL 0" amoyevovpe epels 6w, op@avepévol amod T Zpapayda: Mia Tpixa twv
pHoAALwV NG agllel o oAV at’ 6Aa oov ta yloeUpla! » [What will become of us
here, orphaned by Smaragda: A hair of hers is worth more than all your bridges!]
(p. 143).36

On the contrary, her beloved, at the eleventh hour, when as another
Antigone, Smaragda bids farewell to the sun, he will utter with inconceivable lack
of compassion: «Téooepa meAékia aykwvapla BaAete avti ylx dvo! [...] Kot déoeté
T pe HoAVPL kat pe oidepo!».[Put four elbow joints instead of two! [...] And tie
them with lead and iron!]. The Master Mason, according to the stage instructions,
«throws a large stone» (p. 143), in order to receive the indisputable reward of the
Chorus, which condenses the premise of victory, as the author perceives it in many
of his plays: «Nwnmg¢ kat kafaddpng MEPACEG TA OTEVA TNG VIOTNHG, OTOU
opBooON Ttapapovevel kat okotwvel | Mvvaika! » [Victorious and riding, you
have passed through the straits of youth, where firm breasted the Woman with
lurks and kills!] (p. 144).

The shift Kazantzakis attempts, from the point where the two previous
dramatists had left the wife of the master mason, is shocking. The Cretan dramatist
nowhere does he invoke the fundamental, primordial mother-child relationship,

36 «depbivavdog: H matpiSa pov Bpiloketal ekel dmov pevel n Sikn pov, n Aovila. Ekel 6Tov 1
Aovila pov pe ayamadel. Kat to amotimwpa tov modlov cov oty £pnun appoudid elval To o
agloféato mpaypa ylo péva amd OAx Ta Kapmavapld tng matpidag pouv», Ppeidepivov ZidAep,
Epwtag kat padiovpyla, pla ootk tpaywdia oe mévte mpaels [«Ferdinand: My homeland is
where my Luisa, lives. Where my Louisa loves me. And the imprint of your foot on the deserted
sandy beach is the most sight-worthy for me from all the bell towers of my homeland», Friedrich
Schiller, Kabale und Liebe [Love and Intrigue] An urban tragedy in five acts. Translation T. D.
Frangopoulos, Dodoni, Athens - Giannina 1991, p. 92.
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as is the case in Voutieridis' play and less, but still enough, in Horn’s The Priceless.
Motherhood has no place in the Master Mason, neither biological nor social-
environmental, as we understand it today. Kazantzakis portrays a mother who
was drenched in the bile of patriarchy, as in Lorca's much later Bernarda Alba. This
Mother adopts traits from Erofili s ruthless father and not from the merciful Nena,
the so affectionate nurse of the same-name heroine who defied the patriarchal
rule. She is a person characterized by cruelty and even savagery necessarily
imposed by the stereotypical identity of the man-hunter-tyrant, at best, predator
of great deeds that supposedly to build the future of mankind. Kazantzakis’ Mother
unequivocally condemns the Master Mason for straying directly to Smaragda’s
bosom and leaves him but only one solution.

The woman, as Kazantzakis creates her, whose «body smells like a blooming
orchard» (p. 142), cannot be a mother. Motherhood not only is not sanctified but
is forbidden. Or if we look at the picture from another perspective, the
otherworldly Mother, the supernatural figure, has no erotic desires, could not be
a sexual partner and temptation. Kazantzakis in Smaragda creates his own femme
fatale, with materials taken from Aestheticism, a domestic version of Salome,
without seeking the slightest connection with motherhood. The dramatist does
not depict any dialectical relationship between the variety of roles of a single
character (wife, mother, mistress, etc.). He does not reveal different aspects of the
same female face but hastens to project onto the female the characteristics of the
evil demon. The author, although trying to assimilate avant-garde trends, does not
elaborate on the internal contradictions of the roles and in this light is far from his
contemporary European dramaturgy of theatrical Modernism.

1 g

At the turn of the 20th century, Freud had already formulated psychoanalytic
theory, discussing the fundamental conflicts that structure the different aspects of
the human psyche and focusing on the dramatic figures that marked the course of
dramaturgy.3’” The theatre of European Modernism was influenced by the
scientific landscapes that explored the psyche. Inevitably, theatrical art
contributed decisively, it co-created reality. During the interwar period, Moreno
(Jakob Levy Moreno 1889-1974), the father of psychodrama, argued that roles do

37 Indicatively: For the Freudian reading of the Shakespearean plays, Richard III, and Macbeth, see
Freud, «<Some Character-Types Met within Psycho-Analytic Work», in: Dostoevsky and parricide.
(tr. Yiannis Kallifatidis - Iliana Angeli), Patakis, Athens 2014, p. 104-171: 112-116 and 126-144
respectively. Especially for the Oedipus complex, see ibid, p. 44-53. See also, Sigmund Freud,
Civilization and Its Discontents (tr. Niki Mylona), Hellenic Education Publications S.A., Athens 2011
and Sigmund Freud, Group psychology and the analysis of the Ego (tr. Niki Mylona), Hellenic
Education S.A., Athens 2012.
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not emerge from the self, but the other way around.3® Carlson (Marvin Carlson
1935-) in developing the theories of "social representation” points to Moreno's
positions:

A child is born into the world with a drive for spontaneity that allows it to
maintain itself as a functioning Organism but it at once encounters auxiliary egos
and objects that form its “first environment the matrix of identity.” The first such
role assimilated is the mother role, itself a clustering of roles, and as the child
develops more roles are integrated as a “self” is built.39

It can be argued that the three Greek dramatists examined are taking some
steps forward while at the same time looking back. For the first two, the
connection with folk tradition places motherhood at the centre, giving a central
stage presence to mothers, a trend that appears on the modern Greek
dramaturgical horizon beginning with The Sacrifice of Abraham.*® Woman
certainly remains subservient to patriarchy; the solution of the three dramas
would suffice to substantiate this conclusion: woman's blood always solidifies the
bridge. Yet in the works of Voutieridis and Horn - much more so in the former -
the body that has given birth retains the glamour of sacred motherhood, that of
the Blessed Mother holding a baby that prevailed in literary and artistic depictions
more in the East. rather than in the West.#1 Images devoid of any hint of eroticism.

Kazantzakis is certainly closer to the modernist trends of Hesperia.
However, the pre-modern perceptions of the Cretan environment where he grew
up have left their mark on the creator. Their combination, with the ideas of
Nietzsche, with the claims of the European Avant-garde, of Aestheticism on the
one hand and of the feminist wave on the other, the contact with the aroma of
Decadence and "degeneration"”, create a motley amalgam in Kazantzakis'
dramaturgy.#?2 An amalgam that exacerbates the stereotypical devaluation of
women and places the male patriarch back on an even higher pedestal. The man-
eating woman of the fin de sickle, the menacing femme fatale appears in Greek

38 ], L. Moreno, Who shall survive? Foundation of Sociometry, Group Psychotherapy and Sociodrama,
Beacon House, New York 1953. Kwvotavtivog Mrakiptlng, H Suvauikn the AAAnAemidSpaong atnv
emkowvwvia [Konstantinos Bakirtzis, The dynamics of interaction on communication], Gutenberg,
Athens 2003, p. 59-92. Lia Zografou (ed.), To Wuyddpaua, Oswpia kat mpaktiky) [Psychodrama,
theory and practice], tr. Alexandra Pentaraki, University Studio Press, Thessaloniki 2002.

39 Marvin Carlson, Performance: A Critical Introduction, Routledge, London 1996, p. 46.

40 Margaret Alexiou, «Aoyotexvia kat Aaikn mapddoon» [Literature and Folk Tradition] in: David
Holdon (ed.), Aoyoteyvia kat kowvwvia atnv Kprjitn tng Avayévvnong [Literature and Society in
Renaissance Crete], p. 293-336. See especially the subchapter, «H Quoia tov ABpadu: Ttpog tnv
gvotoinomn g AoyoTtexvikng, OpnoKeVTIKNG kal Adikng tapddoons» [«The Sacrifice of Abraham:
towards the unification of literary, religious and folk tradition»], ibid, p. 322-334.

41 Alexiou, «H Quoia tov ABpadu: Tpog TV EVOTOiNoM NG AOYOTEXVIKNG, BPTNOKEVTIKNG Kol ATk G
mapddoong» [«The Sacrifice of Abraham: towards the unification of literary, religious and folk
tradition»] p. 333.

42 Glytzouris, 1600t astoV kat ptepd metalovdas [Eagle cravings and butterfly wings], p. 68-136.
See also, «OL QVTLPAEOELS TNG VEOTEPLKOTNTAG KAl TO TPOBANUA TOU aTOWKLoOUoU» [«The
contradictions of modernity and the problem of individualism»], ibid, p. 443-483.
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dramaturgy, but she still has no chance of emancipating herself or even
establishing her equal, next to the masculine, feminine existence.

Mother, wife, or mistress are all «<immured», three women in the foundations
of «The bridge of Arta», are sacrificed in order to build the new domestic
dramaturgy.
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INEPIAHYH

I'YNAIKEX XTA OEMEAIA TOY I'O®YPIOY THX APTAX:
XTIZONTAX THN ETXQPIA APAMATOYPTIA THX MIIEA ETIOK

Tnv mepiodo ™¢ Mmed Emok, 6tav otmv Eupwmn mpoxwpd Suvapkd 1 yuvaikeia
XELPAPETNON, HECK OE HOALG TTEVTE XPOVLA, 1 ZUaPGySw, N PAavTp® Kal 1 Zpapdayda,
YUVQIKEG TNG TTPWTOTUTING SPAUATOVPYLKNG TTAPAYWYNG, XTL{ovTal SLadoyikd oTa BepeALa
«Tou ye@uplov ¢ Aptag», OTwWwG cuPPalvel TO TACLYVWOTO SNUOTIKO TPayoudl, o’
O0TIov euTvéovTal TPELS Spapatovpyol. H peAén @wTtilel auTEG TIG TPELS YUVAIKES TTOV
UEXPL OTiLEPA BPLOKOTAV KATW Ao TN Bapld oKL TOU TPWTOUACTOPA, OUUUEVES OTIS
ETIAPES TOV, HE TN VITOEIKT Bewpla Tov YTEpAVOPWTOU KAL TNV EVPWTAIKN TIPWTOTIOPIA.
1o Toipt tn¢ Aptag (1905) touv HAla Boutiepidn kat oto Aveytiunto (1906) tovu
[TavteAr; Xopv, oL eVTOL(IOUEVEG Yuvaikes elval oUuyol TOU TPWTOUAGTOPA, OTIWS
TEPLYPAPOVTAL Kol otV TapaAoyr]. Ot 6V0 cuyypa@eis duws, Tomobetovv SimAa o
KaBeWd TN pava ¢ —MPOoWTO AVUTIHPKTO O0TO ONUOTIKO Tpayoudl EmumAgov, o
BouTlepidng cuumAnpwVeL TV TaVTOTNTA TG ZUAPAYSWE: elval KL ekeivn pava. Mdvo o
[Tétpog Wnlopeitg [Nikog Kalavtlaxng] otov Ilpwtouactopa (1910) emAeysl va
TOTIOOETNOEL TTAGL GTOV OLLWVULO XOPAKTIPA MK «ACTEPAVWTN» £pwUEVT. Kat yia Kok
™¢ TOXM, 0 Kpntikdg ouyypagéag Sev tomobetel SimAa g TN yuvaika mov v £@epe
otov Koopo. H perém e€etdlel fripa-pripa Toug SLtAdYous TwV YUVALKWY, TIOU TO aipua
ToUGg 8ev Yevvd TatSLd —SUvapn Tov Toug E8WOE 1) PUOT— GAAX OTEPLOVEL YEQUPLA, OTIWG
emBAAAEL 0 TTATPLAPYLKOG Kavovag. TTapatnpel Tig prigels pe to dnuotikd TpayoLd, Tig
OUOLOTNTEG KL TIS SLPOPEG UETAEY TOUG, TOUG SPUAUATOVPYLKOUG XELPLOUOUS, TIOU
ETILITPETOVY G’ AUTEG TIG YUVAIKEG VO ATTOKTI)O0UV (@WV1], VA KATAKTGOVV, GE UEPLKEG
OKMNVEG, TO KEVTPO TNG TTAOKNG. AKOUE PLE TIPOCOXT] TA AGYLA TOUG, TIOU ATIOKAAVTITOUV TNV
SLAPOPETIKI] GTOXEVOT TWV CLUYYPAPEWY, AAA& o€ KABe TiepimTwon Tapadivouy Lloxvpa
OUYKIWVIOLOKA (POPTILOt 0TOV avayvmwoTi) Kot SuvnTiko Beatn.

o

ABSTRACT

WOMEN AT THE FOUNDATIONS OF THE BRIDGE OF ARTA:
CONSTRUCTING DOMESTIC DRAMATURGY IN THE BELLE EPOQUE

During the Belle Epoque, when women's emancipation was dynamically advancing in
Europe, within just five years, Smaragdo, Flandro, and Smaragda, women of original
dramatic production, are successively built into the foundations of «The Bridge of Arta»,
as happens in the famous folk song which inspired three playwrights. The study
illuminates these three women who, until today, remained under the heavy shadow of the
master builder, buried in his connections with the Nietzschean theory of the Ubermensch
and the European avant-garde. In The Bridge of Arta (1905) by llias Voutieridis and The
Priceless One (1906) by Pantelis Horn, the immured women are the master builder's
wives, as described in the ballad. However, both authors place the mother of the immured
woman next to her—a character absent from the folk song. Furthermore, Voutieridis
complements Smaragdo’s identity: she is also a mother. Only Petros Psiloreitis [Nikos
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Kazantzakis] in The Master Builder (1910) chooses to place an «unmarried» mistress next
to the eponymous character. And, unfortunately for her, the Cretan author does not place
the woman who brought her into the world next to her. The study examines, step-by-step,
the dialogues of the women whose blood does not bring forth children -a power given to
them by nature- but solidifies bridges, as dictated by the patriarchal rule. It observes the
breaks with the folk song, the similarities and differences between them, and the
dramaturgical manipulations that allow these women to acquire a voice and, in some
scenes, claim the center of the plot. We listen carefully to their words, which reveal the
different aims of the authors, but in every case, deliver powerful emotional charges to the
reader and potential spectator.

o
H XYTTPA®EAX

H Kwvotavtiva Pitodartov eivar Kabnyntpux oto Tunipa Ofatpouv g XxoAns KoAwv
Texvwv tou Aplototédelov IMavemiompiov Oscoarovikng. ‘Exel ekdwoel ta BBAla: «Me
Twv Movowv tov épwta..». 0 AAééavdpog Pilo¢ Paykafric kat To veoeAAnvikd Béatpo,
[Mavemomuakés Exkbooeig Kpning, HpaxAewo 2011. O Anuntpios Tpnyopiov
Kaumovpoylov kar to eAnviko Béatpo: ota yvapia tn¢ lotopias kat e lapadoorng,
[Mavemomulakés Exbooels Kpntng, Hpdakdeio 2022. AvTavakAdoels Twv QUAETIKWOV
Bewptadv otn dpauatovpyia: OLIépoes T AVong - Les Perses de I’ Occident Tov Zwtrpn
ZKimn, ut@. Tov €pyov amod ta yoAAikd lewpyila Nuyd, Kanma ExSotikny 2024. Mdveg
Mudovv: Oyeis tov Beatpikol poAov otV avadvon TWV «KOWWVICTIKWV» OEWV OTNV
EAada, Tamalniong, AGnva 2025.
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