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ABSTRACT. It could be said with some precision, that in Antiquity the myth of the
Argonauts and especially of Medea herself as a personage of this myth, has enjoyed
popularity not only in Greece but also outside its territories. The first among the Italic
tribes to be introduced to the personage of Medea no doubt were the Etruscans, who
were the first to establish intensive contacts with the Greeks from Euboea founding a
colony in Cumae, Italy. It is noteworthy that the first image of Medea in the World Art is
seen on Etruscan ceramics. The paper gives detailed analyses of Etruscan olpe and other
artefacts on which Medea early appears, providing a solid precondition for substantive
conclusions. Some new versions of an interpretation expressed in relation to each of the
artefacts on the basis of critical analysis of Etruscan archeological material, of classical
texts and of previously undertaken modern research, are provided. Images of Medea in
Etruscan art confirmed from the Orientalist era to the Hellenization period represent an
original, local interpretation of Medea's image. Medea's magical art turned out to be
familiar to the Etruscans, who were well known all throughout the Mediterranean for
divination and being experts of magic. In contrast to the Greeks, they turned Medea into
an object of cult worship, identifying her with the Etruscan sun god Cavatha.
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The Etruscans were the first Italic tribe to be introduced to the myth of Medea.
They established intensive contacts with the Greeks from Euboea, who founded
Cumae in the 8th century BCE." As a result, the myth of Medea became known to
other Italic peoples via Etruscan sources. Medea with Circe, Marica, Bona Dea,
Angitia, and Cavatha,” is present in the mythology and religion of the Ausones,

' Cristofani 1999, 83.
* Kobakhidze 2002, 70—-79.
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Latins, Marsians, and Etruscans.” Medea is encountered in genealogical myths,
the most archaic mythological narratives of the Apennine Peninsula.

Information regarding the Etruscans’ understanding of Medea is derived pri-
marily from different genres of Classical literature, that is to say, from secondary
sources. Etruscan epigraphy and works of art constitute primary sources. It is
noteworthy that the first image of Medea is found on Etruscan ceramics.

The study of the earliest appearance of Medea in Etruscan art is important in
providing a complete account of the role of Medea not only in Etruscan but also
in the Greco-Roman world.

The Olpe from Caere

Identifying the woman on the olpe from Caere, dating to 630 BCE, as Medea has
no cause for doubt, because it is accompanied by the inscription Metaia, which
represents an Etruscan transliteration of Medea’s name.* In the image, Medea is
surrounded by the Argonauts and Daedalus (Etr. Taitale). Perhaps there was a
precondition for an interest in the myth of the Argonauts at Caere®; it was con-
sidered to be a place of the settlement of the Thessalian Pelasgians.” The voyage
of Jason, the Thessalian hero, was reflected in this myth.

Zoomorphic images are depicted on the upper frieze: a lion, panthers, and flo-
ral ornaments (Figures1).

A lion is placed in the center; panthers flank it. Each panther has a human foot
protruding from of its mouth.’ On the lower frieze, the following scenes are de-
picted (from left to right) (Figure 2, 3 ): two boxers with a sandal on one foot spar
with each other; a young man rises out of a small, ritual (?) cauldron; and a wom-
an wearing a long robe approaches a columnar wedge holding a staff in her left
hand and raising aloft a magical staff in her right hand. The didaskalion Metaia is
incised on her clothing. Next, six nude men follow in a line. The leader of the pro-
cession has his hand upraised as Medea. The men are holding a long, fabric-like
item bearing the inscription kanna. A winged man, with his hands lifted high,
brings the procession to an end. The name Taitale was inscribed between one of
the wings and the body of the figure.

3 Kobakhidze 2007, 102-108.

* Rizzo and Martelli 1993, 47; Smith.1999, 198; Bonfante and Bonfante 2002, 134.

® For a discussion of the literary sources: Bellelli 2012, 19—20.

® Rasmussen (2016, 145-157) thought that this motif referred to the inevitability of
death.
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Figure 1.

Figure 2.
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Figure 3

Although many investigations have been devoted to these images, questions
remain, particularly that of the overarching mythological theme presented on
bucchero: Which scene connected to Medea is pictured here? Who are the men
in the procession? What do the boxers depict? And what is the connection to
Daedalus? Is this a single episode or a cycle of episodes?

1.1. The young man coming up out of the three-legged cauldron and Metaia

Most scholars think that the scene where Medea rejuvenates through sorcery
must be shown here, whereas the young man coming up out of the cauldron
might be Aeson, Pelias, or Jason, who was prepared by Medea for Aeétes’ difficult
tasks.” It is possible that all of them are conflated here, so that Medea's depiction
as a sorceress might be generalized in this way.® Nino Lortkipanidze justifiably
notes that “flatly identifying the pictured young man as someone becomes more

"Rizzo and Martelli 1993, 32.
¥ Schmidt 1986.
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difficult due to the fact that all the literary sources connected to the miracle of
rejuvenation by Medea belong to a period considerably later than 630 BCE.”

The earliest of these literary sources regarding Jason's rejuvenation by Medea
is found in Simonides”, while Aeson’s rejuvenation appears considerably later in
Ovid". The scene of Aeson’s rejuvenation never appeared in art. In the classical
age, rejuvenation generally implies a transformation from an old person to a
young one, or from a young man to a teenager or child.”

Understanding the young man emerging from the cauldron on the Etruscan
olpe to be Pelias is impossible; according to myth, Pelias was never truly rejuve-
nated. His body was boiled in a cauldron and he passed away as an old man. In
order to see which version of the theme is represented more frequently on other
Etruscan artifacts, we can examine two 4" century BCE Etruscan mirrors of the
Hellenistic period (Figure 4a, 4b)

The figures of three women, standing, and a man who is seated, are accompa-
nied by the inscriptions. Metvia, Menrva, Rescial, and Heasun appear on 14a,
which was found in Talamone in 1878%. Metvia* is a transliteration of Medea; the
figure holds a drinking bowl in her right hand and brings it to the lips of an al-
most-unconscious Heasun (Jason). Menrva, the Etruscan counterpart of Athena,
is easily identifiable via her aegis. Metvia tries to grasp Jason’s neck with her right
hand while holding an oinochoe in her left in which a magical liquid has suppos-
edly been poured. A bird flies close to her hand.

Similarly, an oinochoe is held by Menerva on the pedimental sculpture of the
5" century BCE Temple A at Pyrgi. The sculpture depicts an episode from the
play, Seven Against Thebes.” Menrva may be attempting to bestow immortality
upon Tydeus (Figure 5).”

9 Lortkipanidze 2004, 21.

' Simonides, fr. 204.

" Ovid. Met.7.159-293.

* Graf1997,41.

¥ London, British Museum, GR 1901.6-18.1.

** The transliteration of Greek Mydeix into Etruscan as Metaia, Metua, and Metvia, ac-
cording to the opinion of some researchers, indicates multiple sources of borrowing
(Rigobianco 2013). For example, in the case of Metaia, the name is fitted to the form of
local names widespread in Caere (Rizzo and Martelli 1993, 47).

" Neils 1994, 194.

* Terracotta plaque from Pyrgi (Rome, Villa Giulia).
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Figure 4.a.b.

Figure 5.
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The figure labelled Rescial may be one of the Lasas (Etruscan deities, mainly fe-
male), represented on several Etruscan mirrors.” In the opinion of some research-
ers, this scene represents the Colchian episode of the Argonaut myth, in which Me-
dea gives Jason a magical liquid to drink in order to successfully complete Aeétes’
difficult tasks (Figure 4a).” Unfortunately, the other mirror was not inscribed (Fig-
ure 4b).” The scene depicts a man climbing out of a cauldron. To the left is an el-
derly man and a young man, who sit on a bench; two women stand nearby. Accord-
ing to Jennifer Neils, the scene represents Jason's rejuvenation in Iolcos, attended
by Pelias, his son Akastos, Medea, and one of Pelias’ daughters, although it is possi-
ble that two of Pelias’ daughters are present instead of Medea.”

The episode on this mirror is analogous to scenes pictured on 5" century Attic
lekythoi in which a young man also appears in a cauldron. One such scene on an
Attic lekythos discovered in Etruria, which initially was connected to the rejuve-
nation of Jason’s father Aeson,” serves as an example (Figure 6).

Figure 6.

This episode is described in Ovid, but has not been confirmed on any work of
art.” Later, it was interpreted as the episode of Jason's rejuvenation by Medea in

" Bonfante and Bonfante 2002, 204.

' Meyer 1980, 106, pl.26, 1.

" Paris, Cabinet des Medailles.1329 (ex Opperman).

** Neils 1994, 190.

* Attic lekythos with a black figure (Leiden, Rijksmuseum). Meyer 1980, 106, pl, 69/70, 5.
** Qvid. Met.7.159—293.
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Iolcos. This interpretation is supported by some artifacts regarding a red figure
hydria discovered in Etruria. ® A white-haired Jason stands by a three-legged
cauldron, watching Medea boil a sheep (Figure 7).

Figure 7.

Since an image of Aeson's rejuvenation has yet to be found, it is impossible for
Aeson to be shown in this representation; the young man rising up out of the
cauldron on the Etruscan olpe must be Jason. Why is Jason’s name not incised on
the Cerveteri olpe? How can we identify him? Jennifer Neils notes that Jason gen-
erally does not have a distinguishing mark differentiating him. He is frequently
shown naked or with a traveler’s cloak and cap; he is encountered even less fre-
quently with a single sandal.”

In regard to the reason as to why the name of the main character from the Ar-
gonaut myth is not shown, while those of Medea and Daedalus are, I propose
that the young man pictured on the olpe must be Jason, despite the lack of in-

* London, British Museum, E163, from Vulci.
** Neils 2001, 636.
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scription, and accordingly, the central scene reflected on the Etruscan lekythos
must show Jason’s rejuvenation by Medea in Iolcos.

In this respect, the depiction of an Etruscan ritual on an Etruscan mirror from
275-250 BCE is relevant.” Three children with the names Maris Isminthians, Maris
Husrnana, and Maris Halna follow an initiation ritual by submerging themselves
into a deep vessel filled with liquid (Figure 8).*°

Figure 8.

It is notable that the Etruscan god Maris, having three epithets embodying the
god’s various ages here, is shown on yet another bronze mirror from Chiusi (325-
300 BC- Berlin, Berlin, Staats Museum Antikensammlung) where he is participat-
ing in the same initiation ritual by submerging himself in a liquid.”” Maris, who
was a patron god of fertility in archaic Etruscan conceptions, is a symbol of re-
newal and rebirth in his Ausonian variant (Mares), having been shown as a cen-
taur. He died and rose from the dead three times (Figure g a).”*

* London, British Museum, ES 257B — Bonfante 1986, 243.
% de Grummond 2006, 21.

7 Pallottino 1992, 29—30; Wagenvoor 1956, 219

** Ael. VH, IX, 16; Kobakhidze 2005, 59.
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Figure g.a

The same ritual is seen on an Etrusco-Latin cista from Palestrina on which
Menerva stands in a cauldron of boiling liquid along with the armed Maris.
Menerva has one hand wrapped around Maris’ leg, whereas she holds a slender
stick or spike up to his face or nose. Cerberus has been shown by Maris’ head, and
an image of a winged woman flies close to Menerva (Figure g b).

It is noteworthy that despite the myth connected to the Argonauts on the
Etruscan olpe, the scene is adorned with particularly Etruscan features: Medea is
wearing Etruscan attire,” she is holding a staff, and there is a small cauldron
characteristic of Etruscan rituals in which Jason undergoes rejuvenation, all simi-
lar to other Etruscan works of this period.

* Bonfante 2003, 216.



Figure gb

1.2. The six men and kanna

Maria Rizzo identifies the six men as the Argonauts, but the oblong object they
hold is not the Golden Fleece or the Argo, as we might have expected according
to the myth. Instead, it is identified as the fabric mentioned in Pindar’s fourth
Pythian ode, which the Argonauts had received as a winning sign in a competi-
tion held on the island of Lemnos.*’

Erica Simon agrees with Rizzo that the Lemnian episode of the Argonaut
myth is shown here, but she thinks that the Argonauts do not appear here; in-
stead, they are the Dactyls, patrons of the art of finding iron and greatly honored
on the island of Lemnos. The Dactyls therefore hold a door bolt.** As demons of

% Rizzo and Martelli, 1993, 36-40.
¥ Simon 2000, 171-181.
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craftsmanship, the Dactyls are an ideal combination of Medea, who possessed
magical abilities, and of Daedalus, a skilled artisan.

In my opinion, the men pictured on the Cerveteri olpe following along behind
Medea in a line create a unified composition with Medea, and it is not possible to
examine them independently from the figure of Medea. It is quite clear that Me-
dea and the figure at the head of the procession are participating in the same rit-
ual; the man’s front foot touches Medea's long robe. At the same time, if this sce-
ne is from the Lemnian episode of the Argonauts, Medea should not be here
because this adventure befell the Argonauts before they sailed to Colchis.

The meaning of the word kanna could provide additional clarification of this
topic. The word in this form appears in Etruscan texts only once. It is similar in
form to cana/kana, which is attested in other Etruscan inscriptions.* As for the
meaning of cana/kana, as confirmed in a number of epigraphic works, it has the
following ranges of possible meanings: “decoration”, “gift”, “statue”,“image”.* kan-
na comes from *kana-na, where the -na suffix, that in Etruscan language forms
the adjectives of possession and reference,* is universally understood to mean
“belonging” (here: “belonging to kana”- “belonging to the gift or to the offering”).
Other interpretations of this word exist, according to which kanna must be read
as kauna, perhaps connected to the Greek word xawvdxy, which itself is etymolog-
ically connected to gunnaku in Persian and Syriac, meaning “something made
from fur”.*In Burkert’s point of view, this word came into the Greek lexicon from
Persian during the so-called Orientalizing period with the meaning of “a worsted
wool cloak”.* On the basis of the latter interpretation of the Etruscan word, one
can justifiably connect the image on the olpe to the Lemnian episode: the Argo-
nauts bring a woolen fabric*” which they have earned as a prize for winning in a
competition on Lemnos. Schmidt*® believes that this word might be connected to

# For a detailed overview of these forms in Etruscan epigraphic materials, cf. Rizzo
and Martelli 1993, 47-53

% cana/kana could also mean “offering”, which is more suitable to all the contexts of
this word examined by Rix 2005, 97.

% Bonfante and Bonfante 2002, 99.

% Pugliese and Carratelli 1994, 363—369.

3% Burkert 1984, 38—39.

¥ Probably the fact that the ornament of the kanna is identical to the ornament
shown on Metaia’s cloak could not simply indicate that kanna is a fabric, as Rizzo deems
it to be (see: Rizzo and Martelli 1993, 17), but instead that it is an object, used in sacral
ritual (N.B. the object has the same “sign” as a garment of a priestess!).

3 Schmidt 1986.
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the Greek word “xdvvag” which is found in Aristophanes’ The Wasps and refers to
a sacred rug made from willow branches or grapevines.*

According to Helmut Rix, kanna cannot be a local variant (with geminate n) of
Etruscan cana/kana, but is a different word, homonymous to cana/kana.*’ Rix
does not agree with the attempt of Bellelli to connect kanna with the Greek
“wawva” (reed)” but supports another hypothesis of the same author* on the
meaning of kanna as “xawafig” (cannabis), thinking that kanna/canna means a
material probably used like flax, to make sails (hence, one might suppose that
Argonauts are holding the sail of Argo).*

The latter opinion offered by Rix seems to provide the most accurate etymolo-
gy of the Etruscan word kanna, since it might be essentially closer to the context
of the episode, creating on olpe some allusion of the ship Argo. This version is fur-
ther supported by the fact that ship’s tackles were given as offerings at the Tem-
ple of Pyrgi and at Caere are also found.* Accordingly, it really may have been
placed in the corresponding box located between Daedalus and the sixth man.*

If kanna is really a sail of Argos, brought as a gift, then this could only happen
at the end of the voyage, on Iolkos.

Thus, in my opinion, the theme shown on the olpe reflects the scene of Ja-
son’s rejuvenation by Medea in Iolcos, which in comparison to the Lemnian
interpretation, might have been attended by all the participants of this narra-
tive — Medea, the Argonauts, and Jason.

1.3. The boxers

If we connect the scene depicted on the bucchero olpe to the island of Lemnos,
then the boxers are the Argonauts participating in a contest, earning a prize later
on as well. What about the reason of why the contestants are wearing only one
sandal.

In one version, one of the contestants might be Jason himself, who, according
to the myth, had lost a sandal in Pelias’ palace before his arrival,** whereas in a
second version, these are other Argonauts competing against each other for their

9 Ar. Vesp.394 (xo0 uy) ToTE gov Topd TAG XAwag ovpnaw und’ dmomdpdw).
4 Rix 2005, 97.

# Rix 2005, 99.

* Bellelli 2005, 79—-94.

* See: Rix 2005, 95-101.

4 Turfa 2016, 101

% Rizzo and Martelli 1993, 17.

* Rizzo and Martelli 1993, 41.
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other sandal.*” Neils notes that wearing a single sandal might have been signifi-
cant for a young man during an initiation.* De Grummond also interprets the
scenes presented on the olpe as an initiation ritual, with the beginning of the rit-
ual in the competition, followed by washing and receiving a garment as a gift.”

The Etruscan tradition of boxing scenes on ceramics is interesting. One arti-
fact at the Dallas Art Museum is noteworthy in this respect; it depicts some box-
ers fighting each other for a prize shown on a second plane. The similarity of the
poses between the boxers shown on this ceramic object and the boxers on the
olpe from Cerveteri are striking. In both cases the boxers have one foot extended
forward and placed on their opponent’s foot. One hand is bent and the other is
brought forward. This vessel is dated to 750 BCE and can be considered as a pro-
totype of the Cerveteri boxers (Figure 10).

Figure 10

#7 Simon 2000, 178.
* Neils 1994, V.636.
% de Grummond 2006, 5-6.
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Despite the various interpretations of the theme shown on the Etruscan olpe,
a majority of researchers agree that the boxers are the Argonauts. Supporters of
the Lemnian interpretation consider this match to be a part of the Lemnian
competition.”

In my opinion, the ritual of Jason’s rejuvenation has a sacral significance indi-
cated by the images of the priestess, the three-legged cauldron, offering (kanna)
and like all the rituals in Etruscan tradition, accompanied by sacral contests. The
ritualistic nature of the athletic contests was clearly not foreign to other cultures,
yet athletic fights in Etruscan tomb paintings, as a rule, were accompanied by im-
ages of priests, an idea foreign to the Greek world. Let us examine an image show-
ing a wrestling match dated to 530 BCE from the Tomb of the Augurs at Tarquinia
(Figure 11). As is clearly seen, an augur holding a curved staff (lituus) appears be-
hind the contestants and divines the future according to the flying birds. Along
with this, some ritual cauldrons (three stacked on one another) stand between
the wrestlers, indicating the sacral nature of the contest.

Figure 1

Thus, the scene on the Etruscan olpe must be examined as a single narrative
presented in one act, which is relevant to the Iolcos episode of the Argonaut

% Bellelli 2012, 21—23.
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myth. The central figure of this episode is Medea, who is rejuvenating Jason.
This ritual is accompanied by a procession of men (Argonauts) behind Medea,
the priestess, with a ritual gift and by athletic contests with the participation of
the Argonauts. In my reading, the unified nature of the narrative is
strengthened by archaeological data. The scenes shown on Etruscan ceramic of
this period reflect only one specific episode from a Greek mythological narra-
tive and a combination or alternation of a few episodes on it are only
confirmed later on.”

Thus, this episode of the Argonaut myth, which the Etruscans borrowed from
Greek colonists, underwent a transformation on Etruscan soil and became suited
to the expressive forms and cultural reality of Etruscan society. Attired in Etrus-
can garments and holding an Etruscan staff (which is not naturally encountered
in an analogous scene on Greek vases), Medea performs a ritual by following
Etruscan customs. Boxers and participants who process toward the altar carrying
a votive gift are involved in the ritual. The ritual reflects a man’s initiation, in
which a contest, initiating in cauldron and a sacrifice are presented.

Indeed, it is difficult to find logic in the selection of an episode from Greek my-
thology to place on something made locally by the Etruscans. But in my opinion,
this logic really exists, especially at the first stage of Greek-Etruscan relationships
and until the so-called Hellenistic period in Etruscan art began. The following
specific factors define the depiction of the narrative connected to the Argo-
nauts on this Etruscan olpe:

I.  Caere: Naval might was not the only reason for Caere's close relationship
with the Greeks. Along with the city of Spina, Caere was traditionally considered
to have been founded by the Pelasgians of Thessaly.”* Thus, specific preconditions
existed for an interest in the Argonaut myth reflecting the distant voyage of
Jason, a Thessalian hero, right here in Caere.

II. The sacral factor: This specific theme from the stories of the Argonauts
was selected due to its sacral function. The Etruscans were distinguished all
throughout the Mediterranean for their knowledge in various arts of divination
and for their religiosity.

III. The Iolcos episode of the Argonaut myth was interesting for the Etruscans
precisely within the context of a deceased person's burial, for it reflected a
process of rejuvenation, a renewal of life stirring hope for the deceased to be
reborn.

* Bellelli 2008, 27—28.
** Dion. Halic. I, 18, 3—5.
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IV. An initiation ritual connected to renewal and rejuvenation existed in
Etruscan cult worship, as was mentioned above.

The analysis of Etruscan ceramics from the Archaic period reveals that the
Etruscans aspired towards naturalism when conveying Greek myths and they
maintained some independence in the context of assimilating the culture of oth-
er peoples.”

Szilagyi's hypothesis is also worthy of note here, as he studied themes shown
on Etrusco-Corinthian vases from 630-500 BCE. Despite the existence of Greek
mythological figures on Etruscan ceramics, he concluded that they had an Etrus-
can essence. Many things as such were discovered in these works where the
theme has not been identified and it is clearly based on an Etruscan context. He
names one of the objects at Villa Giulia as an example of this, which is dated to
the years 630-580 BCE, where some themes completely unknown to Greek my-
thology are depicted.”*

The episode shown on the Etruscan olpe has been interpreted through local
traditions which implied the placement of the ritual within a so-called Etruscan
context and its depiction through attributes and forms (the boxer scene, the ritu-
al of dedicating kanna, Medea depicted with a staff) characteristic of Etruscan
cult worship and rituals.

1.4. Daedalus

Clearly, it's impossible to make a conclusion without an analysis of Daedalus’ fig-
ure, because the presence of Daedalus surrounded by Medea and the Argonauts
remains a problem for the researchers. Currently, not one theme from Greek my-
thology or literature has been confirmed to connect Daedalus with the characters
of the Argonaut cycle.

Those supporting the identification of the scene on the olpe as the Lemnos
episode of the Argonaut myth explain Daedalus' appearance beside Medea and
the Argonauts (the Dactyls) in the following manner: as a craftsman and inventor
bestowed with a special talent, having been transformed into an epithet of

55

craftsmanship. ® Daedalus is “ideally” connected to the island of Lemnos. Ac-

% Smith 1999, 179—206.

* Szilagyi 1992.

% In this case, the Greek adjective SaiddAog is implied, which signifies one who is
trained, a master craftsman, and is used as an epithet by Pindar for Hephaestus.
Hephaestus, who is battling against Ares, has the caption AaddAog on an image of one of
the vessels. Preller 1872, 148-149; Kerenyi 1951, 155.
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cording to Homer”, Hephaestus' blacksmith shop was located in the crater of an
active volcano on Lemnos, where the capital was Hephaestia®, representing a
place in the world renowned for the discovery of metal and metallurgy. In the
same respect, the Colchis “of plentiful gold” stirred up some interest, with the
Etruscans being intrigued by this as well, as they, too, were distinguished for find-
ing and working with metal. Lemnos and the communities of Colchis were sym-
bolically connected to each other.* Accordingly, it is possible for Daedalus and
the Argonauts (the Dactyls) to be associated together within this context. Lor-
tkipanidze names the extant ancient contacts between Etruria and the island of
Lemnos as some of the motives and additional arguments for the Lemnos episode
of the Argonaut myth on this vessel. Particularly, some information regarding the
resettlement™ of the Tyrsenians (Etruscans) and the dwelling® of Pelasgians and
Tyrsenians on Lemnos are corroborated by Herodotus. This is confirmed by ar-
chaeological data, particularly by a stela from Lemnos dating to the 6" century
BC inscribed in a linguistic cognate to Etruscan which indicates an organic con-
nection between these two geographic centers.”

It is clear no one denies the close connection between Etruscan and the lan-
guage of the Lemnos stela, which is clearly reflected in very recent research by de
Simone, Hergon, and Maltzham®, yet it also must be taken into account that,
aside from this specific case, no work of Etruscan art was considered to be the
probable depiction of some mythological or historical fact connected to Lemnos.

At the same time, it must be noted that apart from Caere’s mythological rela-
tion to the Thessalians, the city of Tarquinia had intimate connections with an-
other area relevant to the Argonaut myth, Corinth, which is confirmed in Antique
literature. A myth narrated by Pausanias in Description of Greece states that Athe-
na's temple, located in Corinth and called Salpinga, had been founded by He-
geleus, Tyrsenos’ son (this is the Tyrsenos, who according to Herodotus, led peo-
ple from Lydia who were later given the king’s name as an ethnonym) and

5 Preller 1872, 106.

5 Burkert 1983, 260.

% Lortkipanidze 2004, 28-31.

¥ Hdt., I, 94.

% Hdt., VI, 137.

* Lortkipanidze 2004, 37.

% De Simone 1996. Heurgon 198, 93-103. Malzahn 1999, 259-279.
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Heracles’ grandson.” The settlement of the Corinthian Demaratus in Etruria at-
tests the extant bilateral connections between Etruria and Corinth.**

Let us return to the Etruscan olpe and examine the theme of Daedalus, Medea,
and the Argonauts with the assumption that in all, the Lemnos episode is not
pictured, but instead it is the one at Iolcos, specifically the scene of Jason's
rejuvenation by Medea in which the Argonauts participate. How is it possible to
include Daedalus in this context?

Before this topic is examined directly, a brief mythological digression points
out certain parallels between Daedalus and Medea. Having never ended up in
one mythological narrative, it is notable that certain points of contact can be
found for Medea and Daedalus, despite them being distinguished from ordinary
mortals through special abilities: magic and craftsmanship:

1. Itis true that having a discussion about a precise chronology in a myth is
impossible, but Medea and Daedalus are “contemporary” characters — Theseus,
the one who defeats the Minotaur imprisoned in the labyrinth built by Daedalus,
is Medea's step-child.

2. Daedalus is also connected to a solar cult like Medea (Medea, as the
grandaughter of Helios; Daedalus as a servant of Pasiphae, Medea's aunt and
Helios' daughter, a craftsman having flown towards the sun and lost his only son
due to the sun's power);

3. Medea and Daedalus have each committed the murder of a close relative
in their homeland;

4. Like Medea, Daedalus also runs away from his homeland and then leaves
his new homeland, where he loses his child (children). Both of them run to safety
by flying away.

5. Medea defeats Talos, Daedalus' creation, with her sorcery.

6. And finally, an episode of great interest to us — the murder of Pelias
carried out by Medea through Pelias' daughters, with the body of the king Iolcos
being boiled in a bubbling cauldron (in general, a person's rejuvenation or them
being brought to life by being boiled in a cauldron is not foreign to other epochs
and cultures®). This manifests a certain likeness to Daedalus' adventure.
Although being of a later character, it is quite interesting — having escaped from
Minos, Daedalus seeks refuge in Sicilia with Cocalus, the king of Kamikos. When

% It was Hegeleus himself who taught the aristocrats who had come from Temenos
how to play the trumpet he had invented. This is why Athena's temple is called “The
Trumpet” Paus. 1], 21, 3.

% Liv.L 34.1-7.

% Cf. Vojatzi 1982, 99-100.
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Minos comes looking for Daedalus, Cocalus makes him agree to bathe in the
bathhouse. Here he is killed by Cocalus' daughters, or according to a second
version, Daedalus throws him into the boiling water and kills him.*

I return to these parallels in my conclusion. Before presenting them, it seems
necessary to examine Daedalus in the context of Etruscan art and mythology. It is
universally recognized that the term “Taitale” on the olpe is the Greek Daedalus.
Images of Daedalus appear elsewhere in Etruscan art with precisely this form of
the name (with some minor alterations — Taitle), such as on a Carnelian scarab
beetle (Figure 12).” It is dated to 450-400 BCE and shows Daedalus (Taitle)
bobbing on top of the sea.
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Figure 12

It is also on a 5" century BC golden bulla®, where Icarus (Vikare) is depicted
together with Daedalus. This last inscription where the Greek digamma is
reflected indicates that the story of Daedalus and Icarus had been known in Etru-

*® Hdt. viia69, Diod. Sic.IV, 78, 80; Hyg. Fab. 44; Paus. VIL4. §5; Ov. Met. VIII, 261.

% In regard to Etruscan scarabs and in connection to this specific work, cf. Krauskopf
1999, S. 405—421, 416.

% Rizzo and Martelli 1993, 44, 47—48.
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ria from a much earlier time, and it might have been borrowed from a Dorian
source — either Corinth or Crete (Figure 13).”

Both these Hellenistic period works are comparatively later than the Cerveteri
olpe. Along with this, as on the scarab, the episode of Daedalus' well-known
adventure from Greek mythology is shown on the bulla, which cannot be said for
Daedalus' unknown narrative shown on the olpe. Yet he is pictured here with
wings like on the seal and the scarab.

It must be noted that there is an idea regarding the differentiation of functions
of Daedalus' images during the sixth century in Etruscan art. Specifically,
Daedalus, according to Prayon, could be perceived as a mythological character in
the first half of the 7"-6™ century BC, and as a so-called “local” craftsman and
mythic hero in the second half of the 6" century and the 5" century BC.”
Accordingly, based on the date of the olpe, Daedalus must be understood as a
mythological character, possibly as a demonic power in comparison to the
Daedalus pictured on other Etruscan works, where he comes across as a
craftsman or mythic hero. What must this demonic character depict in this
specific context?

% Morris 1995, 196.
 Prayon 1998, 102-105.
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Figure 13

In relation to Greek myths, the work of Etruscan potters and painters, as a
rule, was characterized by thematic transformation and variation, revealing their
artistic freedom and at the same time, a desire for Greek myths to fit into an
Etruscan cultural reality.”

If the scene depicted on the Etruscan olpe is viewed within this context,
where, as was mentioned before, a ritual of Etruscan rejuvenation or rebirth can
be deciphered beyond the Iolcos episode of Jason's rejuvenation by Medea, and
in which a priestess and participants of various cult acts of a ritual initiation —
that of a contest as well as a sacrifice — are included, it will be possible to explain
Daedalus' appearance within this context as well.

If we again return to the Etruscan mirror on which three figures of Mars are
shown and the scene of the Etruscan rejuvenation is depicted, a few gods are
presented here, including Menrva and Turms. Mari$ Isminthians sits on Turms'

™ Maggiani 2008, 47-56.
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arm, a god corresponding to Hermes Psychopompos.” Is the winged being
corresponding to Teitale among them or not?

A winged being in Etruscan art of the Orientalizing period is only equivalent
to a God and Demon. Winged beings generally reflect movement between the
realms, whereas in tomb art — a movement from this world to the next, from
death to life.”” Here, Daedalus must be examined as a winged, demonic power
attending the scene of rejuvenation and rebirth. Which god can attend such a
ritual?

Providing an answer to this complex question significantly digresses from the
theme of the paper. At a glance, this scene, reflecting a rejuvenation ritual and
implying rebirth, might have been attended by a pscyhopompos god, including
Turms or many other gods connected to the underworld, of which many are
represented in the Etruscan pantheon. Yet I think two factors must be given more
consideration:

I. Local (in this case Caere) cults and their functions;
II. Represented images with the same expressive forms during the same
chronological period.

Which gods are depicted with wings among the honored gods in 7" century
Caere and which of them can be connected to the renewal of life and rebirth?

Caere and its port Pyrgi were known for temples of many gods. Each Etruscan
city had a so-called prominent god which was especially honored along with the
common Etruscan gods. Six temples have been identified in Caere, with only two
of them having been studied under controlled archaeological investigation. One
is a temple dedicated to either Leucothea (Pseudo Aristotle)” or Ilithyia
(Strabo)” and is dated to the 5" century BC™. There is also the 6"-century temple
of Uni. According to tradition, the temple of Leucothea at Caere had been
founded by Pelasgians from Thessaly.”

Leucothea and Ilithyia (Eileithyia) have been identified with the Etruscan
goddess Thesan by researchers.”® Thesan the dawn goddess is an ancient winged
goddess remembered in the form of Thes/ Thesan on the Liber Linteus, ( Etruscan
linen book of 3™ century BC , most probably the ritual calendar) She was especially

van der Meer 1995, 167.

 Haynes 2000, 148.

™ Arist. Oeconomica,2.1349.b; Ael., VH, 1, 20; Polyaenus, Strat. 5.2.21.
s Strabo, 5.2.8.

% Bellelli and Marchesini 2013, 11.

7 Banti 1973, 39.

™ Dennis 1985, 291.



Ekaterine Kobakhidze /EXOAH Vol. 16.1 (2022) 77

honored in Caere and Pyrgi.” It is noteworthy that she was simultaneously the
goddess of divination, childbirth, and the generation of life.*” Her name Thesathei
is supposedly commemorated in an inscription on a 7""-century bucchero amphora
from Chiusi and on a oinochoe from Tragliatella.* It is noteworthy that she is en-
countered with the sun god Usil on the Liber Linteus Zagrabiensis mummy wrap-
pings (TLE 1)¥, as well as on many images.” In regard to images of Thesan during
the Orientalizing period, a few works along this line are interesting, where Thesan
is presented while flying. Her image on an acroterion within Leucothea's temple at
Caere is also informative in this regard. Thesan is taking away a young man
(adolescent?) in her arms while flying ( Figure 14).

An image of Thesan on a bronze mirror from Vulci dating to 570 BC shows the
goddess again taking up a young man in her arms and is flying away quickly. Ac-
cording to interpretations of the image, here the myth of Eos and Cephalus is de-
picted. In my opinion, the mirror represents a Hellenic attempt at interpreting
the Etruscan theme shown on the acroterion. (Figure 15).

™ Simon 2006, 60.

% Jannot 2005,158-160.

& Carpino 2003, 109, note 62.
% Pallottino 1968.

% Bonfante 1986, 226.
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Figure 14
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Figure 15

It is possible to surmise that the on olpe Etruscan Thesan is meant under
Taitle, which as a specially honored goddess and a patron of rejuvenation in
Caere and Pyrgi, attends this initiation ritual and is perhaps trying to snatch up
the rejuvenated young man. But the figure depicted on the Etruscan olpe is not a
woman, attested by its connection to Daedalus and its nudity, which would not
be appropriate for a goddess in the Etruscan Orientalizing period. Some other
male solar god might be here, encountered in Thesan's retinue. This might be the
sun god Usil,** who was also specially honored at the temple in Pyrgi (Figure
16).In this respect, images of Usil from the Orientalizing period at the A Temple
in Pyrgi are especially interesting, showing great similarity to the figure of Taitale
depicted on the olpe.

% Cristofani 1999, 313.
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Figure 16

Very similar is the image of the God of Sun presented on the amphora of the
Tolfa-Malers,” (Figure 17) and a bronze image of Usil (?) supposedly from Vulci
dating to approximately 490 BC.** (Figure 18)

% Krauskopf 1991, 1264-1265

% A brass stand created at the turn of the 6"-5" centuries BC is of the same type,
which has probably been identified with Usil -
http://www.royalathena.com/PAGES/EtruscanCatalog/Bronze/BLLo2JE.html.
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Thus in my opinion, it is the winged Etruscan solar god Usil/Catha “hiden”
beyond Teitale pictured on the Etruscan olpe from Caere. He had a local cult in
Caere (Catha/ Cavatha is mentioned seventeen times in vascular inscriptions
from Pyrgi*’) and images of him were typologically connected to winged images
of Daedalus.

This connection was supposedly not based only on an iconographic similarity,
but instead on a realization that the the winged Daedalus was in a certain
relationship with the sun. It is possible to examine Medea as well in the same
context as the granddaughter of Helios. Medea, who was connected to the
Etruscan god Cavatha (Suri or Sur)* the daughter of the sun Catha®, was
naturally included in this narrative.

Conclusion

The rejuvenation of Jason by Medea is pictured on the Etruscan olpe, with an
Etruscan ritual of rejuvenation and rebirth being interpreted behind it (this ritual
is known from images and antique sources). This ritual was connected to solar
cults, which were characteristic of many religions and the cult worship of Egypt
and the East. The sun, being born anew every dawn, was perceived as a symbol of
rejuvenation and rebirth.”” Catha was considered relevant in the underworld that
was attested by inscriptions from a funerary context referring to her by name, or
as daughter, and by her inclusion on the leaden tablet from Magliano”.”!

The ritual of rejuvenation in the context of the Etruscan tomb stirred up hope
for the deceased's rebirth and immortality. The Etruscans' longing for cultural
relationships with the Hellenic world is reflected by the perception of characters
of the Argonaut myth as participants of the ritual, including Medea and Daedalus,
a hero of a popular mythological narrative and a possessor of demonic power.
The allusion of Argo created by “kanna’- sail of the ship, carried by the Argonauts
at the same time is the part of Etruscan ritual as an offering to the Gods, wor-
shiped at Caere, as it is documented by archeological materials from Temple of
Pyrgi. Among these gods were also Cavatha and Usils, which are presented here
“beyond” Metaia and Taitale. At the same time, it answered a modal tendency of
the Etruscan elite's infatuation with “foreign” culture. Images of Medea in
Etruscan art confirmed from the Orientalizing era to the Hellenistic period

%7 Maras 2007,102. see also: Wallace 2016,43.
% Maras 2009, 104, 114.

% Kobakhidze 2007, 105.

9 Bellah 2011, 233; Stadler 2012, 465.

% De Grummond 2004,367
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represent an original, local interpretation of Medea's image. Etruscan culture, in
this way serving as a mediator between the Greek and Italic worlds, popularized
Medea and the myths connected to her on the Appenine Peninsula. Medea's
magical abilities were familiar to the Etruscans, who were well known all
throughout the Mediterranean for their skills in divination and magic. In contrast
to the Greeks, they turned Medea into an object of cult worship, identifying her
with the Etruscan sun god Cavatha. She penetrated into the mythology, religion,
and art of the ancient Italian people through the Etruscans.”” It can be said that
the Etruscan reception of Medea influenced even ancient Rome, and later on,
European art and culture via Roma.

COMMENTS

*The very nature of the city of Caere (Etr. Cisra, Gr. Agylla, modern Cerveteri) and
its development was important in light of the fact that Etruria was never a unified
state. Etruria was a loose confederation of city-states, each one different from the
other, with the city of Caere distinguished by its location and its high level of cul-
tural development. Due to its proximity to the sea, Caere can be called an Etrus-
can naval gate, which was really the reason for Caere’s special contact with the
Greeks, Phoenicians, and Carthaginians.

Caere was one of the important members of the thalassocracy of Etruscan cit-
ies, giving it the means to establish colonies such as Marseilles” in southern
France and to receive the honor of participating in projects such as constructing
their own treasury at Delphi.”*

But naval might was the not the only reason for Caere's close relationship with
the Greeks. According to a later tradition,” Caere was considered to have been
founded by the Pelasgians of Thessaly,” two generations before the Trojan War,
together with the city of Spina on the Adriatic coast.”

92 Kobakhidze 2007, 102-109.

9 Michetti 2016, 73.

% Briquel 2013, 47.

% Cristofani 1999, 49.

% For the interpretation of this tradition see: Sassatelli 2014, 101; Cristofani, 1999, 215-
216.

9" Hellanicus of Mytilene argued that the Pelasgians of Thessaly, after their expulsion
by the Greeks, migrated to Italy, landed near Spina, founded Cortona, and changed their
name to the Tyrrhenians which is also corroborated by Dionysius of Halicarnassus. Hel-
lanicus, EGM fr. 4, in Dion. Hal, Ant Rom. 1.28.3.
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