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YORGOS LANTHIMOS' THE KILLING OF A SACRED DEER:
CONTEMPORARY RECEPTION OF EURIPIDES® IPHIGENIA IN AULIS

Ancient Greek subjects preserve their relevance in our times through their timeless, profound and comprehensive consideration of
the human soul and interpersonal relations, which remain unchanged throughout the centuries in accordance with human
nature. Euripides’ tragedy Iphigenia in Aulis has not been exploited often by later writers and film makers who have focused mainly on
the murder of the King of Mycenae, Agamemnon, and the destiny of the dynasty of the Atreidae in accordance with Aeschylus' trilogy.
Nevertheless, one of the main reasons for the murder of Agamemnon by his wife Clytemnestra is his sacrifice of their daughter
Iphigenia, the story of which is told by Euripides in his tragedies Iphigenia in Aulis and Iphigenia in Tauris. In Yorgos Lanthimos'
film The Killing of a Sacred Deer (2017) the main character Steven, just like Agamemnon, is informed of the will of the gods who demand
sacrifice to be given. The carefully considered reasons which led Agamemnon and Steven to face an inevitable choice highlight their
common character features, with hubris the decisive one among them. Comparison of the texts under analysis shows that acceptance
of the inevitability of the situation by the families of the main characters develops through the classical stages from denial to
understanding that nothing else depends on them. And while in Euripides' tragedy the plot device of a "deus ex machina"” is exploited,
as the gods are satisfied with the acceptance of the inevitability of sacrifice, in the film one of the members of the family actually dies in
order for order to be restored, because a murder presupposes atonement through the blood of another. This reception of Euripides’
tragedy is of particular interest because Yorgos Lanthimos is Greek by origin who at a certain moment of his career decided to move
away from his native Greek space and start creating films for a more general Western audience. This paper analyses how, in this post-

modernist multimodal film text expressive means from Ancient Greek theatre are combined with elements of modern cinema.
Keywords: reception of Greek Antiquity, Euripides, Iphigenia in Aulis, Yorgos Lanthimos, The Killing of a Sacred Deer.

Introduction. Greek antiquity, having provided the
historical foundations for much of European culture,
remains a potent source of artistic inspiration, often
provoking contemporary European playwrights and film
makers to reflect afresh on ancient drama with its timeless
visions of family, society and state. In the 20" century
Greek myths provided Hollywood with material for
spectacular epics that brought aspects of Greek antiquity
closer to ordinary people for the first time. And so in the
modern era the questions and dilemmas posed by ancient
authors have continued to prove highly relevant in so far as
human nature remains as it always was and people find
themselves again and again in the same situations in terms
of their personal relations and social and political
connections. To give just a few examples, in Kyiv in recent
years there have been several theatrical performances
based on Ancient Greek tragedies, namely Antigone by the
Koleso Theatre (2016), MEDEA/MEDIA (2017), termed a
"metatheatrical" performance by its creators and presented
in a revised version in 2019 by the Molodyy Theatre, The
Oresteia (2019), an épatage performance in which according
to its creators "modern technologies met with modern people
to create a new modern myth", and a just premiered
Oedipus (2023) in the Teatr na Podoli. Similarly, elsewhere
in Europe and in the US a number of writers and auteurs
have addressed the story of the House of Atreus, "a
profound meditation on the nature of crime and punishment,
innocence and guilt, vengeance, justice, good government
and the relationship between humankind, the gods and the
world around them" [20, p. 1] as presented in Aeschylus'
Oresteia, "the only classical Greek trilogy to survive
(almost) complete” [20, p. 1].

Research methodology. The reception and
exploitation of Ancient Greek myths in modern literature
and cinema is also a regular object of critical consideration,
and scholars often focus on the interpretation of the
ancient characters in their new circumstances,
investigating how similar or different they are, how a writer
or director perceives and adapts an original character or
work. For example, according to Kiberd [11] Joyce in his
Ulysses refers to the myth of Odysseus to speculate on the
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origin and consequences of the First World War, while Paul
[16] analyses the many faces of Penelope presented in the
Italian film Ulisse (1954). A number of modern writers have
made reference to the story of Agamemnon and his murder
by his wife Clytemnestra, principally in relation to
Aeschylus' Oresteia, though Agamemnon is also the main
character of Euripides' Iphigenia in Aulis. The
corresponding academic analyses typically reflect on "how
the enduring preoccupation with one of the great tragedies
of ancient Greece sheds light on the approaches to
revenge and atonement in the modern world" [21, p. 161],
but with a new emphasis on the reaction of a wife and
mother to her husband killing their daughter.
Clytemnestra's primary motivation is usually considered to
be her husband's sacrifice of their daughter [20, p. 4], but
in fact researchers now generally agree that the reasons
why Agamemnon must die are more complex [20, p. 1].

This paper investigates the contemporary reception of
Ancient Greek beliefs regarding revenge and atonement in
the modern world but considers Agamemnon's killing of his
daughter in terms of the revenge of the goddess Artemis.
Euripides' Iphigenia in Aulis has not enjoyed a great deal of
artistic and critical reflection, being retold by Jean Racine in
the 17" century and then by the Greek film directors
Michael Cacoyannis (Mihalis Kakogiannis) in 1977 and
Yorgos Lanthimos in 2017. Cacoyannis in his film Iphigenia
presents the story in a traditional Greek setting of the sea
and ancient ruins, although views it "through the prism of
political events in Modern Greece and his native home
island of Cyprus" (a military junta in Greece of 1967-1974
and Turkish invasion of Cyprus in 1974) [4, p.35].
Cacoyannis' Iphigenia turns into "a modern Greek-Cypriot
heroine" [4, p.40], "symbolises Cyprus" [4, p.36].
Lanthimos in his film The Killing of a Sacred Deer exploits
the plot of the tragedy to create a new basis for his vision
of modern society's problems, combining the visual
language of European and American cinema with the
expressive resources of Ancient Greek theatre. This paper
focuses on the perception of vengeance by Lanthimos and
the way this Greek director presents it to his European and
American audience.
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Research results. The Killing of a Sacred Deer is the
second film of Yorgos Lanthimos' so-called British period. It
was made in 2017 in the UK, Ireland and the USA, starring
Nicole Kidman and Colin Farrell. Lanthimos started his career
in Greece as a director of advertisements and video clips. But
in 2011 he declared that there was no possibility of producing
films in Greece, as people "self-sacrifice for the sake of the
Art" [22], and presented his first English-speaking film
Dogtooth, which "The Guardian" newspaper characterized as
the beginning of the Weird Wave of Greek Cinema that has
changed it dramatically [18]. But it also opened for Lanthimos
the doors to international cinema production.

Just like the other films of the Greek Weird Wave that
mainly question the value of the family as an institution
[22], in The Killing of a Sacred Deer we see a modern
family in crisis. Externally they are successful and
prosperous, living in a beautiful house of a kind we typically
see in the leaflets of upmarket real-estate agencies, with
prestigious jobs, nice kids, etc.: but it is just a fagade
behind which there is emptiness, a formality without life.

The title of the film may not take its viewers to the relevant
myth immediately. But at some point the auteur helps them by
mentioning the essay of the main character's daughter on
Iphigenia in Aulis, graded A+, excellent. The fact that the
author of this Ancient Greek tragedy, Euripides, is well known
for his enduring interest to family drama and for depicting
people 'realistically’ in that context may help to explain why
Lanthimos chose to refer to this work specifically.

Euripides' tragedy Iphigenia in Aulis dated 407 B.C. is
one of the versions of what happened before the Greek
army was to set sail for Troy, particularly regarding
Iphigenia [7]. To remind, Agamemnon, the King of
Mycenae, promised his brother Menelaus to stand with
him, if anything happened to his wife Helen. When she was
taken away to Troy, Agamemnon, fulfilling his promise,
gathers the army. While waiting in Aulis for winds to launch
their expedition, Agamemnon goes hunting and kills a deer,
an animal sacred to the goddess Artemis. Incensed with
Agamemnon, she demands that Agamemnon sacrifice his
daughter Iphigenia if they want to sail. Agamemnon asks
his wife Clytemnestra to bring Iphigenia to Aulis, claiming
he is going to marry her to Achilles.

As in the tragedy so in the film, we have a family
consisting of a father, a mother and two children, an older
daughter and a younger son. Agamemnon had two more
daughters, but in Euripides' version of the story only her
brother Orestes, who comes to Aulis with Iphigenia, has a
role. So the father in the film, Steven, corresponds to
Agamemnon, the mother Anna to Clytemnestra, the
daughter Kim to Iphigenia, and the son Bob to Orestes.

Euripides is often regarded as the first Ancient Greek
dramatist to focus primarily on the inner transformation of a
character. In this respect Iphigenia in Aulis is unique for its
time in its emphasis on the portrayal of the inner world of its
heroine. Unlike in the tragedy, however, the main focus in
the film is on Agamemnon=Steven. In the tragedy
Agamemnon learns about the will of the gods regarding the
sacrifice of his daughter from the prophet Calchas. In the
film, when his son Bob is paralysed, Steven is informed by a
teenager called Martin that his family will suffer from
mysterious and horrendous symptoms until he chooses one
member to sacrifice; otherwise all of them will die. First they
will become paraplegic, then lose their appetite, and finally,
when their eyes start bleeding, they will have only several
hours to live. And they will have to undergo all of this
because of Martin's father's death during an operation
several years earlier, when Steven, who is a surgeon, was
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drinking heavily and had undertaken the operation under the
influence of alcohol.

Here we see a clear parallel between the tragedy and
the film. The cause of both deaths is basically the same —
vanity, or human hubris. Even the names of the main
characters speak for themselves. The name Agamemnon
is a compound meaning 'very persistent, steadfast'.
Steven is a name of Greek origin. The Greek
correspondent name 2tépavog is derived from the word
ore@avi meaning 'a wreath, a crown' and is connected with
the verb orépeiv meaning 'to wreathe'.

It has sometimes been argued that Euripides believed
that any passion if not resisted can lead a person to
tragedy and even death. Agamemnon openly speaks of his
superiority as an archer over the goddess Artemis, Kkills the
animal she considers sacred, and later, longing to
consolidate his power, sacrifices his own daughter [2, p. 9].
Steven considers himself such a brilliant heart surgeon that
he imagines he can operate successfully on Martin's father
while drunk, and then later kills one member of his family.
In this respect, we cannot but mention a comment by
R. Goodkin that "Euripides' Iphigenia in Aulis is a play
about order, or rather about two orders: a familial order and
a heroic order which is meant to protect or insure it" [9,
p. 84]. Agamemnon, in order to become a hero in the
forthcoming war, first has to be strong enough to violate
familial order [9, p. 85]. Steven initially behaves as a hero,
considering himself strong enough to operate while drunk,
and then is faced with the inevitable fatal choice undermining
his familial order. In the tragedy the parents are expected
just to accept the necessity of the situation and agree to the
sacrifice, thus violating their familial connection with their
daughter, but Iphigenia is in fact successfully replaced with a
deer and remains alive (through Euripides' favourite
technique of introducing a deus ex machina). Steven,
however, has to repay the loss of a member of one family
with a member of his own family, who eventually dies. Thus
Goodkin's conclusion that "the play is based not only on an
order to Kkill..., but also on one order "killing" another, the
heroic order ultimately establishing its hegemony over the
familiar order" [9, p. 86] is also applicable to the film under
investigation.

Martin, who informs Steven but can also control the
process as presented in the film, seems to be not just a
messenger, but to resemble one of the lesser gods,
corresponding in this respect to Artemis. In the ancient
Greek construction of divinity it is generally agreed that
there are three cornerstones, namely immortality,
anthropomorphism and power [10, p. 37]. Artemis, depicted
usually with bow, arrows, and a deer, is the goddess of
hunting, and "a stern mistress of wild animals...quick to
punish all who challenge or insult her in any way" [17,
p. 213]. In a similar way we may say that Martin also has
his sphere of influence within which "his power is
unchallenged and absolute" [10, p.36] as a symbolic
guarantor of the social and physical order [7, p. 11]. Just
like Artemis (and other Ancient Greek gods) he has the
power to intervene and to punish so that order is restored.
His divine power is neither explained nor questioned [not
immediately] but simply taken for granted [10, p. 35]. In
both cases we speak of the life of a living being, a deer and
a man, and of human intervention in their lives leading to
their deaths. Steven's guilt is not merely that someone died
on the operating table but is to be found in his lack of
respect for the seriousness of his duties, his irreverence
towards the mystery of life. We should add here that
Steven, as all the graduates of medical institutions in the
US, has taken a professional oath. It is not the original
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Hippocratic Oath, but one of its compulsory obligations
refers to non-maleficence [5]. In this respect we find Steven
violating his oath to do no harm to his patients, he profanes
the temple of medicine (science). As a result, Martin, like
Artemis, demands a 'cosmic' punishment for his disrespect
and retribution, reciprocity for the harm caused in order to
restore the ordained order, the proper balance of things.
Artemis is known as "an irascible punisher of mortals" [17,
p. 215], "a vengeful, capricious, dangerous deity" [17,
p. 216]. Martin also demands blood. He presents to Steven
only two options for how he can restore this order, this
balance: either one member of the family must die or the
whole family, with no further option of repentance or
compunction. Here Lanthimos is faithful to the spirit of
Ancient Greek tragedy: before the Christian era, a sin cannot
simply be redeemed or forgiven, therefore Steven has no
choice but to obey.

There is no option either of admitting his guilt, though
Steven in fact does not even try to do this. Until the end of
the story he instead rejects his guilt, his fault during the
operation. When his wife asks him directly, he answers that
surgeons never make mistakes; it is anaesthetists who
make them. Steven interprets the demand for retribution as
his fate, as the product of external not internal factors. He
rejects Anna's suggestion that Bob's condition may be
psychosomatic, i.e. internal, just as he rejects the
possibility of the existence of some divine power, searching
instead for a rational explanation. Before his punishment is
announced, Steven meets Martin and gives him presents
out of pity for his lack of a father, but he does not regret his
earlier behaviour or even feel sorry that it was he himself
who deprived him of his father. Martin on the other hand
does say that he feels sorry for Steven.

The characters in both the tragedy and the film pass
through the classical stages of facing up to the inevitable. After
denial and attempts to find out what is wrong in order to fix it,
they move first to anger and hysteria, after which a bargaining
process follows leading finally to acceptance of the situation.

The stage of bargaining is the most vivid. It should be
mentioned that "a victim's voluntary participation was an
important part of Greek sacrificial ideology, which stressed
that the victim was pleased to go up to the altar, sometimes
could even hardly wait to be sacrificed" [6, p. 30]. That's
why bargaining is of importance in the tragedy, and
Lanthimos preserves this idea in the film as well. The
families never gather together to discuss the situation, but
each member of them speaks individually to
Agamemnon/Steven trying to earn favour. Iphigenia
undergoes a transformation from a young girl asking her
father not to Kkill her into a heroine declaring that she is
eager to die for the sake of the future of her homeland. Bob
crawls up to his father to say he is going to water the
flowers, and cuts his hair to placate Steven, who at the
beginning of the film expresses dislike of its length.
Clytemnestra agrees to the arguments of her daughter but
holds a grudge against Agamemnon (and then kills him
when he comes back from Troy). Anna admits the
rightness of the imposition of punishment but though she
shows her respect for Martin by kissing his feet and later
letting him go, she does not demonstrate any readiness to
sacrifice herself. Anna insists that she should stay alive
because she can give birth to one more child. Steven
seems to be of the same opinion, and even goes to school
to ask the principal which of his two children he prefers,
"which is the best", as a basis for making his decision
about which to sacrifice.

Agamemnon and Clytemnestra, just like Steven and
Anna, face "the harness of necessity" (Aeschylus,
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Agamemnon). Agamemnon may have the individual
freedom to choose, but he also has his duty as the leader
of the expedition, which comes at the price of his
daughter's life. He even thought of saving her but seeing
the enraged army eager for victory and afraid they may Kill
his entire family, he finally decides to proceed with the
sacrifice. Steven is obliged to kill one member of his family
and despite the possibility of choosing who to kill, he
decides instead to pull away from what is happening and
leave everything to fate. Just like the heroes of Ancient
Greek tragedies, the characters of the film are appalled by
their situation but they do eventually bring a lamb to the
slaughter, with the difference that in the film the sacrifice is
random: Steven spins in a circle with a hat over his eyes
and shoots randomly. We could explain this as a result of
Steven's psychological state of perplexity, confusion
because of the awful things happening. But it is just as
likely that he admits the failure of science before the
supernatural, of a comprehensible world before an
incomprehensible one, accepts the unexplainable, the
inevitable and is eager to put an end to the story in order to
move on. There is no inner metamorphosis, his life and the
life of his family remain within the framework of the 'cosmic'
law: sacrifice made, with order, justice and equity restored.
And he does not even have to beg for a pardon; they all
just start afresh with a clean slate, with a new beginning as
Martin says. At the end we see the family at a dinner in the
place where Steven ate with Martin at the beginning of the
film. Martin walks in, looks at the family, and leaves,
leaving them be. A pure Ancient Greek tragic catharsis: a
contemplation of how the principles of the universe, beyond
human comprehension, can manifest themselves.

Unlike in the tragedy, where Artemis substitutes a deer
for the girl at the altar so that human sacrifice is not
"carried out to the bloody end" [6, p. 34] taking place by its
mere acceptance [9, p. 85], in the film we do have to deal
with the killing of a human being. Lanthimos in the 21st
century kills an innocent human being, not a deer, nor even
the family dog, because that is apparently how fate works for
him. The necessary balance must be restored despite the
usual insistence of modern philosophy that a human being
governs his/her own destiny. (It is perhaps worth mentioning
another modern parallel here, that in the Game of Thrones
Stannis Baratheon similarly sacrifices his daughter to a sort
of goddess in order to prevent his army, stuck without food
in the cold region, from dying, but in vain).

In this respect we may say the film illustrates the kind of
dichotomy we see between the Old and New Testament
regarding the roles of justice and mercy. In modern times, the
ancient worldview and the ideas of Ancient Greek writers clash
with the Christian perception and interpretation of the human
life. In archaic times God is omnipresent not as a bearer of good
news but as the bringer of retribution for sins. Nowadays, rightly
or wrongly, we like to imagine that we are free to choose our
own way. But when something happens that makes you feel
powerless or that you are the guilty party, you may still be ready
to beg the heavens and make any sacrifice.

Lanthimos brilliantly uses the visual and auditory
resources of cinematic language to convey the messages
highlighted above. In his multimodal film text the traditions
of the Ancient Greek theatre are intertwined with the
traditions of creating suspense in contemporary Western
cinema. Visually, Lanthimos highlights the helplessness of
human beings against supreme external forces, the
supernatural, with specific camera angles and panoramic
sweeps (Fig. 1). Lack of vitality and the pretence of a lovely
family are shown through schematic, theatrical movements,
distracted and abstract dialogues, long pauses.
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Fig. 1. Bob and Anna at the hospital. Photo

The white colour of Bob's face with his bleeding eyes
(Fig. 2) goes along with the light, neutral colours of the
interior of the house and of the hospital. On the one hand
this allows the director to stress the idea of the senseless,

empty life the characters live, and on the other functions as
a blank canvas against which we can see clearly the
dominant colour of life, namely red, which in the film is
almost a separate character in its own right.

Fig. 2. Bob's eyes bleeding. Photo credit: https://cinemorgue.fandom.com/wiki/Cinemorgue_Wiki

The film opens with the image of a pulsating heart
undergoing a (real) operation, after which we see
surgical gloves being dumped in the trash. Later we
understand that it is about the life of the main character,
the heart surgeon, whose character is revealed through
his attitude to his job: when the operation is over, taking
off his blooded gloves, he washes his hands and
consigns a patient to his fate rejecting any further
responsibility for it. It must be mentioned here that in the
text of the tragedy, Euripides, when referring to the
sacrifice, uses the word opdlw meaning 'to butcher, to
slaughter, with something sharp like a knife', which
obviously presupposes bleeding. He also uses many
words cognate with blood [1]. For Ancient Greeks
bleeding was very important during the ceremony of
sacrifice and Lanthimos preserves this, adding touches
of red in a rather absurd but impressive way, as with
Bob's appearance when his eyes are bleeding. It is also
picked up by Martin eating spaghetti with ketchup when
speaking with Anna, and by the ketchup poured on the
food in the final scene, a sort of confirmation that blood
has been spilled, the necessary sacrifice made. Besides
Martin presents a knife as a gift to Steven when
informing him that the time has come.

White and red are also dominant colours within
hospitals, and one of the reasons Lanthimos decides to
have most things happening inside a hospital, and to make
all his characters either doctors or patients, may be that

Herr, unser Herrscher, dessen Ruhm
In allen Landen herrlich ist!

Zeig uns durch deine Passion,

Dass du, der wahre Gottessohn,

Zu aller Zeit,

Auch in der groten Niedrigkeit,
Verherrlicht worden bist!
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ancient Greeks considered theatrical performances an
important element of therapy. For example, the Ancient
Greek theatre of Epidaurus is a part of the Asclepieion, the
huge Ancient Greek healing complex where diseases were
cured. However cruel the film is, it eventually offers
catharsis and as in the times of Euripides, such purification
and release was possible only through suffering.

Lanthimos is in fact loyal to many of the traditions of
Ancient Greek theatre. Even though there is no separate
group of people acting as the Chorus, something
analogous is still present, accompanying the events as
in Euripides rather than participating in the solution of
the conflict [2, p. 11], and is in fact rather eloquent. The
"startling frames / shots of a real-life open-heart
surgery" [19] at the beginning of the film are
accompanied by Franz Schubert's Stabat Mater D.383
with the opening chorus which actually provides a
resume of the film: a mother in pain looks at her
bleeding son (Jesus Christus schwebet am Kreuze!
Blutig sank sein Haupt herab, blutig in des Todes Nacht.
Jesus Christ hangs on the cross. His bleeding head
hangs down in the blood of the night of death). Then
their daughter Kim falls because of paralysed legs at the
moment when she sings in the choir The Carol of the
Bells (by the Ukrainian composer Leontovych) (despite
the fact it is summer), and at the end of the film we hear
the Johannes-Passion chorus Herr, unser Herrscher
BWYV 245 by J. S. Bach:

Lord, thou our Governor, thou,

whose Glory in every nation glorious is!
Show us through this thy Passion,
That thou, the very Son of God,

At all times,

E'en in the greatest depths of woe,
Most glorious art become!



NITEPATYPO3HABCTBO. MOBO3HABCTBO. ®OJIbKITOPUCTUKA. 1(33)/2023

~105 ~

By choosing these particular pieces of music Lanthimos
intertwines Ancient Greek tragedy and the modern, Western
European cultural space. Despite the fact that Lanthimos
works with Ancient Greek material, he relies as a film maker
chiefly on European and American cinematic means, which
can be interpreted as a desire to "intentionally repress signs
of Greekness and utilise instead an allegorical and oblique
storytelling style with widely understood rather than culturally
specific, references and archetypal conflicts" [15, p. 183].

A 'pure' form of tragedy can be said to have existed in
Ancient Greece and perhaps again in the Renaissance, but
in the modern world tragedy may evolve as a kind of tragic
farce. Lanthimos, a Greek director-auteur who has managed
to take his place in English-speaking cinema with its
potentially huge budgets and superstars, forges a balance
between art-house creation and ambitious thriller, imitating
many famous directors of the horror genre. The result is a
very controversial film, a tragic farce with grotesque
elements prevailing (like crawling crippled children).

The conflict between 21st-century rationality and ancient
notions of the inexplicable and fate, a "clash between the
ancient and the modern, the farcical and the fearsome" [12]
"pushes an audience to the limits of unease" [3] (as with
the paralysed children crawling on the floor). In Cannes,
where the film was awarded a prize for the best scenario,
some members of the audience booed, while others gave it
an ovation. In Kyiv, after the showing of the film, which
opened the annual New British Festival of 2017, there was
just silence and darkness. It's a film to watch once, but its
aftertaste is long-lasting.

This existential choice of the Greek auteur to relocate
to London and pursue his career as a British director on the
one hand demanded from him the 'killing' of his Greekness
as a 'sacred deer' on the altar of international recognition.
For the last 10 years he has lived mainly in London. He
does admit that the restrictions he faced in Greece, like the
language, lack of money, tradition and culture, helped him
to find out who he is, but cinema production is a
complicated and expensive art and he says he needed to
move on despite the fact that in Greece he is often
considered an ambassador of Greek cinema abroad. [23]

After The Killing of a Sacred Deer Lanthimos has
worked with British history and has produced a very
successful film The Favourite (2018), which received many
awards, including an Oscar (Olivia Colman who played
Queen Anne won the Best Actress Academy Award).

In 2022 Lanthimos has presented his new short film
BAnxri/Bleat, produced in Greece with an international cast and
grounded in traditional Greek culture. Speaking to journalists he
said that it is good to preserve some things but in a liberating
not a didactic way. Tradition, history and such things can
provide inspiration, without people becoming their slaves.

In this way we somehow come to the conclusion that the
fascination and complicated life of a person who leaves for
abroad to do something, is not unequivocal. Still some
distance is necessary so that you could evaluate some things
and | think that in the end this cycle is indispensable. [24]
Conclusions. The comparative analysis of the original

tragedy by Euripides and the film by Lanthimos reveals the
postmodernist character of the multimodal film text with the
auteur's ironic blending of the expressive means inherent
in the two different epochs, the Ancient Greek and the
modern Western world. Intertextual references to the
original work are enhanced with elements of magic realism,
where inexplicable, supernatural forces influence human
beings in an unspecified space and time. This duality
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comprises thus the main thread of the auteur's belief that
science is not omnipotent and that the modern world lacks
effective means for persuading people to obey the 'rules' of
the world they once were given. Application of the Ancient
Greek matrix of world perception to the modern Western
world view reveals the improbability of modern people
finding happiness, as even death seems unable to prevent
them from breaching the ultimate laws established when
the world was created. On the other hand, this duality
reflects the state of the auteur himself. He is destined to
destroy that "familial order", his ties with his native Greek
world, in his heroic pursuit of international recognition, but
his traditional culture still prevails. Further research into
Lanthimos' and other Greek directors' perception of the
world, their Greek worldview, will focus on their choice of
expressive means and the analysis of the existential
choices and decisions of their characters.
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KuiBcbkuit HauioHanbHUM yHiBepcuteT iMeHi Tapaca LLleBuyeHka, KuiB, YkpaiHa

"YBUBCTBO CBALWEHHOIO ONEHA" WOPIroCA NNAHTUMOCA:
CYYACHA PELEENUIA "I®IFEHII B ABNIAI" EBPUNIAOA

AHMuY4HI cro)Xxemu He empayarome akmyasnbHocmi U HUHi 3ae0sIKU c8OEMY no3a4acoeomMy 2/1UGUHHOMY ma 8ceoxornHOMYy pPo36opy /1tACLKOT
Oywi i cmocyHkie mix nodbmu, siKi 8nMPodoex cmonime 3anuwarombscsi He3aMiHHUMU, 60 maka nodckbka npupoda. [lo mpazedii Eepunida "IgpizeHis
8 Aenidi" ni3Hiwi Mumuyi 3eéepmanucsi He4yacmo, ¢hoKycyroYuch rnepesaxHo Ha ebuecmei MikeHCcbK020 yapsi Ae2ameMHoHa ma doni duHacmii Ampu-
die eidnoeidHo do mpunoeii Ecxina. Tum He MeHW OOHi€l0 3 OCHOBHUX NMPUYUH 86uecmea AezaMeMHOHa (io2o dpyxuHoto KnimemHecmpoto sikpa3 i
€ MPUHEeceHHs1 HUM y xepmey ixHboi do4ku IhiceHil, icmopito sikoi po3kasye Eepunio y ceoix mpazedisix "IgpiceHisi @ Aenidi” ma "IpiceHisi e Taspu-
di". Y ¢pinbmi Mopzoca Jlanmumoca "Y6uecmeo cesiujeHHozo oneHs" (2017) zonoeHuli 2epoli CmieeH nodi6Ho do AzameMHOHa Oi3HaembCsl NPo
sosito 602is, sIKi suMazaromb NpuHeceHHs1 epmeu. Po3ansiHymi npu4uHu, Yyepe3 siki A HOH i C nocmaroms neped HeMuHy4um eu6o-
PoM, eka3yromb Ha ixHi Nodi6HIi pucu xapakmepy, supiwarnbHO 3 KUX € 3apo3yMinicmb. [MopieHsIHHA Mekcmie nokasye, Wo npoyec NPUUHAMMs
ghakmy HeMuHy4ocmi Onsi poOUH 2epoie NPoxodums Kracu4Hi ¢hpa3u eid 3anepeyeHHs1 00 yceiOOMIIeHHS, W0 8i0 HUX yXe Hi4020 He 3anexums. |
Akuwo y mpazedii Eepunida akmusoeaHo nputiom "6o2a 3 MawuHu", ockinbKu Ons1 6o2ie docmamHb0 camo20 ¢hakmy yceiOoMsIeHHsI ma NPUUHSIM-
ms1 HeMuHy4ocmi )xepmeu, mo y pinbmi 0OUH i3 4YneHie ciM'T nomupae, ockinbku Mae 6ymu eiOHoeneHuli Nopsidok i y eionoeidb Ha e6uecmeo mae
nponumucs kpoe iHwoi noduHu. Ocobuso yikasoro us peyenuis mpazedii Eepunida € momy, ujo Mopzoc JlaHmumMoc 2pek 3a MOXOOKEHHSIM, ane
8 rneeHuli MOMeHm ceoc€i kap'epu eiH eupiwue eidcmynumu eid 2peybKo020 NpPocmopy i no4ae cmeoproeamu inbmu came 0ns 3axiGHoi aydumo-
pil. Y yili po3eidyi posansdaembcs siK y ybOMY MOCMMOOEPHICMCbLKOMY MyJIbmumMoOasibHOMY KiHO-meKcmi NoedHaHO eKcrpecueHi 3acobu, skumu
nocnyzoeyeaecsi dagHboz2peybKuli meamp, i3 eleMeHmaMu cy4acHoz2o KiHo. 3okpema, Hesu3HayeHicmb uj000 Yacy ma npocmopy i dis euwux
cun, sika cnpuliMaemscsi sIK Ha/le)xHe, XxapakmepHi 05151 Ma2i4Ho20 peasiamy.

Knioyoei cnoea: peuenuyis anmuyHocmi, Eepunio "Icbizenis e Aenidi”, Wopzoc Jlanmumoc, "B6uecmeo cesiujeHHo20 oJieHs1".
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