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FOREWORD

Music and dance are inevitable ingredients of most theatre performances in the
world. The theatre of words, with exclusively spoken language, seems to be a pe-
culiarity of the European theatre which in most cases does not correspond to the
more complex scenic activity of the folk or artistic theatre of other continents and
cultures. In those, the spoken language on stage is usually accompanied by music,
instrumental or vocal, the text is being sung and/or acted out with rhythmical body
movements belonging to social or artistic dance. However, in the framework of the
conventional European theatre, only after the medieval period the spoken language
on-stage has been separated from the expressive media of scenic art. A special mu-
sic theatre (opera, operetta, musical etc.) has been created as a specific category of
stage business as well as artistic stage dance (ballet, expressive dance, show etc.).
But at the starting point of European theatre tradition, the poetic language, music
and dance were unified in the chorus chants of ancient Greek theatre as an artistic
entity of different scenic expressions; this unity of recitation, song/music and dance
survived mostly in the different forms of folk theatre up to the 20th century. On
the other hand, regular drama (or theatre of word) occasionally also uses musical
accompaniment, or creates special musical scenes exclusively of singing, like the fa-
mous songs in Shakespearean dramas and Elizabethan performances.

Italian opera emerged in the 16th century out of Renaissance theories about
how ancient tragedy could have been performed in antiquity. But an important
catalyst in scenic practice was the creation and cultivation of the interludes in Ital-
ian theatre of the 16th century; this category of plays overcame the strict imple-
mentation of the three Aristotelian unities in Renaissance dramaturgy and pro-
ceeded from the beginning to phantasmagoric stagings with moving sets, optical
effects, the intensive use of music and ballet; on the contrary, the poetic text was
conventional (usually mythological) and of lesser importance. In France, one of
the main genres of the classicistic theatre of the 17th century was the ballet com-
ique, used also in some of Moliere’s comedies. Enlightenment was not able to ex-
tricate the organic unification of the scenic language, music, singing and dance.
This synthesis of theatrical expressions was preserved in the different forms of
folk theatre up to the 19th century (in Greek shadow theatre up to the middle
of the 20th century), surviving in the classical avant-garde at the beginning of the
20th century.

Musical practice and stage business in the second half of the 19th century can-
not be excluded if we want to have a view of the scenic practices of the Eastern
Mediterranean, the Balkan peninsula and the Black Sea region. This holds for pro-
fessional itinerant theatre as well as for amateurish stage activity (school perfor-
mances). This can be exemplified by the repertoire of the Greek theatre compa-
nies moving all over this wide area, which often had Constantinople as the base of
activity. There were also specific musical touring companies with a rich repertoire
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of European operas and operettas, but also operatic compositions of Greek com-
posers of the Ionian Islands school. Especially Greece had an indigenous tradition
of cultivation of Western music since the 16th century. In the 20th century, this was
combined with the traditional Byzantine chant, folk song and Eastern Mediterra-
nean musical traditions like the «rebetika». This hybrid music and theatre activity
is the topic of the first article following.

In the 20th century, Greece was also a place of reception of modern music,
beginning with operetta and vaudeville, later musical and jazz, to the folk opera
Porgy and Bess by Gershwin after the Second World War (1955). The reception
of this folk opera in the capital of Greece is the subject of the paper published by
Areti Vasiliou.



WALTER PUCHNER

ATYPOLOGY OF WESTERN MUSIC AND THEATRE ACTIVITY
IN SOUTHEAST EUROPE, THE EASTERN MEDITERRANEAN
AND THE BLACK SEA REGION IN PREMODERN TIMES
(16th-20th CENTURY)

estern music and theatre activity in the Eastern and Southeastern

margins of Europe are linked together in many ways:! in the orthodox
countries, Byzantine music and Balkan folk music were dominant and theatre
performances were in general absent due to the edicts of the first oecumenical
councils, respected and upheld by the Eastern Church; in the countries of the
Ottoman Empire, Persian and Arabic musical traditions were prevalent, theatre
performances were in general prohibited by the religious law of fefva, with the
exception of shadow theatre, which has a significant tradition in the Arabic
Middle Ages.? Such cultural or religious restrictions for western music and stage
representations are not to be found in Catholic or Protestant regions, under
Venetian or Habsburg dominion, where the heritage of medieval and Renaissance
theatre and music was cultivated in a mostly uninterrupted continuation during
the mannerist and baroque era, Enlightenment, Romanticism and the Beourgeois
era in the 19th century.? I do not intend to enter into the discussion about the
utility or misuse of the recently created historical term «premodern», as there are
many definitions about the time-period between premodernity and modernity
and the exact qualitative characterization of both periods, but for this study its
chronological delimitation is the 16th to the 19th century.

Generally speaking, the kind of music played during a cultural event or
theatrical performance in the enormous area between the Adriatic Sea, the Black
Sea, the Archipelago and the Eastern Mediterranean during this period depends
on the cultural context of the public manifestation or the scenic genre which uses
a musical score or operatic composition for the voices of singers. Some examples:
A shadow theatre performance uses musical accompaniment by non-western folk
music,® in opposition to this stands the music of the interludes in the dramatic

*This study is based on a keynote lecture at the
International Workshop-Conference «Bridging
Musical Cultures? The Eastern Mediterranean
and Western Asian Regions in the History of
Music», organized by the Balzan Programme
in Musicology 2013-2017 and the Department
of Musicology at the University of Oxford (A
Balzan Musicology Workshop), delivered in the
Faculty of Music, Oxford, in November 2016.

2Walter Puchner, «Tausend Jahre Schatten-

theater im Ostmittelmeerraum und auf der
Balkanhalbinsel», Siidost-Forschungen 73 (2016)
forthcoming (with all the former bibliography).
3See now Walter Puchner, Die Literaturen
Siidosteuropas (15. bis friihes 20. Jahrhundert).
Ein Vergleich, Vienna/Cologne/Weimar 2015.
4In this sense the discussion to what degree
the aesthetic term «modernism» after 1880 is
affected, is superfluous at this point.

®Walter Puchner, Das neugriechische Schatten-
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works of Venetian Crete in the baroque era, where the western musical tradition
is implemented;® Jesuit and Orthodox religious plays in Constantinople, in Chios
and Naxos in the 17th and early 18th century obviously made use of western
music,” while on the contrary the musical manifestations of reciting mecmua
poems (mismagies) of the Phanariots in Constantinople or in Bucharest and
Jassy during the 18th century® most probably cultivate the Ottoman tradition of
makam compositions.® This has nothing to do with cross-cultural use of foreign
musical traditions, as the numerous Turkish operas of the 17th and 18th centuries
in European theatre or the Turkish march by Mozart.*

The special case of Giuseppe Donizetti (1788-1856), the younger brother of
Gaetano Donizetti, has focused research interest in the reception of western
music in the Levantine area by the upper class to the Court of the Sultan at the
Supreme Porte, and in fact Donizetti was one of the leading figures in the tanzimat
reforms as far as the introduction of western music is concerned: Mahmud II
called him 1815 to Kostantiniyye, as was the official name for Constantinople
under the Ottoman Rule (only in the 1930s was the capital renamed Istanbul),
and as Donizetti Pasha he was responsible for introducing western music to the
court and the military corps, promoted the annual opera season at Pera, organized
concerts and operatic performances at court and was in general a significant factor
of the cultural scene on the Bosporus during the first decades of the alafranga-

period of the tanzimat reforms.”

theater Karagiozis,Vienna 2014 (Don Juan Archiv
Wien, Ottomania 4); idem, «Schattenspiel»,
Enzyklopddie des Mirchens. Handwdérterbuch zur
historischen und vergleichenden Erzihlforschung,
vol. 11/3 (Berlin/New York 2004), p. 1244-1253. In
Balkan comparison idem, «Schwarzauge Karagoz
und seine Geschichte auf der Balkanhalbinsel
zur Zeit der Tirkenherrschaft», Beitrige zur
Theaterwissenschaft ~ Siidosteuropas und des
mediterranen Raums, vol. 1, Vienna/Cologne/
Weimar 2007, p. 97-132 (in English idem,
«Karagoz and the History of Ottoman Shadow
Theatre in the Balkans from the Seventeenth to
the Twentieth Centuries: Diffusion, Functions
and Assimilations», M. Hiittler — H. E. Weidinger
(eds), Ottoman Empire and European Theatre. I1.
The Time of Joseph Haydn: from Sultan Mahmud
1 to Mahmud II (r.1730-1839), Vienna 2014
(Ottomania 3), p. 157-94.

& Walter Puchner, «O QOAOg TG HOVOLXNG OTO
Konunod 0éatgo», Meletjuara Oearoov. To
Kontixo Oéatoo, Athens 1992, p. 179-210; idem,
«Ta wvteQueédLa ot veoelnvirn doauatovQyia.
H &EéMEn g eviudueons mopdotaong», Kei-
ueva xar avtixeiueva. Aéxa Oeatooroyina uelke-
juara, Athens 1997, p. 231-249.

"Walter Puchner, Griechisches Schuldrama

und religioses Barocktheater im dgdischen
Raum zur Zeit der Tiirkenherrschaft (1580-
1750), Vienna, Austrian Academy of Sciences
1999 (Philosophisch-historische Klasse der
Osterreichischen Akademie der Wissenschaften,
Denkschriften, vol. 377).

8N. Gheorghitd, Byzantine Chant between
Constantinople and the Danubian Principalities.
Studies in Byzantine Musicology, Bucharest 2010.

° See I. Hatzipanayoti-Sangmeister et al. (eds), Pa-
VOQUTIXG, KO AOTIXC TTLOVQYUATA 0TV ETOYN
70V veoelnvixov Aduugwtiouov, Athens 2013.
©For the «Turkish» operas see the collective
volumens edited by M. Hiittler — J. E. Weidinger
(eds), Ottoman Empire and European Theater.
1. The Age of Mozart and Selim III (1756-1808),
Vienna 2013 and Ottoman Empire and European
Theatre. 1I. The Time of Joseph Haydn: from
Sultan Mahmud I to Mahmud II (r.1730-1839),
Vienna 2014 as well as M. Hiittler — E. Kugler
— H. E. Weidinger (eds), Ottoman Empire and
European Theatre. 111. Images of the Harem in
Literature and Theatre. A Commemoration of
Lord Byron’s Sojourn in the Ottoman Empire,
Vienna 2015.

% Federico Spinetti, Giuseppe Donizetti Pasha:
Musical and Historical Trajectories Between Italy
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But this reception process of western music and opera, together with drama
and theatre performances, imitating the cultural life of Venice or Paris, and later
on Vienna and German cultural centres as Munich and Berlin, was cultivated
on many social levels, mainly via the itinerant opera companies and local
philharmonic orchestras in nearly every important city in the area. Following a
general cultural shift to western paradigms, the eastern influence on music was
limited, the nationalistic movements against the Ottoman Empire during the
late 18th and the whole of the 19th century embraced nearly exclusively western
patterns; in the case of theatre performances this tendency of imitating western
models of drama was a one-way process. These paradigms of western mimeticism
can be traced also both in middle class entertainment, and in urban folk theatre,
with a few significant exceptions: shadow theatre in the case of performances,
which was not of western European origin, and café aman and later rebetika music
in the case of musical entertainment.!? Only in the 20th century an opposite trend
can be traced, too: a return to the roots of local musical traditions.

The reception and cultivation of western music can be documented even in
Renaissance Ragusa/Dubrovnik and the Dalmatian cities of the Adriatic coast
in catholic Croatia,®® but also in orthodox Crete under Venetian dominion. The
composer and cantor Frangiskos Leontaritis (ca. 1518-ca. 1572) was a member
of the choir of St. Marcus in Venice, in 1562-1566 he was a singer in the choir
at the court of Munich under the conduction of Orlando di Lasso, and in 1568
he returned to Crete. His compositions include three masses, ecclesiastical and
secular motetts, six madrigals etc.'* At the same time, traditional non-western folk
music was practiced on the island by the lower classes, as Buondelmonti witnesses
already in 1415 in the case of the Cretan sailors.”®

The dissemination of Italian opera in the Levantine area started with the
transformation of a loggia in Corfu into a permanent theatre building in 1733;
the Teatro San Giacomo in the city of Corfu was integrated in the network of

and Turkey. Giuseppe Donizetti Paschia: Traiet-
torie musicali e istoriche tra Italia e Turchia, Ber-
gamo, Fondazione Donizetti 2010; Emre Araci,
Osmanli Sarayi’nin Italiyan Maestrosu, Istanbul
2007; Maurizio Costanza, La Mezzaluna sul filo
— La riforma ottomana di Mahmud, Venice 2010
etc. See also Metin And, «Tiirkiyed: Ttalian Sah-
nesi», Italyan Filolojisi —Filologia Italian 2 (1970)
fasc. 1/3,127-142 (also with informations on Ital-
ian opera in Smyrna/lzmir).

2Th. Hadjipantazis, «Tn¢g aowdtidog povons eoa-
otaiy. H axqun tov AOnvaixov Kogpé Audv oto
roovia. g faoidelas Tov Tewgyiov tov A Zvufo-
A ot uedéty g mooiotogiag Tov QEUTETIHOV,
Athens 1986. For a recent bibliography of rebetika
song see K. Vlisidis, It wa ffroyoagio tov ge-
umétixov (1873-2001), Athens 2002 with more than
2000 items.

B M. Deanovié¢, Musik und Musiker in der Re-
publik Dubrovnik (Ragusa) vom Anfang des XI.
Jahrhunderts bis zur Mitte des XVII. Jahrhun-
derts, Regensburg 1981 (Kolner Beitrige zur
Musikforschung vol. 114).

“Nik. Panayiotakis, «Magtvoieg yio. tov Konti-
%0 LOVOOoVVOET Doayriono AEoVTOQLTH ROL
yo. T pwovowrty oty Kot tovg dvo tehevtai-
oug aumveg g Bevtorgatiagy, Kontxd Xeo-
vixa 26 (1986), p. 192-245; idem, Poayxiorog
Aeovrapitns. Konuxos uovowxoovvOétns tov
Oéxatov éxtov aava. Magtvoles ywa ™ Lwn
xaw to égyo tov, Venice 1990.

5 M. Aposkiti, Evag yvgog tys Kontnys ota 1415,
Iraklio 1983, p. 43 and pass., St. Alexiou, «Cretice
cantilene», Etdasmtivy, Iraklio 1987, p. 27-34.
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touring opera companies, and up to the end of the 18th century more than 100
operatic performances were given in this single theatre,® a tradition of performing
music theatre that was continued under the British rule of the Ionian islands
in the 19th century and interrupted just at the eve of World War I1.*" Italian
opera was dominant, but during the second half of the 19th century French and
German opera was also introduced, as well as Greek opera with composers like
Pavlos Karrer,'® Spyros Samaras,'® Nikolaos Chalikiopoulos Mantzaros, Spyridon
Xyndas and others, following mostly the aesthetic paradigm of Italian romantic
and realistic opera; the Greek national school, influenced by Greek folk music and
the complex balkanic rhythmology, was founded by Manolis Kalomoiris just at the
beginning of the 20th century.

Already at the end of the 18th century there is an intensive interest in
translating opera libretti in Greek.?’ The most outstanding case is a translation by
Rigas Velestinlis, a leading exponent of Greek Enlightenment and a visionary of
an independent Balkan federation of Christian peoples, of the famous classicist
libretto by Pietro Metastasio, L’Olimpiade (performed for the first time in
Vienna in 1733 but set to music for more than forty times), which places the
Olympic Games in an utopian Arcadia with roroco decorum. Rigas’ translation
was published in Vienna in 1797, a year before he was arrested by the Austrian
police, handed over to the Turks and decapitated in Belgrade.?> The classicist
rococo-libretti of the famous poeta cesareo of the Habsburg court in Vienna were
translated also in Hungary and Romania,? but frequently performed as dramas in
south Slavic adaptations in Dalmatian cities and in Ragusa/Dubrovnik during the
18th century.?® A year before the French libretto of Orphée et Euridice, the second

e l'opera del Settecento, Bologna 1993. For the
translation see the introduction into the new

% Platon Mavromoustakos, «To ttahMzo peho-
doapa 0to B¢ateo Zav TTudxopo g Kégnuoag

(1733- 1798)», Parabasis 1 (1995), p. 147-191.

7 For a reconstruction of the repertoire of music
theatre on the Heptanesian (Ionian) Island under
the British rule (1813-1863) see Walter Puchner,
«H rtahxn omepa ota Exttdvnoa entl Ayyloroa-
tlog (1813-1863). ITowteg magatnonoels ne fdon
to Pphoyoagnuéva humogtar, IToogvoas 114
(2005), p. 591-624.

8 Avra Xepapadakou, ITavlog Kapoéo, Athens
2013.

¥ G. Leotsakos, Xmvgog Joudoas (1861-1917),
0 UeYdrog adxnuévos g Evreyvns eAANVING
uovowns. Aoxyn foyoagiag, Athens 2013.
2Walter Puchner, «Ayutoéto omegag oty eh-
vy mpoemavaototivy doapatovgyia. O o-
AOG TOU HOVOROV OEATQOV 0T UETAPQOOTLXY|
TROOTAOELD. OUYRQOTNONG €VOG eAMNVIXOU Ogai-
OOV QemeQTogiov», Evtuyouds. T otov Ega-
t000évn I. Kaypwuévo, loannina 2010, p. 463-70.

2 Costantino Maeder, Metastasio, «L’Olimpiade»

edition by Walter Puchner, Piya BeAeotwii, Ta
OMuma. Metagoaon tov Aumpérov tov ITié-
100 Metaotdaowov Biévvy 1797, Athens, Ouranis
Foundation 2000 (@eatow} Bihiobnxn 1),
p. 9-98.

2 Alajos Zambra, «Metastasio, “poeta cesareo”
és a magyarorszagi iskoladrama a XVIII szazad
masodik  felében», Egyetemes  Philologiae
Kozlony 1919, p. 1-74; A. Cioranescu, «Teatrul lui
Metastasio in Roméania», Studii italiane 1 (1934).
#Via the intensive presence of Metastasio in
Italian opera theatres (K. Hortschansky, «Die
Wiener Dramen Metastasios in Italien», M.
T. Muraro (ed.), Venezia e il melodramma nel
settecento, Firenze 1978, p. 407-23). For the south
Slavic reception see Mirko Deanovi¢, «Talijanski
teatar u Dubrovniku 18 vijeka», Resetarov
zbornik iz dubrovacke proslosti, Dubrovnik 1931,
p- 289-305; Nikola Batusi¢, Povijest hrvatskoga
kazaliste, Zagreb 1978, p. 165. With more details
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reform opera of Christoph Willibald Gluck, was translated by the Greek Georgios
Sakellarios and published in Vienna in 1796 together with another libretto of
Telemach and Calypso.* Recent research has located also other translations of
libretti or at least parts of them in prevolutionary Greece before 1821.% This took
place long before the first South Slavic regular opera libretto Ljubav i zloba (Love
and malice) was set to music in 1846 in Zagreb by Vatroslav Lisinski.?

At that time Italian opera had spread to nearly every single significant city
in the area, from Odessa on the Black Sea down to Alexandria in the delta of
the Nile,” including Constantinople, Smyrna/Izmir, Athens, Ermoupolis on Syros,
Patras etc,”® not to mention the Ionian islands with the centre of operatic activity
in Corfu, but also in theatres on Cefalonia and Zante. The organization of the
theatrical season in the 18th and 19th century in this areas usually followed the
impresario method: an impresario was chosen by the organizing administrative
committee of the theatre, with the commission to travel to the big opera agencies
in Italy and negotiate the formation of an opera troupe for the next season, i.e.
the instrument players of the orchestra and the singers, the repertoire as well as
the set and the costumes, the frequency of performances and their date. There is
an abundance of documentation concerning the malfunction of these agreements,
about staffing problems, the poor quality of the singers and the set, missing singers
and instrument-players, over-charging of expenses, overdrawing the budget etc. In

in Walter Puchner, «O Pietro Metastasio ®aL o
August von Kotzebue oto 0¢atgo tg NA Ev-
QMTTNG. AQouoL g TEOoAYNg oto 180 xar 190
awOVa, Batxavix Ocatooloyio. Aéxa ueletn-
uata yua o Oéatoo oty EAAGda xat 1 yeitovi-
xé¢ g ywoes, Athens 1994, p. 311-319.

% For the identification of the text of this transla-
tion see Walter Puchner, «Mgbodoloyixot mo-
PANUATIONOL RO LOTOQKES TINYES YL TO EAANVIRO
0¢ateo Tov 180v 7o 190v awwvor, Adoauatovo-
yués avalnrioeg, Athens 1995, p. 141-344, esp.
238-50). A new edition in Walter Puchner (ed.),
O owGoueves Oeatoixés uetagodoes tov El-
Apva wargopilogogov Tewoyiov Saxellagiov.
«Kodpog» (1786 avexdoto), « TnAéuayos xar Ka-
Avpar», «Oopeds xaw Evovdixn» (Biévvy 1796).
Dloloywaj éxdoon, Athens, Academy of Athens
2009 (Keipeva now pvnueion Tov eMpvinol mooe-
TOVAOTOTIROV Bedtoov, vol. 4), introduction p. 13-
112, text p. 263-291. See also idem, «Ou OeaToinég
petapeaoels tov Tewoyiov Zoxehhagiov (1767-
1836). Kodgog (1786 avérdoto), TnAéuayos xou
KoAvypa, Oogets xaw Evovdixy (Biévvn 1796)»,
E2mvixa 64 (2014), p. 77-148.

% G. Polioudakis, Die Ubersetzung deutscher Li-
teratur ins Neugriechische vor der Griechischen
Revolution von 1821, Frankfurt/M. etc. 2008.

% Batusi¢, Povijest hrvatskoga kazalista, p. 222,

f. 229, 232; for Lisinski see L. Zupanéic’, Vatroslav
Lisinski 1819-1854. Zivot-djelo-znacenje, Zagreb
1969.

" For the dissemination of the Italian opera
in the Greek speaking areas and the Hellenic
communities in the wider area see N. Bakounakis,
To pavraoua tns Noguag. H vwodoyi tov ueio-
dpduatog otov eAnvixd yweo, Athens 1991; E.
E. Stivanaki, Ocatowen {wj, xivyon xai doaotn-
owtyra oty Ildroa, amé v amedevOéowon
¢ woAng (1828) éwc to tédog Tov 190v wdva
(1900), Patras 2000; M. Dimou, H Ocatouxn Swn
xat xivgon oty Eguovmoln tng Zvgov xatd
70 190 awva (1826-1900). Tdoews, Emdoyés xat
MeBodevaeis tng Ocatowns Zwng, 3 vols., Diss.
Univ. of Athens, Athens 2001; A. Skandali, H 7o-
oela g omeoag otnv EAAada tov 190v audva
O€ OY€on pUE TN GLYXQOTNON TOV A0TIXOD YDQOV.
Mua wodTy mooaéyyion, Athens 2001.

% Opera performances have as presupposition of
scenic realization the existence of a stable theatre
with some stage equipment and a place for the or-
chestra. In this sense the history of theatre archi-
tecture is an important indicator for the existence
of opera activity. For the Greek speaking areas
see Eleni Fessa-Emmanouil, H Agyttextovixn
t0v Neoeldnvixov Oeatoov 1720-1940, 2 vols.,
Athens 1994.
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some cases, due to the lack of audience or unsuccessful performances, beneficial
performances were organized or a money collection among the members of the
community initiated, in order to secure the expenses of the return travel to Italy
for the opera company.”® With the foundation of local philharmonic orchestras in
many cities during the 19th century, experienced in western music, the number of
the members of the opera companies were reduced mainly to the singers.

A quite different situation pertained when a theatre building or hall for
stage representations was hired by itinerant troupes just for a special limited
time; in this case conventionally a contract is signed and the director usually has
to pay the price, often in advance. So for instance, the «Hellenic Melodramatic
Troupe» (EAAnvirog Mehodgouotinog Oiaocog) of lToannis Karayannis,*® which
boasted a woman, Elpida Kaouki-Lambelet, as a conductor, was hired in 1890 in
Odessa by the «Russian» theatre for nearly two months and gave at least fifteen
performances during February and March, with operas by Bellini, Mozart, Rossini,
Donizetti, Auber, but also Pavlos Karrer and Spyridon Xyndas.®! To give an idea
of the predominance of Italian opera even during the second half of the 19th
century, let us stay for a moment in this cosmopolitan South Russian harbour
town and cite a statistic published in the Russian newspaper Odesskij Vestnik in
1867: during the theatre season from mid-August 1866 to the end of February
1867 197 stage productions were given: 117 Italian ones, 67 Russian ones, one
amateur performance and one by students, as well as one Greek performance.®
Subsequently more newspaper articles in the Balkan languages are published
against the hegemony of «foreign» theatre, against Italian melodramma as well as
against the obscene Ottoman shadow play of Karagoz.

However, the network of itinerant theatre troupes in- and outside the
Ottoman Empire included Italian opera troupes,®® French theatre ensembles
(mainly in the Transdanubian Principalities of Walachia and Moldavia after
1826),** German travelling companies performing at the privileged Deutsche
Theater in the provincial cities of the Habsburg Empire from Trieste eastward
till Slovakia and Transylvania, Banat and Vojvodina,® Armenian troupes as

# For such archival documents for Corfu in the
19th century see D. Kapadochos, To Oéatoo tn¢
Kéonvoag ota uéoa tov 10” awwva, Athen 1991,
for Patras and Ermoupoli see Bakounakis, 7o
pavrtaoua g Nopuag.

% S. Taoukis, Iwavvng Kagayidvvig, o t0ovtis
0V TEWTOV eAnVinov Melodpduatog, Piraeus
2005; A. Xepapadakou, «“Mehodoapo € tnv
eMnvida poviiv”. O EMnvirog Melodoaypati-
%0g Olaoog tov Iodvvn Kagayudvvn: évag megt-
TMAVOUEVOG POQENS EMIVIXONTNTOGY, AQtddvy
17 (2011), p. 277-313.

# Irena Bogdanovi¢ — Walter Puchner, EAAnpve-
%0 Oéatoo otnv Odnood 1814-1914. Ayvwora
otouyela Yo EAAVIXES TaQaOTAoES 0TV TOAY

¢ Pulixns Etaupiag xaw otig Magevéeivieg Xa-
Q&G ATIO QWOKES 1AL EAAVINES EQRUEQIOES TNG
Odnooov, Athens 2013 (ITapafaots: uehetyua-
t0.9), p. 44.

%2 Puchner, Hellenophones Theater im Osmani-
schen Reich, p.142.

% See for instance Frano Cale, «Talijanski dramski
teatar u Zagrebu 1860-1941», Rad JAZU 326 (Zagreb
1962), p. 389-518 (also in: O knjizevnim i kazalisnim
dodirima hrvatsko-talijanskim, Dubrovnik 1968);
idem, «Comici italiani in Zagrabia», Studia romanica
et anglica 9-10 (Zagreb 1960).

#H. I. Radulescu, Le thédtre francais dans les
pays roumaines (1826-1852), Paris 1965.

% For Hungary Geza Staud, «Bibliographie der
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well as Greek ensembles after 1860, travelling to every small Greek community
in Georgia, round the Black Sea, Odessa, the main Balkan cities (Bucharest,
Jassy, Plovdiv/Philippopel, Burgas etc.), the lower Danube river area, Constanta,
Varna, northern Greek cities like Kavala, Serres, Drama, Salonica, Volos etc.,
Smyrna and the Pontus region on the north coast of Asia Minor, as well as Egypt
(Alexandria, Cairo, Port Said etc.) and Cyprus.*®* Among the Greek troupes there
are also operatic music ensembles, usually originating from the Ionian Islands,
where a stable tradition in western music and opera had been established.*” The
itineraries of Greek theatre troupes, as far as they have been reconstructed,
show a very high mobility in a vast geographic area, including the Ionian Sea,
the Eastern Mediterranean, the Archipelago and the Black Sea region. The same
holds for the outstanding Greek primadonne and dive of the 19th century. Pipina
Vonasera (1838/1842-1927) for example travelled from Egyptian Alexandria and
Turkish Izmir (Smyrna) to Russian Maryupol and Taganrok in the Asov Sea, as
well as other ports in the Caucasus area. Aikaterini Veroni (1867/70-1955), born
in Constantinople, performed in cities in the lower Danube area, in Rumanian
Galati and Constanta, Braila and Bucharest, Ottoman Thessaloniki, Kavala
and Xanthi, Smyrna/Izmir on the Aegean coast of Asia Minor, in Bulgarian
Philippopel/Plovdiv and Burgas, in Odessa; in her case her tour base was not
Athens, but Constantinople. Similarly, Evangelia Paraskevopoulou (1866-1938),
also born on the Bosporus, visited not only the islands of the Archipelago and the
Peloponnese, did an extended tour of Egypt and performed there in cities usually
not included in the itinerary of Greek ensembles, and also visited the North half
of the Balkan peninsula and Georgian Batumi on the Eastern Black Sea coast
and Trabzon/Trapezunt on the northern coast of Asia Minor.*® Even more mobile
is Anastasios Apergis (1863-1942), the director of the ensemble «Aristophanes»
from 1907 onwards, who had a stable basis in Athens, but included in his tours also

deutschen Theater in Ungarn», Maske und Kothurn
13 (1967), p. 211 ff.; J. Pukansky-Kadar, Geschichte
der deutschen Theater in Ungarn. Vol. 1: Von den
Anfingen bis 1812, Munich 1933; for Budapest
especially W. Bind, Deutschsprachiges Theater in
Budapest von den Anfingen bis zum Brand des
Theaters in der Wollgasse (1889), Vienna 1972 (with
the Hungarian bibliography); H. Belitska-Scholtz —
O. Somorjai, Das Kreutzer-Theater in Buda (1794-
1804),Vienna etc. 1988; for Slovenia: P. v. Radics, Die
Entwicklung des Biihnenwesens in Laibach, Ljubl-
jana 1912; L. Ludvik, Nemsko gledalisce v Ljubljana
do leta 1790, Ljubljana 1957; for Croatia: B. Breyer,
Das deutsche Theater in Zagreb 1780-1840, Zagreb
1938; Nikola Batusic¢, «Uloga njemackog kazalista
u Zagrebu u hrvatskom kulturnom Zivotu od 1848
do 1860», Rad JAZU 353, Zagreb 1968; Batusic,
«Gastspiele Wiener Ensembles in Zagreb», Maske
und Kothurn 10 (1964), p. 549-569.

% Walter Puchner, Hellenophones Theater im
Osmanischen Reich (1600-1923). Zur Geschichte
und Geographie einer geduldeten Titigkeit, Wien/
Berlin 2012, especially for Odessa and the Black
Sea region Bogdanovi¢ — Puchner, EAAnvixo Oé-
atgo otnv Odnaoo. See also E. Stamatopoulou-
Vasilakou, «The Greek communities in the
Balkans and Asia Minor and their Theatrical
Activity 1800-1922», Etudes helléniques / Hellenic
Studies 16/2 (2008), p. 39-63.

% Especially for the Greek theatre in Odessa see L
Bogdanovi¢ — W. Puchner, <EXnvixot ughodoapo-
ot Bloool row Avourot xahteyveg oty OdNooo
mowv omtd tov [Tpwro Mayroowo MMokepo (1880-
1914)», [ToAvgpwvia 24 (lent 2014), p. 108-120.

¥ Alexia Altouva, To gauvduevo tov yvvaixeiov
Pevretiouov to 190 aawva oty EAALada, AON-
va 2014.
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the Ionian Islands, Cyprus, Egypt, Smyrna, Constantinople, Odessa, after 1900 two
times the whole Black Sea area, but also smaller Greek cities like Trikala, Lamia
and Volos.® There is much work to do in order to reconstruct the whole network
of itineraries of the ambulant Greek theatre troupes in this geographical area
after 1860, to highlight the marketing strategies, the competition on a local level,
the forms of interaction with the communities, the reactions and propaganda of
the local press etc.

The centre of this vibrant theatrical life was, in the second half of the 19th
century, Constantinople,” where Greek troupes were influenced by Italian and
French troupes, together with Armenian ensembles and the slowly developing
Turkish theatre.** Constantinople with its numerous Greek communities was
also the basis for the tours in the northern Balkan area, the Black Sea and the
Caucasus area. As the itineraries of the theatre troupes nowadays become more
and more well known,*” a quite intensive interaction between professional and
local amateur groups can also be documented. For example, the former director
of the troupe «Neos Menandros», Constantinos Chalkiopoulos, usually operating
in the ports around the Black Sea, cooperated together with his wife in 1883 in
Constantinople with an amateur ensemble.*

The frequent tours of the ever changing ensembles are dictated by the small
audiences in Athens, since 1833 the capital of the tiny and shaky kingdom of
Hellas, and the heavy competition there, so that surviving in the metropolis of
the Greek speaking world of the Levant was a difficult task. On the other hand,
the Greek communities in Constantinople, Smyrna, Alexandria and nearly in
every Balkan city, Odessa and the cities round the Black Sea were eager to see
performances in their mother tongue, and with the help of the local journalists of
the Greek press, announcing every single performance in the newspapers, it was
easier to be successful and to secure the survival of the troupe. These itineraries
of the ensembles, travelling usually by sea and playing mostly in harbour towns,
are an amazing object of research, because they document a risky life-style
of the actors, travelling every year thousands of miles mostly in winter time in
a stormy sea, to achieve some success in a far away Greek community and to

¥ M. Iliadi, O Avaotdowog AméQyns xaw o Biacog
«Agtotopdvns», Diss. Athens 2012.

“ Chr. Stamatopoulou-Vasilakou, To eldnvixo
Oéatoo otpv Kwvotavuwvovmodn to 190 adva,
2 vols., Athens 1994-1996.

“ Metin And, Tanzimat ve Istidbat Doneminde
Tiirk Tiyatrosu 1839-1908, Ankara 1972; Melike
Nihan Alpargin, Istanbuls theatralische Wendezeit.
Die Rezeption des westlichen Theaters im 19. und
friihen 20. Jahrhundert des Osmanischen Reiches,
Munich 2013 (Miinchener Universitétsschriften.
Theaterwissenschaft, vol. 23).

“See for instance the itineraria of Panayiotis

Lekatsas (1847-1913), famous for his inter-
pretations of key roles of Shakespearean dramas,
reconstructed in A. Dimitriadis, SaEanoiotie,
doa meortog. O nhomoids Nixolaos Aexatodg
xar o dvofarog dpduos g Beatouxns ava-
véwong otny EAAdda tov 19ov awdva, Iraklio
2006. This dissertation also reconstructs his early
career as an actor of Shakespeare on provincial
theatre in Victorian England 1869-1881.

# Stamatopoulou-Vasilakou, To eidnvixo Oéa-
100 oty Kovotavtwodmodn to 190 awva, vol.
1,p. 311-313.
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make a living for some time. Smaller troupes elaborated different marketing
strategies, preferring small and isolated communities, cooperating with local
amateur actors and staying for a longer time in a specific region. Especially the
troupe «Menandros» of Anastasios Apergis proved itself adept in locating holes
in the market and used the local journalists for propaganda: in the Greek press
in Odessa at the beginning of March 1910 the coming of the troupe is announced,
after having given more than twenty successful performances in Taganrok, Rostov,
Ekaterinodar and Novorossijsk, and the wish is expressed that other Greek
communities in the area, may have the chance to see this famous troupe; at the
same time, in another Greek newspaper of the city, his daughter Eleni published
expressions of gratitude to the theatre audiences in Georgian Batumi and Russian
Novorossijsk for their cordial reception and the overwhelming success.*

There are also troupes specialized in specific geographical areas, like the
ensemble «Euripides» of Michael Daniel, who can be traced in the regions of the
Black Sea area since 1907. He staged performances not only in all the major cities
of the Krim peninsula, but also in Chisinau, located far from the sea, the modern-
day capital of the independent republic of Moldavia, as well as in the northern
hinterland of the Caucasus region. In the winter 1909-1910 the competition
in the area was especially hard, because of the presence of the primadonna
Paraskevopoulou in Odessa, although her troupe went bankrupt there and was
dissolved. So he spent the winter season 1909-1910 in inner Georgia, specifically in
Kutaisi, Bozomi and Ciatura, as well as in the mountain city Kars on the modern
borders between Turkey and Armenia; in a letter of gratitude (published in the
Greek newspaper «Kosmos» in Odessa on the 8th of April 1910) he expresses his
thanks to the small Greek communities in this area for offering him hospitality
during the cruel winter months, while he helped amateur ensembles in organizing
performances.®®

Exactely the same market conditions hold for the melodramatic troups, which
appeared as a specialized subgenre in the region after 1880. Musical numbers
or isolated opera arias were performed also by normal theatre troupes in mixed
performances. For example, the director of the theatre ensemble «Sophocles»
presented together with his wife in Constantinople and Odessa opera duetti
with orchestra accompaniment in 1882 and 1884. In 1890 the above mentioned
melodramatic troupe of Ioannis Karayiannis gave a series of opera performances
in the Russkij Teatr of Odessa. Just to stay in this coastal town: in 1895 the troupe
of Paraskevopoulou staged in the same theatre the operetta Donna Juanita by
Suppé. During the theatre season of 1896-1897 the primadonna Chariklia Darclée,
born in Rumania, the first Tosca in Rome in 1900,% sang arias from different

“The text of these letters in Bogdanovi¢ — 4% Avra Xepapadakou, «Xagiznheio Ntagxrhé: To
Puchner, EAApvixo Ofatoo otnv Oonoos 1814- yohro g viepstoutor, Iaodfaois 9 (2009),
1914, p. 240, 244. p. 305-322.

% Bogdanovi¢ — Puchner, op. cit., p. 216.
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operas, including Russian ones, in the Municipial Theatre (also in 1902-1903).
In 1899 an Italian company performes Carmen by Bizet as part of a tour in the
southern parts of Russia.*” At the beginning of the 20th century, better organized
theatre companies for opera and operetta are touring in the area; this activity
was interrupted by the outbreak of the First World War. Similar was the operatic
activity in Constantinople itself in the beginning of the 20th century: after a period
of continuation of the belle époque up to 1908, with the outbreak of the Young
Turk Revolution, this activity declined and stopped nearly entirely in 1914. The
Greek stage business in the Bosporus is integrated in a cosmopolitan atmosphere,
where Italian and French opera and operetta troupes are dominant.*®

A special case of a cross-border theatrical interaction can be documented in
Romania: in 1818 the daughter of the Greek hospodar Rallou Karatza invited,
from neighbouring Transylvania, a German ensemble by Johann Gerger,* to give
the Greek amateurs of the court theatre of the Phanariots in Bucharest a model
of high aesthetic quality. The troupe gave performances for some months in the
winter time, and among the audience were also to be found Romanian boyars of
the local aristocracy; the repertoire of the ensemble included The magic flute by
Mozart, the Robbers by Schiller, an opera of Rossini, a tragedy of Alfieri etc.*
At the time, the Transdanubian Principalities of Walachia and Moldavia belonged
to the Ottoman Empire, the Greek Phanariot hospodars were appointed by the
Sultan, while Transylvania belonged to the Habsburg Empire, as a «Kronland» of
the court of Vienna. Interestingly, Gerger’s ensemble played in 1815 for the first
time a comedy of August von Kotzebue in the Romanian language. The amateur
stage at the Greek court in Bucharest found a sudden end, when the Karatzas
(Caragea)-family had to flee just a year later, in order to avoid the decapitation of
the hospodar by the Sultan; the court theatre made a dangerous turn to political
and revolutionary theatre against political oppression by the Ottoman Empire,
and ended with the outbreak of the Greek revolution in 1821, where one of the
protagonists was killed, another wounded on the battlefield of Dragasani.*

“ More in Bogdanovi¢ — Puchner, «EAknvirol
uehodoapatirol Bioool xor Augurol rahhTéyveg
otnv Odnooo» , p. 108-120.

“ For an analysis and account of the international
theatre life on the Bosporus see G. Pezopoulou,
To Oéatoo otnv Kwvotavuwvovmoln 1900-1922,
3 vols., Diss. Athens 2002.

“The troupe was not from far Vienna, as noted
in Rumanian and Greek theatre historiography,
but from neighbouring Transylvania, having as
its base of activity the cities of Sibiu and Brasov
(see W. Puchner, «Zntiuota texunoimong otnv
LO0TOQIL TOU EMANVIXOU TTQOETAVO.OTATIROV Og-
AatOv», Parabasis 10 (2010), p. 279-294.

®The repertoire and the performances of this
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und Nationaltheater der griechischen Aufkldrung
im europdischen Siidosten», Maske und Kothurn
21 (1975), p. 235-62.
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Athens 1971, 35 ff.; Ariadna Camariano-Cioran,
Les Academies princieres de Bucarest et de Jassy et
leurs professeurs, Thessalonica 1974 (Institute for
Balkan Studies 142); Walter Puchner, «I1600 mo-
MTHOTTOMUEVO NTAY TO EAAVIXO TTQOETAVAOTA-
o B£0T0; M ertavatomtobétnony, Néa Eotia
170, fasc. 1849 (November 2011), p. 747-764.
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But the Greek court of the Phanariots in Bucharest at the end of the 18th
century is a good example of the mixed character of performance business in that
time. Franz Joseph Sulzer attended in the last decades of the 18th century the
improvised comedies of Ottoman orta oyunu, played by Armenian caus officers
as well as a performance of Karagdz shadow theatre;*? in 1784 an Italian comedy
is played at court,® in 1792 a company of Austrian actors is not allowed to give
performances;* on 29th of May 1798 a decree of the Duke to the authorities of
all cities of Walachia orders them to protect a company of French tragedians and
ringers (!). But one may also trace an Italian troupe of pantomimes, an itinerant
theatre ensemble from Poland, a piano concert by a pianist from St. Petersburg, as
well as a panorama performance, showing famous cities, battles, coronation scenes
etc.’® This hybrid morphology of very different performances at stable theatre
buildings or temporarily used halls for scenic presentations is symptomatic for the
artistic activity in the province during the 19th century.

This hybrid character of aesthetic events can be traced in a similar way in the
case of the performances of local amateur troupes or school theatre on festive
occasions. Keeping the discussion in the Black Sea region, every small Greek
community in the cities of the Krim peninsula, around the Asov Sea, on the
south coasts of Caucasus, in Georgia and the northeastern coast and hinterland
of Asia Minor, tried in the second half of the 19th century to keep a Greek
school in operation and to organize amateur artistic events in order to support it
financially. In some cases this activity is combined with the visit of itinerant Greek
ensembles, mostly with a repertoire of patriotic drama and music Singspiel (comic
or dramatic idyll, xouelduliio, doapatind edvAMo).” In some cases this event is
celebrated on the national day or on New Year’s day, and includes lectures, staging
of sketches, singing the national hymn by the choir of pupils, exhibitions, reciting
of poems etc. Such «national evenings» were organised in 1906, 1907 and 1908 by
the small Greek community (30 families) of Soci (Sochi), the Black Sea harbour
on the south mountain side of Caucasus, now famous for hosting the Olympic
winter games in 2014. In larger cities of the area, like Sochumi in Abkhazia, or
Batumi on the eastern coast of the Black Sea, regular theatre performances for

52 Geschichte des transalpinischen Daciens, vol. 2,
Vienna 1781, p. 401-402.

% Nicolae lorga, Istoria literaturii romdne in
secolul al XV1II-lea, Bucharest 1901, vol. II, p. 27.
* Nicolae Iorga, «Alte lamuriri despre veacul al
XVIII-lea dupa izvoare apusene», Analele Acad.
Rom., Mem. Sect. ist., 1le Seria, t. 33 (1911) 153
ff., esp. 194.

% D. Ollanescu, Teatrul la Romani, vol. 2., Bucha-
rest 1899, p. 4-5.

% Ariadna Camariano, «Le théatre grec a Buca-
rest au début du XIXe siecle», Balcania 6 (1943),
p- 381-416, esp. 382 £.

See mostly Chr. Stamatopoulou-Vasilakou,

«Greek Theater in Southeastern Europe and
the Eastern Mediterranean from 1810 to 1961»,
Journal of Modern Greek Studies 27/2 (2007),
p- 267-84; eadem, «The Greek Communities in
the Balkans and Asia Minor and Their Theatrical
Activity 1800-1922», Etudes Helléniques/Hellenic
Studies 16/2(2008), p. 39-64; K. Fotiadis, «The
Greek Theatre in Pontos, Russia and the Soviet
Union», Etudes Helléniques/Hellenic Studies 16/2
(2008), p. 65-82; E. L. Mouratidis, To wovtiaxo 0¢-
atpo. Notwa Pwoio — Tewgyio — Ovxoavia, 1810-
1927, Thessalonica 1995; Bogdanovi¢ — Puchner,
ElAnvixo Oéatoo oty Odnoao, p. 188-247.
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the benefit of the Greek school were given.® A special case is constituted by
the mountain town of Kars, built at a height of 1.500 m, today on the Turkish-
Armenian borders: in April 1907 a patriotic drama is performed by an amateur
group of the trade town on the old silk route for the benefit of another starving
Greek community in the area of Tiflis.*® The solidarity of these communities in
a very difficult geographical area is remarkable. The most isolated and distant
information about such amateur performances comes in 1910 from Baku on the
Caspian Sea; here, too, the collected money goes to the support of the Greek
school.% As is clear from the patriotic content of these amateur theatre and music
activities, the ideological framework of such artistic events is closely linked to
national goals, which were disillusioned in a very violent way in 1919 (when the
Greek population fled Russia) and 1922 (expulsion from Asia Minor through a
population exchange).

As far as local troupes are concerned, there is no clear-cut difference between
professional and amateur theatre in this area during the first half of the 19th
century. In independent Greece after the Revolution of 1821 there is a remarkable
amateur movement in Athens in 1836 and 1837, but the actors shared the wooden
construction of a theatre building without a roof and earthen floor® with rope-
dancers and other popular spectacles.®? The court of Otto I was entertained by
amateur pantomimes or amateur performances,® since in 1840 a new stone
theatre was built, which hosted for some years mediocre itinerant opera troupes
coming from Zante.* Other forms of professional acting were unknown until the

% Bogdanovic — Puchner, op. cit., p. 204-207.
®The analytical text in Bogdanovi¢ — Puchner,
op. cit., p. 230-232.

% Bogdanovi¢ — Puchner, op. cit., p. 208.

 «Some actors and actresses have arrived from
Zante, and they have constructed a wooden
theatre, without covering, on a spot marked out
for a square... The actors were a man, his wife, and
their two children; and the performances were
merely those of a strolling company of the most
limited class» (G. Cochrane, Wanderings in Greece,
2 vols., London 1837, vol. 1, p. 202 f.). About this
«theatre» and its bad acoustics there are some
descriptions (Cochrane, op. cit., vol. 2, p. 103; Fiirst
Piickler-Muskau, Siidostlicher  Bildersaal, vol.
3: Griechische Leiden. Zweiter Theil, Stuttgart
1840, 67 ff.; K. Schonwilder, Erinnerungen an
Griechenland, Breig 1838, p. 59 ff.). For critics see
Dimitris Spathis, O Adiapwtiouds xaw 1o veoeAin-
vxé Oéatoo, Thessalonica 1986, p. 232 ff. For the
repertoire see also Spathis, op. cit., p. 219 ff., 232
ff., 238 ff. and Walter Puchner, doauarovgyixés
avalnmjoes, Athens 1995, p. 311-324.

¢ Cochrane has seen such a acrobatic perfor-
mance (5. (17.) April 1836): «The performance

this evening was rope dancing, which was very
well executed, with tumbling of all kinds, after
the manner of our Atley’s: with this difference,
however, that the feats of agility were executed
by the female, the daughter of the Entrepreneur»
(Cochrane, op. cit., vol. 2, 103). A German
traveller reproduces also the text of the invitation:
«Heute stellt die Gesellschaft der Seiltdnzer
verschiedene neue Stiicke vor, und sie hofft, daB
die edelgesinnten Einwohner dieser Stadt mit ihrer
gewohnten Freigebigkeit ihre geringen Gaben
belohnen werden. Um 4 Uhr fangt man an, sich
zu versammeln, und um 5 Uhr zu spielen. Athen,
den 8then April 1836. Vorstellungen: Tanz auf dem
gespannten Seile, Pyramidalische Puppenspiele,
Pyramiden, ein groBer schwerer Sprung einer
papiernen Puppe, verschiedene Kunststiicke auf
dem schlaffen Seil und eine mimische Vorstellung,
genannt: die drei belebten Fésser» (C. O. 1. von
Arnim, Fliichtige Bemerkungen eines Fliichtig-
Reisenden, Berlin 1837, p. 48 ff.).

8 J. Bor. Ow, Aufzeichnungen eines Junkers am
Hof zu Athen, Pest etc. 1854.

& J. von Nordenflycht, Briefe einer Hofdame in
Athen an eine Freundin in Deutschland, Leipzig
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decade of 1860, as all the actors who made a living professionally out of theatre
performances, were more or less self-taught. At this time Corfu, Zante and
Cefalonia,®® together with Ermoupolis on Syros® and Patras,®” and outside the
small kingdom of Hellas, in Alexandria,®® Smyrna® and mostly Constantinople,”
were more important centres for the evolution of Modern Greek theatre than the
capital Athens itself.

The enthusiastic reactions to the importation of Italian opera turned into
negative ones with passage of time, as opera performances functioned as the
representative and expensive entertainment for the well-off merchant population
and upper class, and Greek drama performances were suppressed by the court.
After the expulsion of the Bavarian king in 1862 a new form of dramatic genre
appeared, the one-act plays™ and the comedies «with chansons» (uet’ aoudtwv),
turning the light genre of prose drama into half-composed music theatre. There
are comparable evolutions towards this direction also in other Southeastern
Europe countries, for instance in Hungary, where the genre of népszinmii evolved
even in the 1840s, a sort of bucolic Singspiel, but not without social criticism,
which developed in time to vaudeville or operetta.”

The impact of Western music in Greece became stronger in the second half
of the 19th century through the cafés chantants, with musicians from Bohemia
and Central Europe, foreign actresses and female ballet dancers. French troupes
brought the operetta of Jacques Offenbach to Athens in the seventies,” and in the
last decade of this century, two new and very popular performance genres evolved:
Firstly the comidyll (bucolic drama with happy end) and its tragic counterpart, the
dramatic idyll (bucolic drama with tragic end), both set in a rural environment

1845, 218 ff. and pass. See also Gunnar Hering,
«Der Hof Ottos von Griechenland»,R.Lauer—H.
G. Majer (eds), Hofische Kultur in Siidosteuropa.
Bericht der Kolloquien der Siidosteuropa-Kom-
mission 1988 bis 1990, Gottingen 1994, p. 253-281,
esp. 269 f. footnote 75.

% D. Romas, «To Emtavnowond 0éatgo», Néa
Eotia 899 (1964), p. 97-167.

% Dimou, H Oeatouwxn {wn xau xivyon oty Eo-
uovmoln.

87 Stivanaki, @eatowx {wij, xivyon xar doaotn-
owtnta oty IldToa.

% Walter Puchner, «To elMinvixd Béatgo ot
NotoavatoMx] Evodmn xoL v AvoTtolwy
Meooyeo natd tov 190 awdva. H megimtwon
™G AeEGVOQeLng», AdeEavdowos Aurog: Agr-
éowon oty uviun tov I. M. Xarineawtn, vol. 1,
Athens 2008, p. 461-469.

8 Chr. S. Solomonidis, To Oéatoo oty Zuvovy
(1657-1922), Athens 1954; Chr. Stamatopoulou-
Vasilakou, To 6éaroo otnv xa®’ nudg Avaro-
Ap: Kovotavtwoidmoln — Zuvovny, Athens 2006;
eadem, «Zpvovaixy dpapatoveyia. IMowtdTu-

meg Beatourés exdO0ELS 0T ZuvEvn tov 190v
awnvar, Aedtio Kévrgov Mixgaoiatixdv Zmov-
Owv 16 (2009), p. 211-86; Puchner, Hellenophones
Theater im Osmanischen Reich, p. 97-105.

0 Stamatopoulou-Vasilakou, To eAdnvixo 6é-
argo oty Kovoraviwovmoln to 190 audva;
eadem, Kovotavtwovmolditixa Oeatouxd moo-
yoduuata 1876-1900. Svufoln oty fufroyoa-
@non Beatoieav uovéopuilwv tovl9ov wwva,
Athens 1999; Puchner, Hellenophones Theater im
Osmanischen Reich, p. 86-97,171-174.

™ See the bibliography of Chr. Stamatopoulou-
Vasilakou, «EAAnvixn Pihoyoapio. povomoa-
©xTWV £QYWV TOov 190V cwwyvar, Parabasis 4 (2000),
p. 86-220.

2 L. Czigany, The Oxford History of Hungarian
Literature, Oxford 1986, p. 154 ff.; C. Kiadd, A
History of Hungarian Literature, Budapest 1982,
p. 268 £, 314 ff.

”® Avra Xepapadakou, «Idolatry and Sacrilege:
Offenbach’s Operetta in Nineteenth-century
Athens», Studies in Musical Theatre 8/2 (2014),
p.129-141.
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with the use of local dialects, original costumes, realistic behaviour, authentic
customs and manners etc., but accompanied not by authentic local music and folk
songs but by the successful melodies and latest hits from European operetta.’
This was the theatrical part of a literary movement called «ethographism»,
i. e. descripiton of folk culture, together with nostalgic «Provinznovelle» and
«Heimatroman» in the style of Peter Rosegger, who was translated in this period
together with Berthold Auerbach.” The tragic rural idyll Golfo by Spyridon
Peresiadis (1894) was performed innumerous times by professional itinerant
troupes in Greek communities abroad but also by amateur ensembles throughout
the country.”™

The second important innovation in the domain of musical theatre was the
so-called «epitheorisi», a genre somewhere between revue, vaudeville, Singspiel
and operetta, with an open structure of loosely linked scenes around a flimsy plot,
but with many satiric songs and critical hints at political and historical actuality.””
This genre survives in Greece until today, and had an enormous success up to the
Mid-war period,” when light musical theatre, epitheorisi together with western
operetta, were dominant in theatre life,”® along with the hellenized shadow
theatre, where music and song were prevailing.®

But the enormous success of shadow theatres, who enjoyed in these years
a larger audience than all other theatre performances together, can be seen
also as a reaction against the dominance of western music, drama and theatre
forms, as well as the evolution of rebetika music and rebetika song;®* many of
the Greek composers of the 20th century have created compositions on this
playground of cross-cultural eastern-western tradition. This cross-fertilization is
a charactisteric feature of the whole Southeastern European music scene, where
authentic traditional folk music, national art music and all the styles of western
music, popular and sophisticated, «light» and «high» are present in parallel, in a

“Thodoros Hadjipantazis, To KwuedvAlo, 2
vols., Athens 1981; M. M. Papayioannu, 7o xw-
UEWOVAAMO xaL To OEaTO TG AOTIG TVEVUATL-
xijs avayévvnons tov 190ov awdva, Athens 1983,
Stathis Dromazos, To xwueidviio, Athens 1980.
For edition, performances, reception etc. see Walter
Puchner, AvOoloyia veoeAlnviais doauatovyi-
ag, 2 vols., Athens 2006, vol. I1, p. 345-353.

s Michalis G. Meraklis, «Aaoyoapic Tng Abrvag
(1834-1984)», Néa. Eotia 116 (1984), p. 211-233,
esp. 214 ff.; Mario Vitti, H tdeoloywj Lettovpyia
™ms eAdnpvis nboyoagpiogs, Athens 1974 (1980);
Yorgos Valetas, H yevia tov '80, Athens 1981.

® For this dramatic genre see Puchner, Avfolo-
yia, vol. 11, p. 359 ff., especially for Golfo ibid. p.
361-378. For the enormous success on folk and
province stages Aikaterini Polymeru-Kamilaki,
Ocatooloyuna ueletiuara yua to Aaixo Oéaroo,
Athens 1998, p. 277-308.

"Thodoros Hatzipantazis — Lila Maraka, H
abnvaixn embedonon, 3 vols. Athens 1977; Lila
Maraka, EAApvixn) Ocatow) embedonon 1894-
1926, 2 vols., Athens 2000; Puchner, Avfoloyia,
op. cit., p. 379-386.

® Konstantza Georgakaki, 1894-2014. H eq@njucon
yonteia tns Embemonons, Athens 2013.

" Manolis Seiragakis, To elagped uovoxd 6é-
atoo oty ueoomodeuxny AOnva, 2 vols., Athens
2009.

8 Walter Puchner, Das neugriechische Schatten-
theater Karagiozis, Vienna 2014; idem, «H 0¢on
oV OEGTQOV ORUMV OTNV LOTOQILL TOV VEOEMANVL-
%00 Oedtoov», EAAnvixn Ocatpoloyia, Athens
1988, p. 409-418.

8 Joannis Zelepos, «Rebetiko. Anmerkungen
zu einem schillernden Begriff», Philia 11 (2005),
p. 72-98.
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multidimensional hybrid but vivid musical creation, quite unique and original in
Europe. Theatre forms in this area could be characterized in a similar way, with
the difference that in most parts of the former Ottoman Empire —and this was the
greater part of Southeastern Europe— the organisation of theatre performances
had no real historical tradition, as Byzantium and most of the Orthodox Church
maintained a hostile attitude against this form of entertainment,®? and therefore it
had to be invented or re-invented.®

Many facets and details in this typological overview about the forms and
functions of western music and theatre in Southeast Europe, the Eastern
Mediterranean and the Black Sea region in premodern times were left out, as well
as much primary information about historical, political and cultural evolutions in
the time-span of four hundred years, despite the fact that they had a significant
impact on the arts: this includes nationalism, the wars of independence against
the Ottoman Empire and the struggle against cultural hegemony, as in the case of
the Habsburg monarchy.® But there aren’t many basic comparative approaches
to historical art and folk and high culture of this whole area on the southern and
eastern margins of Europe.®

8 Walter Puchner, «Acting in Byzantine theatre:
evidence and problems», in Pat Easterling —
Edith Hall (eds), Greek and Roman Actors.
Aspects of an Ancient Profession, Cambridge
2002, p. 304-324.

8 For Greece see Walter Puchner, Greek theatre
between Antiquity and Independence. A history
of reinvention from the 3rd century BC to 1830,
Cambridge 2017.

8 Walter Puchner, Historisches Drama und ge-
sellschaftskritische Komdodie in den Lindern Siid-
osteuropas im 19. Jahrhundert. Vom Theater des
Nationalismus zum Nationaltheater, Frankfurt/M.
etc. 1994.

% Vgl. Walter Puchner, Beitrige zur Theaterwis-
senschaft Siidosteuropas und des mediterranen
Raums, 2 vols., Vienna/Cologne/Weimar 2006-7;
idem, Studien zur Volkskunde Siidosteuropas, Vi-
enna/Cologne/Weimar 2009; idem, Die Literatu-
ren Siidosteuropas, 15. bis frithes 20. Jahrhundert.
Ein Vergleich, Vienna/Cologne/Weimar 2015;
idem, Die Folklore Siidosteuropas. Ein kompa-
rativer Uberblick, Vienna/Cologne/Weimar 2016;
idem, Performanz und Imagination in der Oral-
kultur Siidosteuropas, Vienna/Cologne/Weimar).
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TRANSATLANTIC ART AND INTERNATIONAL POLITICS.
THE CHRONICLE OF GEORGE GERSHWIN’S
«FOLK OPERA» PORGY AND BESS
IN COLD WAR ATHENS (1955)

eorge Gershwin’s «folk opera» Porgy and Bess, featuring a libretto by

DuBose Heyward and lyrics by Ira Gershwin — DuBose Heyward, was
first presented in dress rehearsal in 1935 at the Colonial Theatre in Boston by the
Theatre Guild and then immediately thereafter premiered at the Alvin Theatre on
Broadway, staged with a cast comprised exclusively of Afro-American actors / op-
era singers, directed by Rouben Mamoulian, sets designed by Sergei Soudeikine,
conducted by Alexander Smallens and with Alexander Steinart as vocal coach.
The libretto was based on a dramatised version of DuBose Heyward’s novel Por-
gy (done in cooperation with his wife Dorothy Kuhns), which had been staged in
1927 by the Theatre Guild as a prose drama, and once again directed by Rouben
Mamoulian, and with sets designed by Cleon Throckmorton.?

It portrayed the life of a poor community of Afro-American fishermen and
stevedores on Catfish Row in Charleston, South Carolina, focused on the melo-
dramatic pursuit of the drug addict, promiscuous Bess, by the sensitive, crippled
beggar Porgy (who was a real-life figure from Charleston?), who kills her outlaw
of a lover, the stevedore Crown, so that he can have her all for himself; though
she ends up running off to New York, spurred on by her new lover, the drink and
drugs peddler Sportin’ Life, who keeps her supplied with «happy dust». Three oth-
er sub-plots also run in the sidelines of the main plot, which bolster and push the
main storyline forward: firstly, the murder of Robbins by a drunken Crown over a

! The original actors / opera singers from the
1935 staging put on by the Theatre Guild were
the bass-baritone Todd Dunkan (Porgy), the so-
prano Anne Brown (Bess), the soprano Ruby
Elzy (Serena), the tenor John W. Bubbles (Spor-
tin’ Life), the baritone Warren Coleman (Crown),
while the soprano Abby Mitchell (Clara) was the
first person to sing the well-known piece «Sum-
mertime»; see Hollis Alpert, The Life and Times
of Porgy and Bess. The Story of an American
Classic, Alfred A. Knopf, New York 1990, p. 3-5,
35-41,45-46,53-71,93-103, which narrates the en-
tire birth and development of Gershwin’s opera
in detail. On the initial performance of the opera
Porgy and Bess in 1935 by the Theatre Guild, and
the musical and dramaturgical cuts made by Ger-
shwin himself, and by the director Mamoulian

during rehearsals and the first performances,
which were not included in the opera’s piano-
vocal score published by the Gershwin Publish-
ing Corporation in 1935, see also Charles Hamm,
«The Theatre Guild Production of Porgy and
Bess», Journal of the American Musicological So-
ciety 40/3 (Autumn 1987), p. 495-532.

2 Heyward devised the Porgy figure after read-
ing a police news report from Charleston in 1924,
according to which the crippled beggar Samuel
Smalls shot a young woman and then tried to
escape; see Robin Thompson, The Gershwin’s
Porgy and Bess, (Foreword by Marc Gershwin),
Amadeus Press, Milwaukee 2010, p. 29-30, which
recounts the story of how Porgy and Bess came
to be written.
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game of dice, resulting in Crown trying to avoid capture by the police, Bess seek-
ing refuge in the hut of the compassionate Porgy, and the process of burying the
victim, plus the parallel mourning by his wife Serena and the entire community;
secondly, the incident of the community picnic on Kittiwah Island, which gives
Crown —who has been hiding out on the island— the chance to inveigle Bess with
his wiles, but also foster Bess’ love for the deceived yet warm-hearted Porgy, when
she gets back; and, finally, the incident of the storm which lashes both sea and Cat-
fish Row and results in the death of the fisherman Jake and his wife Clara, leaving
their newborn child an orphan.

The opera’s premiere in 1935 symbolically summarised quite a few cultural
conflicts taking place in America at that time. The first conflict concerned the
question of whether Porgy and Bess met the requirements for composing a «real»
opera by a musician who, despite having experimented with the serious forms of
orchestral and semi-symphonic music, still remained best known as one of the
best endowed creators of light musical comedies / musicals / Broadway revues
and commercial Tin Pan Alley tunes.®* Much ink has been spilled by music and
theatre critics of the time about whether the work was an opera or musical,* since
questions arose about the unification of the harmonic and dramatic designs, the
continuous thematic development of the orchestral interludes which bridged the
episodes, the loose orchestration and the integration of sung recitatives (or «po-
tential songs») in the position of spoken dialogues. The existence or non-existence
of all these elements can determine the standard structure of the musical theatre
form known as the opera.® Gershwin himself sought to blend the romance of Bi-

® On Gershwin’s previous experiments with com-
posing classic European concertos, while also
working on jazz, blues and American popular
commercial music, see Richard Crawford, Amer-
ica’s Musical Life. A History, W.W. Norton &
Company, New York — London 2001, p. 571-579,
664-665 and Thompson, The Gershwin’s Porgy
and Bess, p. 66-119.

* Conflicting views from famous critics of the age
about this issue are provided by Joseph P. Swain:
The Broadway Musical. A Critical and Musical
Survey, Oxford University Press, New York —
Oxford 1990, p. 55-56.

° A re-appraisal of the music and the dramatic
value of the specific opera is provided by Law-
rence Starr, who attended a «complete» perfor-
mance in 1976 in New York put on by the Hou-
ston Grand Opera, in a production by Sherwin
M. Goldman — David Gockley, directed by Jack
O’Brien and conducted by John DeMain, with-
out the «cuts» made in past performances in
the 1940s and 1950s based on Gershwin’s 1935
version of the score. From a musicological view-
point, he examines the elements from classical

opera tradition, which the composer used (such
as arias, unifying leitmotivs, reminiscence themes,
large-scale harmony units and the lyrical way
in which the recitatives are performed, almost
achieving the level of arioso); see Lawrence
Starr, «Toward a Reevaluation of Gershwin’s
Porgy and Bess», American Music 2/2 (1984), p.
25-37. John Graziano also refers to the existence
of operatic pieces, which require a different sing-
ing style than Broadway musicals, such as the
song «My Man’s Gone Now», where the octaves
reached in Serena’s solo are more fitting for an
opera; see John Graziano, «Images of African
Americans: African-American Musical Theatre,
Show Boat and Porgy and Bess», in William A.
Everett — Paul R. Laird (eds), The Cambridge
Companion to the Musical, Cambridge Univer-
sity Press, Cambridge 22008, p. 101-102. Similar
views have also been expressed by Swain: The
Broadway Musical, p. 357-360. Different musico-
logical views are offered by Hamm, «The Thea-
tre Guild Production », p. 522-526, and Minas 1.
Alexiadis, «Ou “pooeg” emdQAOELS 0T VEOTEQT
OmeQ», in O uayxds avids tov Oppéa, Aéxa
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zet’s Carmen with the beauty of Wagner’s opera Die Meistersinger von Niirnberg.®
He defended his «folk opera» in the New York Times, explaining that it was a folk
myth that included humour, drama, prejudice, religious zeal, dance, the boundless
energy of the Afro-Americans and folk music, which Gershwin had composed
himself, so as to ensure uniformity. He also considered that his original spiritu-
als did not cease to be folk music, even if they were built into an operatic form.
In fact, they were composed in a new combinatory mix of opera and theatre that
resulted from his available material.”

The second conflict related to the question of whether the opera was really
«folk» at all, since, on the one hand, the white American-Jewish composer did not
use authentic Afro-American spirituals and blues, but composed his own, after
studying them in-situ in churches of the Gullah community on James Island, South
Carolina in 1934.% and, on the other hand, the equally white librettist and nov-
elist from the American South, DuBose Heyward, was considered to have falsi-
fied the customs of the Afro-American South in a folkloristic and exotic manner.
The Afro-American folk tradition was therefore not recorded by people from the
specific racial group, but by white, external observers, who were accused of treat-
ing black culture dishonourably as some sort of quaint, superficial ethnic folklore.
Precisely for that reason, some critics used ironic words, such as «fakelore» and
«negroesque», in order to indicate the false, superficial presentation of traditional
Afro-American life, considering that Afro-Americans’ identity was made up and
subjectively constructed by white men for financial gain.°

The third conflict related to racial stereotyping of the characters in the opera
and cultural exploitation by the opera’s white creators, the majority of whom were

UeleTuaTO Yo TRV OmEQO. xAL TO UOVOXO
Oéarpo, Momalnong, Athens 2010, p. 177-188,
who explains the innate incompatibility between
European opera and the Afro-American jazz or
blues style of the commercial light musical re-
vues, even when they are dubbed «opera». On
the concept of «potential song», which lies within
the sung recitatives, according to Lawrence Starr,
see Richard Crawford, entry: «Porgy and Bess»,
in Stanley Sadie (ed.), The New Grove Diction-
ary of Opera,vol. 3, Macmillan Press, New York —
London 21994, p. 1063.

® Thompson, The Gershwin’s Porgy and Bess,p.T.
" Alpert, The Life and Times of Porgy and Bess,
p. 118.

8 As Wayne D. Shirley states, the use of authentic
spirituals in the performance of Gershwin’s opera
would not have created a major stir, since a stir
had already been caused by the use of authen-
tic spirituals in other works, such as The Green
Pastures by Marc Connelly (1930) and Run, Little
Chillun by Hall Johnson (1933); see «Porgy and

Bess», Library of Congress Quarterly Journal
31 (1974), p. 102. Referring to the issue of non-
authentic ethnic musical idioms being introduced
into American musical theatre, while discuss-
ing Porgy and Bess, Joseph P. Swain talks about
the instinctive and compulsory standardisation
and stereotyping of ethnic musical elements by
Gershwin, because «projection of ethnic idioms
in music drama depends on musical stereotypes,
sets of musical commonplaces which the audi-
ence associates with the culture in which the play
is set. The composer selects, by instinct or reason,
some characteristics that will work together to
conjure an idiom that for the American audience
seems to be typically Chinese, Scottish, or French
without ever giving up the fundamental musical
grammar of the West.»; see The Broadway Musi-
cal, p. 249.

° Richard Crawford, «It Ain’t Necessarily Soul:
Gershwin’s Porgy and Bess as a Symbol», Year-
book for Inter-American Musical Research 8 (1972),
p.27,33.
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first or second generation Russian-American emigrants.’® The work was consid-
ered to present a completely one-dimensional, false, decadent picture of the life
of «primitive» Afro-Americans, scattered as it is with crimes of passion, gambling,
drug peddling and drug use, irrational superstitions, stabbings and illegal activi-
ties; a picture fabricated, in order to present the superiority of white American
paternalistic culture, which had no relationship to the modern life of the educated
middle class of Afro-Americans, who wanted to forget their past in the margins
of society.r Over the years, that image frequently outraged the Afro-American
community, with the result that in 1959 one member opined that Porgy and Bess
«is plenty of nothin», cynically paraphrasing the title of one of the songs from the
opera.’?

As the 20th century progressed, all these conflicts more or less frittered out.
The fact that Broadway’s popular musical tradition had been widened in qual-
ity terms thanks to Gershwin’s «serious European-like opera» was generally
acknowledged, irrespective of any sociological, racial or political dimensions it
may have had, and the work even made its way into opera houses.*®* In 1985 it
was eventually included in the New York Metropolitan Opera’s repertoire.** Fur-
thermore, in 1959 the opera shifted from Broadway theatre to the silver screen of
Hollywood, in a film produced by Samuel Goldwyn, directed by Otto Preminger,
scripted by Richard Nash, conducted by the musician André Previn and starring
Sidney Poitier, Dorothy Dandridge, Sammy Davis Jr., and Pearl Bailey, among
others. It received the Oscar for best music from the American Academy of Mo-
tion Picture Arts and Sciences.’® So, although the response from the Afro-Ameri-
can community itself had not been favourable down through the years, because of
the existence of appalling racial stereotypes, it gradually began to be understood
that one could hardly accuse Gershwin and Heyward of racism and deliberately
misinterpreting black culture, especially since Gershwin had turned down a con-
tract with the Metropolitan Opera for the staging of his work there, as it preclud-
ed Afro-American artists.'®* Modern musicologists now acknowledge the opera’s

1 Thompson, The Gershwin’s Porgy and Bess,
p-9.

1 On the issue of the multiple cultural conflicts
in America unleashed by Gershwin’s opera,
which we are discussing here, see Crawford, «It
Ain’t Necessarily Soul », p. 17-38.

2 The paraphrase belongs to the critic A.S.
«Doc» Young from the newspaper Los Angeles
Sentinel and is quoted in Era Bell, «Why Negroes
Don’t Like Porgy and Bess», Ebony,vol. 14, issue
12 (October 1959), p. 54.

¥ Swain, The Broadway Musical, p. 8-12.

% Seeking to free it from older charges, that it
had allegedly presented an insulting picture of
Afro-American culture, Lawrence Starr pointed
out that «it probably makes about us much sense

to regard Porgy and Bess as a Statement —with
a capital S— about blacks as it does to regard
Carmen as Bizet’s Statement about gypsies». So
Porgy and Bess is simply an opera about human
beings who happen —in the specific case— to be
of Afro-American origin, without that necessar-
ily expressing sociological judgments about the
coloured race as a whole; see «Toward a Re-eval-
uation », p. 25.

% M. Ploritis, «Négeg tawvieg. AvOommoruvnyntd
%O TIEQUTETELEG TNG ELQIVNG, TOU TTOAEUOV KL
™™g Yuyne», in the newspaper Elev@egia, 10
May 1959, p. 4 xoL «ATeveu|ONooy eig Loy
teheTijv», in the newspaper Maxedovia, 6 April
1960, p. 3.

% Swain, The Broadway Musical, p. 56-57.
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contribution to putting distance between the stereotypical presentation of Afro-
Americans in previous black minstrel shows and the move towards presenting
the picture of the new middle class Afro-American.” The entire issue would have
remained an exclusively American musical-drama issue, if in the 1950s the opera
had not gone on a transatlantic tour, which included among its European pit stops
a visit to the Greek capital.

Of course, much had changed between the time the opera premiered on
Broadway in 1935, i.e. from the age of the American Great Depression, and the
1950s, when the revised global landscape of the Cold War was unfolded. For a
start, the opera’s composer died in 1937 from a brain tumour aged just thirty-
eight, without having enjoyed the worldwide success of this specific work, and
the author of the libretto, the novelist Heyward, died in 1940 of a heart attack at
the age of fifty-five. Secondly, most Europeans were not aware of the three-act
version of the opera, which had been staged by the Theatre Guild in 1935. Note
that before the 1950s, the opera had also been produced on Broadway by Cheryl
Crawford in 1942-1944, conducted by Alexander Smallens, in a version which in-
creased the dramatic dialogue at the expense of the sung recitatives, and which
also reduced the size of the orchestra, choir and cast of actors / opera singers, and
in effect re-cast the work more along the lines of a popular musical.’® So the ver-
sion of the opera, which the Athenians and other Europeans heard and saw in the
1950s, was the second revival of Porgy and Bess, produced by the Everyman Op-
era Company of Robert Breen — Blevins Davis (both members of the American
National Theatre and Academy / ANTA), directed by Robert Breen, set design by
Wolfgang Roth and costumes by Jed Mace. This two-act version restored certain
recitatives, songs and stage highlights that had been cut from Crawford’s perfor-
mance. It also restored the deliberate cuts made of necessity by Gershwin himself
during rehearsals and the first performances on Broadway in 1935, which were not
included in the official piano-vocal score for the work published in 1935 by the
Gershwin Publishing Corporation.” Thirdly, the opera’s world tour was enmeshed
in the cogs of the State Department’s foreign policy and US’s global post-war cul-
tural penetration of Europe during the Cold War, since Everyman Opera was the
first American opera company to cross the Iron Curtain. In fact, it even managed
to enter the Stanislavski / Nemirovich-Danchenko Theatre in Soviet Moscow, as
well as theatres in Leningrad, Yugoslavia, Poland and Czechoslovakia, and was
warmly applauded by Nikita Khrushchev, Vyacheslav Molotov, Georgy Malenkov,
Lazar Kaganovich and Anastas Mikoyan.? Our purpose here is to examine which

7 Graziano, «Images of African Americans », p. 102.
8 Alpert, The Life and Times of Porgy and Bess,
p. 131-140 and Hamm, «The Theatre Guild Pro-
duction », p. 497.

1 Alpert sets out in detail the specific songs and
stage highlights restored to the work in the Breen
— Davis production: The Life and Times of Porgy

and Bess, p. 152-153, 163. On the issue of the op-
era’s «authentic» version, see Swain, The Broad-
way Musical, p. 54-55.

% The opera’s tour of the USSR in 1956 was also
monitored in the Athenian press, which reported
on the figures from the Soviet leadership team
who attended the performance;see «I10Qyxv xaL
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of those cultural conflicts which accompanied the birth of the opera in its Ameri-
can homeland, followed it on its subsequent global tour and in particular we will
focus on the reception it received in Athens.

The opera’s four-year long world tour, with a company consisting of more than
seventy people, began in Europe in autumn 1952 in Vienna and ended in early
summer 1956 in Amsterdam, and the schedule took in the main capitals of Lat-
in America, the USSR and Eastern bloc communist countries, and the states of
central and northern Europe, the Mediterranean, as well as the Near East, with
famous pit stops along the way at opera houses, such as La Scala Milan and La
Fenice in Venice.? With the conservative Alexandros Papagos as Prime Minister
in Athens, the company performed six shows in total at the Royal Theatre from
20 to 23 January,? immediately after performing in Alexandria and Cairo and im-
mediately before departing for Israel.?® The company set sail on the steamship
«Achilleas» from Alexandria on 17 January and was welcomed by the president
of the Hellenic Centre of the International Theatre Institute, Vasilis Logothetidis,
and the member of the Executive Committee of the International Theatre Insti-
tute’s Central Board, Dora Stratou.? The Royal Theatre’s stage was chosen for the
performances, as it was the only Athenian theatre stage deep enough to accommo-
date the stage requirements of the American spectacle.”® The producer and direc-
tor, Robert Breen, who was in the Greek capital, held interviews to advertise the
background to how the company had developed and how the opera came to be
written, the excellent voices of the actors / singers who had been chosen after pro-
tracted, demanding casting, and the rich, ample sets and props carried by the com-
pany by plane from the USA. He also referred to the depiction of Afro-American
customs, beliefs, traditions, legends and morals, which rendered a particular tone
to the dramatic atmosphere and the negro spirituals.®® Two days before the pre-
miere (i.e. on 18 January) members of the company including Leonore, wife of
Ira Gershwin, and the conductor Alexander Smallens, held a press conference for

Mrmeg. H véyounn Omega Ogroufevel eig tnv Zof.
Pwoiav», in the newspaper Eumodg, 21 January
1956, p. 7.

2 A detailed description of the Everyman Op-
era’s world tour is given by Alpert, The Life and
Times of Porgy and Bess, p. 173-246.

2 Ticket prices for the official premiere were
150, 75 and 30 GRD, while on other days they
were 100, 50 and 30 GRD. One performance at a
concessionary rate of 27.50, 16.50 and 5.50 GRD
was also put on for students; see «@gaTQUd %O
noAteyvivd véar, in the newspaper H Avyi,
15 January 1955, no. 691, p. 2; «[Tagdotoon tov
VEYQV ROAMTEXVMOV YO, TOVG (POLTNTAG», in the
newspaper H Avy#n, 22 January 1955, no. 697, p.
2" «Baowunov Otatoov AONvmv», in the news-
paper To Bijua, 16 January 1955, no. 2966, p. 2
and «AOnvaizd ewmoottetodmoa. Oeatoird», in

the newspaper E0vog, 19 January 1955, no. 12555,
p-2.

% Alpert, The Life and Times of Porgy and Bess,
p. 192, 201.

% «AONVainG  €OOLTETOAMQO.  OegoTowd», in
the newspaper E6vog, 18 January 1955, no. 12554,
p. 2 and «To 6¢atov. 'Egroacav ybeg ov vé-
yoou xalutéyvor mov 0o eugpoaviofolv g to
EOvirtdv», in the newspaper To Néa, 18 January
1955, no. 2958, p. 2.

% O Attikos, «Attnd nuegovixtia. I1ogyxv xau
Mumeg», in the newspaper Eumodg, 22 January
1955, p. 2.

% Chr. Ikonomou, «®a maiEovv TV OmEQM
Mogyxv xar Mmesg o 75 véygor oto EOvixo.
ATOrNELOTLAY] OUVEVTEVELS UE TOV TTAQUYWYOV XK.
Mumonnv», in the newspaper Eumodg, 15 January
1955, p. 7.
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Greek journalists and artists, at which they provided details about how the opera
and libretto were developed, the style of music, the line-up of the cast and the
transatlantic tour, which had just completed 1,100 performances, and even men-
tioned the weekly salary of the actors depending on the role they performed.? In
fact, Smallens (under whom Eleni Nikolaidou and Odysseas Lappas had sung pre-
viously at the Chicago Opera) said that, as a composer, Gershwin was in no way
inferior to Puccini.?®

The photographs published in the daily press show the actors and singers from
the performance, their names written in Greek letters, with frequent spelling mis-
takes: Gloria Davy (I'xAdgia Nténpv), Irene Williams (Ewpnvn I'ovidlaug), Fred-
die Marshall (®oévtv Mdooal) and Martha Flowers (Mdagba ®Adoveg) in the
role of Bess, Leslie Scott (Aé¢ohv Zxwt), Irving Barnes (Hofwv Mmavg), Le Vern
Hutcherson (Aaféov Xdtogpoov) in the role of Porgy, Joseph Attles (TCoCeg
Athg), Lorenzo Fuller (Aogévito ®ovhep) and Earl Jackson (Egh TCAaxoov) in
the role of Sportin’ Life, John McCurry (TCwv MaxKdpov) and Paul Harris (TTwA
Xdapotg) in the role of Crown, Ned Wright (Nevt Pcur) in the role of Robbins,
William Veasey (Ovidiop Brjaln) in the role of undertaker. Most of them had
qualifications in music from the very best American conservatoires. The published
photographs, which show the Afro-American actors / singers in quite daring poses,
also present the choir member Maya Angelou (dubbed Ntdho Ayyélov in Greek
(Dahlia Angelou) in the role of Ruby), in an impressive snapshot with bare statu-
esque thighs. Even though she was not one of the main cast members, she attract-
ed considerable attention from Greek journalists because of her Greek surname.?

Before Maya Angelou became a well-known author and activist in defence of
the social and political rights of Afro-Americans (even securing the top political
award in the USA from the US President, Barack Obama, the Presidential Medal
of Freedom in 2014, shortly before she died), she was, in her tempestuous life, as-

2 Vasos Mesolongitis (president of the Syndicate
of Greek Actors), Angelos Terzakis, Dimitris
Bogris, Dimitris Psathas, Spyros Vasiliou, Giannis
Tsarouchis, Manos Katrakis, Melina Mercouri,
Thalia Kalliga, Anna Synodinou, Theodoros
Moridis, and others were present at the press
conference; see Gerasimos Stavrou, «To E&vo
nohteyvird ovyrpotnue oto EOvind Ofatgo
L€ TOVG VEYQOUG ®OALTEVES», in the newspaper
H Avyi,19 January 1955, no. 694, p. 2.

% «H hoinn 0meQo TV vEYoWV. Miat cuvouhio
UE TOUG WOQOUS xaAAtéyvag Ttov [1ogyxv
xaw Mmeg. O ouvvBETNG ®oL oL exTelEoTAL, in
the newspaper To Bijua, 19 January 1955, no.
2968, p. 2 and Achilleas Mamakis, «AOnvaixd
ELXOOLTETQA QM. Ogatord», in the newspaper
‘EfBvog, 14 January 1055, no. 12551, p. 2.

2 Chr. Ikonomou, «®a mai&ovv TNV OmTEQQ
Iogyxv xar Mmesg o 75 véygor oto EOvixo.

AToxAeLOTIRY] OGUVEVTEVELS UE TOV TTAQAYWYOV
%. Mmo"nv», in the newspaper Eumodg, 15 Janu-
ary 1955, p. 7; Chr. Ikonomou, «To ITépyxv xat
Megs yonteveL To OVo%0ho AONVAIROV #OLVOV>,
in the newspaper Eumodg, 22 January 1955, p. 7;
«H hoixn Omega Twv véyowv. Mia ovvouhic
ue Toug uaveovg xalhtéyvag tov IIogyxv xou
Mmes. O ouvbétng »oL oL exteheotal», in the
newspaper To Bnjua, 19 January 1955, no. 2968,
p. 2 and «ABNVAird exxo0ITETQAWQ. OeUTOURA
véar, in the newspaper E6vog, 17 January 1955,
no. 12553, p. 2. The Greek names were matched
to the American ones with the aid of information
given by Alpert: The Life and Times of Porgy and
Bess, p. 142-254, who cites the names of other ac-
tors / opera singers from the overall cast, such as
the famous first-timers Leontyne Price (Bess), the
baritone William Warfield (Porgy), Cab Calloway
(Sportin’ Life), who did not appear in Athens.
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sociated with the world tour of Gershwin’s opera. In her memoirs, where she re-
counts her own personal impressions of the tour, she narrates how after divorcing
from her Greek-American husband, and in constant dire financial straits, as she
struggled to raise her young son, she decided in the summer of 1954 at the age of
twenty-five to abandon the «Purple Onion» night club in San Francisco, where she
danced and sang calypso, in order to follow the Everyman Opera company to Eu-
rope until May 1955.% While all members of the company were Afro-American, the
orchestra for the performances consisted of Greek musicians, who were conducted
by Alexander Smallens.®! Chr. Ikonomou, the only journalist who attended the set-
less rehearsals for the work in the reception hall of the Royal Theatre, informs us
that, since there were multiple cast members for each role, it was usually Gloria
Davy (Bess) who played along side Leslie Scott (Porgy), while Freddie Marshall
as Bess would play along side Le Vern Hutcherson as Porgy. Notwithstanding that,
at the 23 January performance Bess was actually played by Martha Flowers for the
first time.*? A few years later, in 1959, after her success as Bess, Gloria Davy, winner
of the 1953 Marion Anderson Prize, managed to sing at the Metropolitan Opera
and at La Scala Milan, as a future rival of Maria Callas and Renata Tebaldi.>* On
the day of the dress rehearsal, the opera company was filmed and the film was then
screened a few days later in cinema theatres in Athens and Thessaloniki.*
However, it was not the first time the Athenian bourgeois had watched an
Afro-American company on stage, because in the 1920s they had the chance to
watch and listen to Afro-American music and dance in the early jazz and ragtime
style from the Harlem Renaissance period, when the famous Broadway revue /
musical entitled Blackbirds visited Athens as part of its world tour, produced by
Lew Leslie.® Despite the popularity of jazz bands and the feverish rhythms of rag-

% Maya Angelou, Singin’ & Swingin’ & Gettin’
Merry Like Christmas, Virago Press, London
32008, p. 144-310. The interest Greek journalists
showed in Angelou is clear from the following
articles, which feature details about her life: «<H
hoiinn) OmteQaL TV VEYQWV. Mia ouvouhiat ie Tovg
navEovg xalhteyvag tov Iooyxv xar Mmes. O
ovVOETNG naL oL exTeheaTal», in the newspaper To
Bijua, 19 January 1955, no. 2968, p. 2; Gerasimos
Stavrou, «To EEvo voAMTEYVIRO GUYXRQOTNUM OTO
EOvizo ©£0t00 e Toug vEYQOUs rolMTEYVES», in
the newspaper H Avyi, 19 January 1955, no. 694,
p. 2; «ABNvaixd eroottetedmea. Ogatouxd», in
the newspaper E6Ovog, 19 January 1955, no. 12555,
p. 2; «To 6¢atgov. Etowdlovior evtotind ot
VEYQOL OLCL TNV CUQLAVIV TV TTQEULEQULV», in the
newspaper Ta Néa, 19 January 1955, no. 2959, p.
2; «To Béatgov. Amtoye o 6001 eig o EOvindv
1] TEWTY] TAQUOTAOLS TV VEYQWV», in the news-
paper Ta Néa, 20 January 1955, no. 2960, p. 2. The
fact that Afro-Americans were «going Greek» is

commented on in humorous fashion by Dimitris
Psathas, «E00vpa xatr copagd. To dawudvior, in
the newspaper Ta Néa, 21 January 1955, no. 2961,
p.- 1

3 «Eig 10 meguimgov g Comg. To Béatoovy,
in the newspaper Ta Néa, 15 January 1955, no.
2596, p. 2; «To Bé¢atgov. EtodCoviar evtatind
oL VEYQOL OL0L TNV CUQLOVIY TWV TIQEWMEQAV», in
the newspaper Ta Néa, 19 January 1955, no. 2959,
p.2.

% Chr. Ikonomou, «To ITogyxv xat Mmesg yon-
TeveL To OVonoho ABNvairdv xowov», in the
newspaper Eumoog, 22 January 1955, p. 7.

¥ «H paven Kdihag», in the newspaper Eumodg,
13 June 1959, p. 2; «Kartaxtouv v Evoomn ot
LLOQES TTOLLAVTOVES», in the newspaper Eumodg,
18 January 1964, p. 5.

¥ «Op@evg», in the newspaper ElevOepia, 6 Feb-
ruary 1955, p. 2.

% Areti Vasiliou, «Ouv @tégveg mov whotv: 1
TEMTN YVOQULLOL THG aONVAIXNG LOVOHNG ORY)-
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time at the domestic mid-war and post-war performances of revues and operet-
tas,® 1955 was clearly the first time that Athenians heard sad spirituals in an opera
which, in any event, features elements of blue note and jazz syncopation.®” Hav-
ing become accustomed during the 1950s to the rhythms of samba, mambo, raspa,
baido, swing, rock and roll and latin integrated in Greek revues,® to the sentimen-
tality of Greek «light» (ehag0d) song® (by Christos Hairopoulos, Kostas Gian-
nidis, Mihalis Souyoul), to the sounds of archontorebetiko (a@yovrooeuméTino)
and the lyrical or latin-style urban folk songs (Aaixd) of Vasilis Tsitsanis, Mano-
lis Hiotis, Giorgos Zambetas and Giorgos Mitsakis via gramophone records,* the
Athenian post-war bourgeoisie was being asked to listen to the sombre music of
Gershwin, which recreated the rhythm of the spirituals and blues, and expressed
the collective spirit of the harsh life of the Afro-American community.* So it is no
coincidence that the very same year Ilias Koutsis undertook to bring Greek read-
ers into contact with the history, origin and style of Afro-American folk religious
songs via his article in the Néa Eotia literary magazine, where he talked about
the tragic human pain of the enslaved people that runs through that music and
its modern impact on American folk and symphonic compositions. He also men-
tioned the leading proponent of this art form, Marion Anderson, the first Afro-
American contralto who was recruited by the Metropolitan Opera.*

Whether stereotypical or not, there was a strong folkloric element to the music
and dramaturgical content of the opera. It was primarily visible in terms of the
scenes and dramatis personae, through the vignettes depicting the community at
leisure (in the opening scene with Jasbo Brown on the piano playing the blues
and the couples dancing, in the gambling scene where the drunken Crown com-
mits murder when brawling with Robbins, in the scene when the community goes
on a picnic en masse to Kittiwah Island, in the scene when Porgy refuses to look

VNG UE TOUG OUEQUROVIXOUS Y0QOUG», in Emi
Evoov axung. lotooued Neoelnvixod Oedroov,
TTamalnong, Athens 2012, p. 99-126.

% On this issue see, ibid., p. 99-126 and Konstant-
za Georgakaki, 1894-2014. H e@nueon yonteia
s Embewdonong, Polaris, Athens 2013, p. 128-
132,141, 188.

8 Swain, The Broadway Musical, p. 67.

% Georgakaki, 1894-2014. H eq@ijueon yonteio
s Embecddronong, p. 253-270.

¥ Made of internationally recognized popular
tunes.

“ Lambros Liavas, To eAAnvixo toayodd amo to
1821 éwg i dexaetio tov 1950, Epstoguxr) TodmeCa
s EMGd0g, Athens 2009, p. 160, 306-307, 312.

“ On the rhythmic structure, harmonies and
function of spirituals and blues in the specific op-
era, see Swain, The Broadway Musical, p. 68-71.
“ In fact, he published the lyrics of the spiritu-
als «Oh, swing low», «I’'m a poor», «Sometimes

I feel» and «Mother, is massa owine» in his own
translation; see Ilias Koutsis, «Ta Oonoxeutird
Toayoudia tov Néypwv. Spirituals. Ewoaywyixo
onueiouar, Néa Eotia, vol. 58, issue 683 (Christ-
mas 1955), p. 54-56. In the previous volume of
the literary magazine Néa Eotia, a poem by the
well-known Afro-American poet Countee Cul-
len had also been published; see «H Mtoveio
TV pavewvy, Néa Eotia, vol. 57, issue 662 (1
February 1955), p. 141-142. In 1955, presenting
impressions from his travels to America, which
were published in Néa Eotia, and which did
not fit into his book Aueouxavixy yn (Ameri-
can Land), 1lias Venezis recounted how Marion
Anderson sang spirituals in the Afro-American
churches of Harlem; see Ilias Venezis, «Xdohep
'‘Evag KuwéCog oto Xdohep Pifeo toayovdd yia
) Toviyx ) Todm wov Lovoe oty moAtteio Tov
Tawx», Néa. Eotia, vol. 57, issue 663 (15 February
1955), p. 218-219.
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at Crown’s corpse even though he killed him, due to fearful superstitions about
looking at a dead man) and in terms of the characteristics of local figures (like
the wandering honeyman and the strawberry and crab vendors). This folkloric
element also manifested itself through the musical character of the songs influ-
enced by negro spirituals and blues, which were not familiar sounds to the ears
of the Broadway audience in 1935 at the opera’s first performance.”® Those musi-
cal folkloric elements can be found, for instance, in Clara’s aria «Summertime» in
the ballad style, when she sings lullabies to her baby; in the choral wailing «Gone,
Gone, Gone» and in Serena’s mourning aria «My Man’s Gone Now» sung over
the corpse of her dead husband Robbins; in the dramatic aria «Buzzard Song»,
where Porgy expresses his superstitions and fears about the impending collapse of
his love affair, when he sees a flying hawk that he takes to be a bad omen; in the
well-known anti-biblical song «It Ain’t Necessarily So», which Sportin’ Life sings
during the community picnic on Kittiwah Island; in the fishermen’s work song «It
Take a Long Pull to Get There»; in the prayer «Oh, Doctor Jesus», which the fear-
ful residents offer up to god to protect the fishermen of Catfish Row from the
storm; and in the desperate Porgy’s final song «Oh, Lawd, I'm on My Way», when
he decides to seek out Bess in far-off New York in his cart pulled by goats.* Final-
ly, the folkloric aspect also manifested itself through the scenographic depiction of
Catfish Row by the performance’s set designer, Wolfgang Roth, who had sought
out images of Afro-American southern settlements in public libraries and had
visited the real Cabbage Row in Charleston.”® The set depicted a communal yard
front stage with fishing nets spread out, surrounded in the distance and around the
perimeter of the stage by slummy two- and three-storey houses of the residents,
with balconies, doors and windows that opened and closed periodically, in order to
reveal the figures of those who lived there. The majority of the action unfolded in
that communal yard front stage. It was this set that appears in the coloured post-
er for the Greek performance of the opera, a copy of which has been preserved
at the Institute on the Federal Theatre Project and New Deal Culture, at George
Mason University.*

* Alpert, The Life and Times of Porgy and Bess,
p. 67-68.

the song styles in the opera, which express differ-
ent emotions in each case, whether individual or

“ At this juncture, it is important to note that
the songs «Buzzard Song», «Roll Them Bones»,
«I Ain’t Got No Shame», quite a few of Porgy’s
solos, the vignette when six different prayers are
presented in song form in different keys with-
out orchestra during the storm, and the Jasbo
Brown solo piano scene, which had been cut by
Gershwin himself during rehearsals and in the
first performances of the opera in 1935, were
incorporated back into the performance by the
director in charge of the opera’s world tour, Rob-
ert Breen; see ibid., p. 153, 163 and Swain, The
Broadway Musical, p. 54-55. On the diversity of

collective, see Crawford, America’s Musical Life,
p. 678-679.

* Alpert, The Life and Times of Porgy and Bess,
p. 163, 166.

“The coloured poster was published by Alpert,
ibid., in the un-numbered pages between pages 150
and 151. The same basic set design was also used by
Sergei Soudeikine, when the opera was first staged
in 1935 by the Theatre Guild,and in the performance
of the dramatised novel of Heyward put on by the
Theatre Guild in 1927, featuring a set designed by
Cleon Throckmorton; see the photographs pub-
lished by Alpert, ibid., p. 102,106-109, 116.
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The aforementioned folkloric aspects of the music, dramatic plot and set
design were precisely what captured the interest of the opera’s music critics in
Greece. Some of them had a hard time assigning the musical work to a specific
genre, as they were accustomed to the European operas and lyric comedies they
normally heard. Other critics welcomed the blend of ethnic musical elements with
the canon of the European musical tradition, while others still showed a more dar-
ing forbearance for the composer’s «deviations», and in fact praised the power of
his music to convey universal emotions. In short, the Greek critics moved within
the same circle of concerns that their American colleagues did, whose stance had
in fact forced Robert Breen to promote the work as a musical drama rather than
as an opera, in order to avoid complaints about its genre classification.*

Manolis Kalomiris, for example, referred to Gershwin’s remarkable composi-
tional ability in blending negro folk music which conveyed the emotional world of
the Afro-Americans, on the one hand, with the complicated harmony and coun-
terpoint of modern European music, on the other hand.® Kimon Lolos, who had
attended the performance at Ziegfeld Theatre on Broadway in 1953, also made
extensive reference to the authentic folk quality of both the music and the opera’s
dramaturgical style, stating that negro folk music and jazz could now form the ba-
sis for serious compositions. In fact, he compared the composer’s contribution to
the world of music overall with the corresponding contribution that choreogra-
pher Agnes DeMille had offered to Broadway musicals. Although he recognised
that the opera’s dynamism and musical originality may well have taken the lis-
tener by surprise even in that day and age —accustomed as he was to the tearful
European melodrama of the Romantic tradition— and although he also admitted
that Gershwin had incorporated the rhythms, motifs and techniques of jazz into
his work in a more substantial way than Ravel and Stravinsky had, he nonetheless
concluded that the composer did not maintain any consistent architectural line
in his composition. That fact was also clear in the case of the opera Porgy and
Bess, which did contain lively music and a briskly paced plot, but did not possess
a clear architectural structure in terms of the music.* Avra Theodoropoulou was
astonished by the sui generis nature of the music and found it hard to classify the
work as either some type of opera or as an operetta. In the end, she enlisted it in
the genre of musical comedy with jazz beats and negro religious songs, which de-
picted a realistic image of Afro-Americans’ life; a musical comedy that sometimes
strayed from folklore and moved towards the Verist musical style of Mascagni or
Puccini.®® On the contrary, D. A. Hamoudopoulos appeared to applaud the com-
poser’s deviation from official musical styles and the strictly segregated categories

4 Ibid., p. 179. TTopy»v xarw Mmegs e’ gurauQiat TG ¥OEoLvNg
“ Manolis Kalomiris, «AONVaixd exoottetodm- “mowtng” €5 To Baoxov», in the newspaper
oa. Evtunwoelg amd v yBeowvny “momtnyv”. ElevBepia, 21 January 1955, p. 2.

Iopyxv xar Mreg», in the newspaper EOvog, 21 % Avra S. Theodoropoulou, «H povown», Néa
January 1955, no. 12557, p. 2. Eortia,vol.57,issue 662 (1 February 1955), p. 206-207.

4 Kimon Lolos, «<H 6mtega tov TCwetL Itégoouty
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of «serious» and «light / popular» music. He particularly appreciated Gershwin’s
artistry in composing pieces for soloists, and the primary dramatic and psychologi-
cal role of the orchestra, which supported the stage action. He also referred to the
universal dimension of the composer’s negro folk melodies, which expressed the
entire range of emotions experienced by this folk community: from violence and
primitivism (such as the sensual dances) to darkness, sadness and the tragic (such
as the wailing songs), from joy, calm and sweetness (the lullabies and the erotic
confessions’ songs) to humour (the travelling salesmen’s songs).%

Even though they were unaware of it, most Greek music critics in 1955 were
propounding the same views expressed by contemporary music and theatre critics
about the functionality of «ethnic / folk opera», where the «folk» as a group which
acts as one, is transformed into a major dramatic character in a musical work. In
1990 Joseph P. Swain mentioned the disconnected, separate vignettes of the opera
that happen in the sidelines of the main action, which provide an opportunity to
showcase the Catfish Row community as a single dramatic character, with its own
collective fears, emotions and superstitions as a group, whose members possess the
sense of solidarity and of interdependence against the world of the «white folk».%

Along with the acting and operatic skills of the Afro-American actors / sing-
ers who were alone considered suitable for performing the roles, since, according
to M. Karagatsis, Porgy and Bess was not like Madame Butterfly, where Puccini
put the melodies of Sorento into the mouths of Japanese women, making each
Neapolitan prima donna capable of performing the Japanese Geisha,* it was Rob-
ert Breen’s stage direction that was the second main element that impressed the
Greek theatre critics. Chr. [konomou recorded Breen working during the rehears-
als in the reception hall of the Royal Theatre. He described the way he directed
the movements and expressions of the leading actors / singers and ensembles us-
ing whistles and placing great emphasis on a strict pace.>

We now know from the descriptions of modern American theatre historians
that Breen was one of the first American stage directors who realised the poten-
tial afforded by the opera genre, because until then opera directors did not usually
derive from the world of prose theatre. In the specific performance, he created
fast-paced action on stage, with opening and closing doors and with numerous ac-
tors in continuous motion, which the famous American critic George Jean Nathan
dubbed in his peevish way as «continual stage hysteria».®® However, what had an-

*t D. A. Hamoudopoulos, «To 6¢atgo. I[Togyxv
xaw Mmegs tov TCwoT Trégoouy o0to Baoihrod
O¢ato», in the newspaper Eievbepia, 22 Janu-
ary 1955, p. 2. The importance of collective pas-
sions and emotions of the dramatic heroes is
mentioned by the article entitled «Eig 1o EOvizov
O¢atoov. H mpoyOeowi moegwéoa tov I1opyxv
xaw Mmegs. Meydho nodMTeyvind yeyovoc», in
the newspaper Eumog, 22 January 1955, p. 2.

52 Swain, The Broadway Musical, p. 57-59.

% M. Karagatsis, «O [Idgyxv xt n Mmeg, €vo.
1010TVIT0 PEhOdQOuO», in the newspaper Boadvv,
20 January 1955, reprinted in losif Vivilakis (ed.),
M. Kagayatons. Kowwnyp Oedtoov, 1946-1960,
Biphomwheiov g “Eotiog”, Athens 1999, p. 359.
% Chr. Ikonomou, «To ITogyxv xatw Mmesg yon-
TeveL 1o OVornoho ABNvaindv xowov», in the
newspaper Eumodg, 22 January 1955, p. 7.

% Quoted in Alpert, The Life and Times of Porgy
and Bess, p. 185, 246.
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noyed George Jean Nathan on the contrary impressed the Greek critics, such as
Gerasimos Stavrou, Angelos Terzakis, Eleni Ourani (Alkis Thrylos) and Manolis
Kalomiris, who referred to the breakneck, exuberant, Dionysian and spontaneous
—yet strictly directed— pace of the performance, which conveyed every stage detail
in an accurate, disciplined and uniform manner. They admired Breen’s skilful ar-
rangements of a large number of actors on stage, the fluctuating lighting which
emphasised the emotional changes experienced by the dramatis personae, and the
clearly visible, fluid movements of the actors.®® Terzakis, in particular, character-
ised Breen’s directorial efforts as «stylised realism», where «doors, windows, lad-
ders all come to life, oscillate and writhe»,%” while the columnist of the newspa-
per Eumoog applauded, under the pseudonym «O Attikos», the achievements of
American stage realism, which had died out in Europe.®

Apart from the aesthetic / artistic impressions left by the performance’s tour, the
production revealed an additional, significant singularity, which the opera had not
revealed when it was first staged in 1935, and first revived in the period 1942-1944.
That singularity was connected with the historical, political, diplomatic and ideolog-
ical parameters of the new age, which also affected the global cultural landscape,
and were associated with the international stability required in the Cold War age. It
is well-known that after World War II and the death of European colonialism, the
USA as an industrial and military superpower in its attempt to come out of its pre-
war isolationism, established a new informal, modern system of imperium around
the globe, which did not formally abolished national sovereignty, but was based on
joint sovereignty, i.e. on the active consent of European governments and the Eu-
ropean elite, in order for a destroyed Europe to enjoy economic and social relief
far from the dangers and sphere of influence of communism. This process has been
characterised as «nation-building». For that reason, alongside the influx of economic
aid into post-war Greece under the Marshall Plan during the presidency of Harry
Truman, and the attempt to spread the American capitalist model around the globe,
there was also American interference —which had a firm legal basis— in the public
functions of Greek post-war governments.>

% G. Stavrou, «To OpEQXAVIZO OUYRQOTNUA
TOV VEYQWV noluteyvov. Topyxv xaw Mmeg
tov Trégoouy nar Xévyovagvt oto EOvixd
O¢0tQo», in the newspaper H Avyi, 22 Janu-
ary 1955, no. 697, p. 2; Alkis Thrylos, «To 6¢atgo.
‘Eva Oeotoud  yeyovog nal UEQUrEG  XOAEG
naQaotdoels», Néa Eatia, vol. 57, issue 662 (1
February 1955), p. 203-204; Manolis Kalomiris,
«Abnvaind emoottetodmea. Evivnmoes amd
mv y0eowny “mowtnv’. ITéoyxv xar Mmeg»,
in the newspaper Efvog, 21 January 1955, no.
12557, p. 2; Angelos Terzakis, «Amod to O¢otoa.
T1opy»v xauw Mmeg aitd 10 Hlao0 TV VEYOWV»»,
in the newspaper To Brjua, 21 January 1955,

no. 2971, p. 2; «Eig 10 EOvixov Ofatgov. H
mooyfeowvi} moewéoa tov ITopyxv xaw Mmegs.
Meydho xolhteyvind yeyovos», in the newspa-
per Eumodg, 22 January 1955, p. 2.

5 Angelos Terzakis, «Ano ta O¢atoa. I1ooyxv
xat Mmes amd 1o Olaco tov vEYQowv», in the
newspaper To Bnjua, 21 January 1955, no. 2971,
p.2.

% O Attikos, «Attxd nuegovixrtio. H magd-
otaols. To mohodv Oéua», in the newspaper
FEumoog, 29 January 1955, p. 2.

% On this issue, see Polymeris Voglis, «Néeg
noQ@ég nuoraytas. Kootwn avoaovyrodtnon
%o apeguwoviny) mohtinyy oty EALGda, 1945-
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This informal —yet substantial- American suzerainty / protection of Greece,
which functioned as a form of «empire by invitation» or «empire by integration»,*
was not limited solely to the economic, military and administrative level, but also
spread into the cultural realm, since the sale of American products went hand in
hand with the sale of American ideas —read propaganda— and the spread of the
American way of life, ideology, culture and entertainment into the Old World. In
this way, America proclaimed itself the leader of the free world and of democracy.
In the context of the State Department’s post-War efforts to control the flow of
information, to shape public opinion and direct public behaviour, as part of its
cultural diplomacy in the Western hemisphere (via radio, cinema, the daily and
periodical press, art exhibitions, theatre / dance / music shows, sporting events,
universities and libraries), a branch of the US Information Service (USIS) was
therefore established in Greece in 1947. A diverse range of cultural and educa-
tional exchange programmes between Europe and the USA were also launched,
in order to construct a positive picture of America in Europe, under the supposed
threat of the spread of communism and leftist propaganda. From 1946 onwards,
the International Educational Exchange Program (also known as the Fulbright
Program) was the best known of those cultural and educational institutions, and
equally well known were the radio programme «The Voice of America» and the
Hellenic American Union, which were also composed by USIS, bringing together
countries across the ocean on an economic and cultural level.®

One indication of this situation in the theatrical world is that quite a few
Greek artists visited America during the 1950s within the context of cultural ex-
changes, following official invitations from the US Government. That happened
in the case of the National Theatre, which crossed the Atlantic in 1952. Lead by
the pair Alexis Minotis — Katina Paxinou, the National Theatre gave twenty-three
performances of ancient tragedy at the Mark Hellinger Theatre on Broadway,
while the National Theatre director at that time, Karolos Koun, and general di-

1952», in Polymeris Voglis — loanna Laliotou —
Giannis Papatheodorou (eds), O mewaouos tng
avroxgatopiog, Metaiymo, Athens 2006, p. 105-
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sion of the communist threat by the USA, see
also David W. Ellwood, Rebuilding Europe. West-
ern Europe, America and Postwar Reconstruction,
Longman, London 1992, p. 92.

% The concept of post-war American hegemony
in Europe as a type of «empire by invitation»
or «empire by integration» is examined by Geir
Lundestad, Empire by Integration. The United
States and European Integration, 1945-1997, Ox-
ford University Press, Oxford 1998.

& On the issue of US cultural and ideological
propaganda in Greece between 1947-1974, see
Ioannis D. Stefanidis, «Telling America’s Story:

US Propaganda Operations and Greek Public
Relations», Journal of the Hellenic Diaspora,
vol. 30/1 (2004), p. 39-95. The post-war cultural
exchanges between America and Europe are
also discussed by Richard Pells, Not Like Us.
How Europeans Have Loved, Hated and Trans-
formed American Culture Since World War 11,
Basic Books, New York 1997, p. 95-133 and Frank
Ninkovich, The Diplomacy of Ideas. US Foreign
Policy and Cultural Relations, 1938-1950, Cam-
bridge University Press, Cambridge 1981, p. 139-
167. On the Fulbright Program, which had been
introduced to Greece in 1949, as well as to Eng-
land, Belgium, Luxembourg, Italy and France,
see Isabel Avila Maurer, «The Fulbright Act in
Operation», Far Eastern Survey, vol. 18, no. 9 (4
May 1949), p. 104-107.
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rector, Giorgos Theotokas, studied the structure of US «arena theatre» and gave
recorded talks on the «Voice of America» radio show, as well as lectures about
modern Greek theatre at US universities.®? The National Theatre’s performances
in America were given under the aegis of ANTA, run by Robert Breen, later to
become director and producer of the Porgy and Bess world tour, as we learn from
a 1955 newspaper report.®

Since USIS was interested in exploiting European and Athenian youth’s de-
mand for jazz, popular American song, Broadway theatre and Hollywood film in-
dustry, it is clear that the four-year long Porgy and Bess tour was part of an effort
at global mass export of popular American culture under the presidency of Harry
Truman and then under Dwight Eisenhower. By extension, the tour was also part
of an attempt to promote US foreign policy and diplomacy, in order to keep Eu-
rope safe from communist influence; an attempt supported by the government of
A. Papagos and K. Karamanlis immediately after the end of the Korean War.* So
the issue of the Everyman Opera’s transatlantic tour being funded directly by the
State Department under the presidencies of Truman and Eisenhower, as part of
America’s cultural propaganda, was a «<common secret» and was recorded both by
contemporary historians who examined the company’s world tour and by Greek
newspaper journalists in 1955.%

By sending the opera on a world tour, the American leadership wished to
eagerly present a modern, positive image of the USA abroad, and above all to

8 On this issue, see Areti Vasiliou, «<H gioayoyr
%o 1 ®aBEgwaon g doauatoveyiag tov Ten-
nessee Williams amd to Ofatgoo Téxvng tou
Kdgorov Kovvs, in Exi Evgot axuis. lotoguxd.
Neoednvixot Oedtoov, p. 471-473.

& Minotis referred to the National Theatre’s coop-
eration with the US organisation ANTA in New
York back in 1952, when he officially addressed
the Afro-American company and Robert Breen
at the official dinner at the «Averof» restaurant,
on behalf of the Hellenic Centre of the Interna-
tional Theatre Institute in 1955; see «AOnvoird
ELO0LTETQAWQO. BeaTourd véoy, in the newspa-
per ‘E6vog, 24 January 1955, no. 12559, p. 2.

& See Stefanidis, «Telling America’s Story...», p.
47,59, 65,71, on the fact that US jazz and popular
culture was exploited by USIS for propaganda
purposes, and the fact that US foreign policy was
supported by the governments of Papagos and
Karamanlis.

% «Another thing that caught my attention
was the warmth which the official US authori-
ties showed to the performances by this negro
company. Some said —and this view is quite
widespread— that white America wants to show
the whole world that everything written about
racial discrimination —which was once one of

the most dramatic issues in American life— is a
myth. And that the purpose of this tour by this
negro company to all the countries of Europe,
which has Eisenhower’s blessing, is to tell the
whole world that the hatred whites have for
blacks is now irrevocably in the past»; see O At-
tikos, «ATtuxd MUEQOVUXTIA. MeQUrés EmOVEg
amo v zabnueown Corp, in the newspaper
Eumodg, 29 January 1955, p. 2. On the issue of the
State Department’s cultural propaganda via the
transatlantic tour of Porgy and Bess, see David
Monod, «“He Is a Cripple an’ Needs My Love™:
Porgy and Bess as Cold War Propaganda», in
Giles Scott-Smith — Hans Krabbendam (eds),
The Cultural War in Western Europe 1945-1960,
Roosevelt Study Center, the Netherlands, Frank
Cass, London — Portland 2003, p. 252-262, about
the premiere in Berlin and Vienna; J. H. Taylor,
«From Catfish Row to Red Square: Porgy and
Bess and the Politics of the Cold War», Theatre
InSight, 7/1 (1996), p. 29-35; the aforementioned
author has also completed the PhD Thesis: Am-
bassadors of the Arts: An Analysis of the Eisen-
hower Administration’s Incorporation of Porgy
and Bess into its Cold War Foreign Policy, Ohio
State University, 1994.



42 ARETI VASILIOU

spread propaganda about the elimination of racism in Cold War America, as well
as the need for mutual understanding among peoples. As Hollis Alpert affirms,
Truman had just managed to create a racially mixed army (1948), and racism cases
were being tried before the country’s Supreme Court, which had ordered the lift-
ing of racial segregation in public schools (1954). The next president, Eisenhower,
assisted by producer Blevins Davis, also realised early on the benefits of the Euro-
pean tour as part of anti-communist propaganda policy. Greek jurists and intellec-
tuals of the age, such as Konstantinos Tsatsos, were aware of those recent Ameri-
can rulings, which promoted the end of racial discrimination.®® The Americans
therefore had to demonstrate at any price to the countries of the Iron Curtain that
their leftist propaganda against America on the issue of racial discrimination was
unfounded. The Afro-American actors in Porgy and Bess had to prove precisely
that, by setting foot in the Eastern bloc countries, in the USSR and in Europe.®’

It was specifically for all those reasons that the company’s premiere in Ath-
ens was a high brow, political affair, attended by the Prime Minister Alexandros
Papagos, the head of the US economic mission, the entire diplomatic corps, cour-
tiers, admirals, generals, the ladies of the Royal Court of King Paul I of Greece
and Frederica of Hanover, ministers (such as S. Stefanopoulos, P. Kanellopoulos,
K. Tsaldaris, S. Venizelos, G. Papandreou, G. Rallis, E. Tsouderos, L. Makkas), uni-
versity professors and academics, intellectuals and actors (such as G. Theotokas,
S. Melas, K. Tsatsos, K. Th. Dimaras, I. Papanoutsos, M. Mercouri, V. Logothetidis,
Miranda Myrat, A. Minotis, K. Paxinou and Mary Aroni).%® After the premiere, the
American Ambassador to Greece, Cavendish Cannon, held a reception for mem-
bers of the opera company and Greek VIPs at the Hotel Grande Bretagne. The
previous evening he had invited representatives of the political and artistic world
to his residence, where he had presented the cast of the opera, accompanying as a
pianist spirituals sung by the Afro-American actors.®® The Hellenic Centre of the
International Theatre Institute, under the presidency of Vasilis Logothetidis, also

% Alpert, The Life and Times of Porgy and Bess, p.
146, 160, 176, 179-180, 188, 189, 208, 211 and Kon-
stantinos Tsatsos, «ZTig QILeS TG AUEQULOVIXIG
Anuoxgartiag», Néa Eotia, vol. 58, issue 683
(Christmas 1955), p. 227-229.

5 Frances Stonor Saunders, The Cultural Cold
War. The CIA and the World of Arts and Letters,
The New Press, New York 2000, p. 291.

% D. A. Hamoudopoulos, «To 0¢atgo. ITdoyxv
xat Mmegs tov TCwetE Mvépoouwy oto Baouxd
O¢ato», in the newspaper Eievbeoia, 22 Janu-
ary 1955, p. 2; «@eatouwd», in the newspaper
‘E6vog, 21 January 1955, no. 12557, p. 2; Achil-
leas Mamakis, «ABONvaind €mOOLTETQAMQO.
M gopd. v gfdoudda. Ta “Oeatound Néa”
ELROVOYQUPNUEVO», in the newspaper Efvog, 22
January 1955, no. 12558, p. 2; The Athenian, «Amo

v AOnvaio. Koowxrd véa, in the newspaper
'Efvog, 22 January 1955, no. 12558, p. 4.

8 Alpert published a photograph of the Ameri-
can Ambassador, Cannon, at the piano. The
photo belongs to Ella Gerber, the singers’ vocal
coach; see The Life and Times of Porgy and Bess,
p- 201. Photography of baritone Irving Barnes
singing excerpts of Porgy and Bess at the Ameri-
can Ambassador’s residence, was published in the
newspaper Ta Néa; see «To 0¢atgov. H x0eowvr|
TEEMEQD TV VEYQWV», Tae Néa, 21 January 1955,
no. 2961, p. 2. On the American Ambassador’s
official reception at the Hotel Grande Bretagne
and at his residence the previous evening, see
«To Béatpov. Amope Ba 0001 g to EOvinodv i
TOWTY) TO.QAOTACLS TWV VEYQWV», in the newspa-
per Ta Néa, 20 January 1955, no. 2960, p. 2.
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hosted a farewell dinner for the Afro-American artists at the «Averof» restaurant,
attended by a large number of Greek actors, and American and Greek VIPs.™
Despite considerable US and Greek government mobilisation and despite
the formal assurances from Afro-American actors at the official Athens press
conference, in the presence of the USIS representative,” that racial discrimina-
tion had ceased across all of America —a fact that of course was not true, since
the US Afro-American community continued to protest outside the State Depart-
ment in 1955 and in Congress about the negative and generalised stereotypical
images of its identity portrayed in the opera, which aided Soviet Anti-american
propaganda—,” a large section of the Greek theatre critics and journalists were not
persuaded about the purity of America’s intentions on the issue of the elimination
of racial discrimination in the USA. Consequently, American political and ideo-
logical propaganda, hidden beneath the artistic mask, was partially in vain, since at
that time American foreign policy was in conflict with Greek foreign policy on the
Cyprus Question during the armed Greek-Cypriot anti-colonial struggle against
the English, who prevented Greek nationalistic visions becoming a reality. Dem-
onstrations in Athens of that time manifested the general Greek anti-Western
sentiment. As a consequence, there were few critics of the opera’s performance
who failed to bring to the fore the issue of the racial treatment of Afro-Americans
in the strongest of tones, despite their polite, standard words of wishful thinking
about international cooperation and the mutual understanding of peoples.”
Apart from some intellectuals, who either referred to the «deterioration of the
species» due to the potential biological miscegenation of the races (K. Tsatsos),™

0 «ABNVOIrG EROOLTETQAWQO. OeaTOUHA VEU»,
in the newspaper E6vog, 24 January 1955, no.
12559, p. 2.

" At the company’s press conference on 18 Janu-
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Afro-American actor Edna Rice stated that the
issue of racial discrimination no longer affected
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Stavrou, «To Eévo xolMTe)VIRO GUYXQOTU OTO
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the newspaper H Avyi, 19 January 1955, no. 694,
p- 2. It should be noted that G. Stavrou spelled
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Milan, in Alpert, The Life and Times of Porgy and
Bess, on the unnumbered pages between pages
150 and 151.

2 Porgy and Bess may well have been staged at
the Dallas Opera in 1952 before a racially mixed
audience, at the request of Robert Breen, but the
Afro-American community in the USA of the

1950s continued to officially protest about the in-
sulting racial stereotypes in the opera, and about
the almost non-existent professional presence of
Afro-American actors on American stages; ibid.,
p- 167-168, 180-182.

" For similarly anodyne words about the remov-
al of racial discrimination in the arts and about
the openly friendly relations between Afro-
American actors and their Greek colleagues, see
S. Grigoris, «ATtd avyr| o€ avyn. AuTtd TEETEL VO
Aéyovtow, in the newspaper H Avyi, 20 January
1955, p. 2.

™ After recounting the recent US case law on the
abolition of racial discrimination, K. Tsatsos con-
cluded that, «Theirs is the lowest level of intellect
[referring to the Afro-Americans]. That must be
attributed to the meagre educational and finan-
cial means, which blacks had until now, and to the
inescapable fact that compared to whites, they are
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sexuality. On this point, the two races are perma-
nently set apart by physical tendencies. No policy,
no moral authority can reverse this difference.



44 ARETI VASILIOU

or to an exclusively «aesthetic» problem caused by racial intermarriage,”™ there
were others, like Gerasimos Stavrou and Giorgos Fteris, who criticised the opera’s
content because of its inability to speak frankly and unhypocritically about the
basic human rights of the Afro-Americans and the modern, dire conditions, under
which they lived. The unrestrained primitivism, violence, sense of gloom and «un-
controlled» sensualism that dominate the opera, provoked sadness in G. Stavrou
of the left-wing newspaper Avgi, since they covered over all hints of joy, health,
or hope for the potential future improvement of the social position and living
standards of the black race. He declared, that he did not want to believe that the
specific opera represented modern American art and the spirit of the American
people, since that was completely disheartening for the future of the USA and the
respect of Afro-Americans’ civil rights.”® Consequently, this specific left-wing critic
deplored the presentation of racial primitivism. In other words, he deplored pre-
cisely that element stereotypically praised by the «superior white race», whenever
white people referred in derogatory terms to the supposedly spontaneous, primi-
tive and «pure» / naive art of the «black race».

G. Fteris presents an utterly clear-cut, realistic and insightful picture of the hy-
pocrisy of the American ideological propaganda concerning the racial issue. He was
the only critic who dared to suspect it and who also dared to officially depict it. He
revealed the hidden political expediencies behind Porgy and Bess’ transatlantic tour,
and the inconsistencies between the actual race situation in the USA and the image
the State Department’s cultural foreign policy wished to portray abroad, as a type of
double morality, i.e. diplomacy, during the Cold War. As G. Fteris stated in the col-

umns of the centrist newspaper To Brjua, without mincing his words:

Perhaps, if the current low levels of intermarriag-
es between blacks and whites were to increase,
we would have biological results similar to those
presented by the mulattos of Central America: a
deterioration of the species»; see Tsatsos, «Ztig
oileg tng Apeguravirng AnuoxrQatiog», p. 229.
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naOnueowvn Cw», in the newspaper Eumodg, 29
January 1955, p. 2.

® «The work is neither a simplistic étude de moe-
urs, even though it is filled to the brim with folk-
loristic elements. The love between the crippled

Porgy and the prostitute Bess is only character-
ized by primitive instincts; there is nowhere a
glimmer of joy, health or hope. From start to fin-
ish, the work is dominated by an uncontrolled all-
encompassing sensualism, a depression and fear,
far from everything that composes the dire life
of the negroes; as if to say that primitive instincts
only, and nothing else, is responsible for the mis-
ery of the negro slum, Catfish Row, in Charles-
ton, South Carolina. For that reason, there is no
salvation. Thus, from this so sad tale of Porgy and
Bess there is no glimmer anywhere of some form
of emotion, not even the emotions provoked
by melodramatic romances. The work’s violent
tone and dark aspects weigh heavy on the story;
crushing feelings, pushing our interest away and
frequently giving rise to revulsion. Is that the pur-
pose of art?»; see G. Stavrou, «To aueouedvino
GUYRQOTNUA TWV VEYQWV XaAMTEXVOV. TTo0Y>V
xaw Mmeg toov Trégoouy nar XEuyouoQvt 0to
EOviv6 ©¢atoo», in the newspaper H Avyn, 22
January 1955, no. 697, p. 2.
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We feel impelled to ask this question, because otherwise we will burst —
besides, in addition to ourselves, there are quite a few other curious individu-
als out there, who would like to ask the same thing: —has the old discrimina-
tion between whites and blacks been abolished recently in America without
us learning about it? I'm asking because here in Greece, and in Athens in
particular, it has been abolished. There is not the slightest doubt about that.
It was not abolished by the Greeks of course, who have nothing in common
with the blacks, though, if you think long and hard about it, they too are in a
somewhat miserable situation with all the calamities, which have beset them.
It has been abolished by the Americans, and by the most official of them to
boot. Have you not seen how they treat the black artists from the day they
arrived here? They treat them most royally, the jewel in their crown, their
pride and joy, so to speak. Receptions at the Embassy, high society gather-
ings at a major hotel in their honour, special invitations to the theatre in
their honour too; in short, an entire kerfuffle to signal the fact, that a re-
markable artistic ensemble of blacks from America has made an appearance
in Athens. At this point, we need to pose a second question to expound upon
the first, precisely because we wish to explore what these events in Athens
mean and so consolidate the joy we feel seeing the white American offi-
cials here show such moving interest in their coloured fellow countrymen.
—What would happen, if there was a way for the negroes we are hosting in
the Greek capital, on leaving the performance at the Royal Theatre, to enter
the rooms of a hotel in America on a par with our own Grande Bretagne?
Would they be just as welcomed by the American audience and would they
enjoy the same heart-warming reception from American officials? Or would
they be barred from entering? Or would the whites take to protesting, if the
negroes managed to slip in? If the second is considered more likely, all this
to-do about negroes has no meaning; putting of course the artistic value of
the performances to one side. Not to mention that it puts in a difficult posi-
tion all those who still believe in America, in its morals, in the deeper merit
of its politics. How is it that artists frowned upon for their colour within their
own country in a quite indescribable, inhumanely degrading manner, are
being paraded with pride abroad by the official representatives of that self-
same country? And the fact that the negroes, the blacks, are looked down
upon in such a degrading manner, is sadly not a matter for discussion. There
is an entire literature on this matter, a wealth of theatrical plays inspired by
the same topic. There is information on this matter that comes from America
every so often, research carried out by foreign intellectuals and journalists.
[...] And how can the black man not hate the white man, since the former
is humiliated by the latter, in ways that not even the basest of pets has ever
been humiliated by man! [...] And as the ban becomes all the most obvious
with the passage of time, the blacks sense in the air the offensive repulsion
of the whites. The poetry of the blacks feeds on this, a poetry full of bitter-
ness and the pain of slavery. From the time of the first black poet, [George
Moses] Horton, who curses the hour he was born, that he came into this
tortured world. Thus has developed the black literary tradition in America
over the years. Nothing pleasant in its expressions. Full of grievance, despair
and anguish. So much, so that it has become an almost organic element of
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that tradition, a low-pitched grief, inherited from past generations and trans-
ferred all the more to new generations. [...] Until [Frances Ellen Watkins]
Harper’s song «Bury Me in a Free Land» was heard —that is the title of the
poem and the great longing of the woman who wrote it. <Make me a grave
where’er you will. / In a lowly plain, or a lofty hill; / Make it among earth’s
humblest graves./ But not in a land where men are slaves...». Of course, later
certain liberal political reforms were made, especially from the War onwards,
but in a spirit that was clearly charitable, and precisely for that reason, the
situation of the blacks has not changed. [...] That is why the expression of of-
ficial American interest in the negroes forced us to express our reservations.
If everything done for the artists here cannot be done in America, then it is
all pointless. You may well ask, what matter is it to us? We do care, because
we rely on the US and we need to be informed each time about the meaning
of its steps.”’

The fact that US ideological propaganda via art had failed, was also demonstrated
two days later in a series of articles in the centrist newspaper Ta Néa, which came
right on top of the article by G. Fteris mentioned above. The anonymous publica-
tion of daily articles in serialised form, under the general title «<He’s black — Grab
him! Blacks and Whites. Whites and Blacks», from 25 to 29 January, referred to
contemporary racial discrimination, which still remained unresolved in the USA.
Citing various extracts from contemporary travel writings by European and
Greek intellectuals and statistical studies by contemporary public affairs writ-
ers (such as Simone de Beauvoir’s L’Amérique au jour le jour, 1948, Spyros Me-
las” Aueowij [America), 1952, and Les Etats-Unis d’aujourd’hui and Tableau des
Etats-Unis by the French academic, geographer, sociologist, historian and political
commentator André Siegfried, 1927 & 1954 respectively), the articles reported on
contemporaneous incidents of racial discrimination at American universities, de-
spite the official legislative provisions in place. They also referred to the existing
sexual and artistic racism, especially when the artistic achievements came from
Afro-Americans and to the backward situation that prevailed in the American
South, and also in the seat of the White House in Washington, where the racist
«Jim Crow laws» were retained in effect despite the progressive New Deal policy
under Roosevelt.”™

" Giorgos Fteris, «<Me thv gvxrougla Tov maQa-
otdoemv. H Apeounr) xo oL véyQouws, in the news-
paper To Brjua, 23 January 1955, no. 2972, p. 1-2.
% «Eivolr povgog — mdote tov! Mavgol xou
hevrég. Agvxrol xwou pavees. H uebdorog twv
dvo emdeQuidwv», in the newspaper Tu Néa,
24 January 1955, no. 2963, p. 1, 5; «Eivol povgog
— mdote Tov! Mool xon Aevrés. Aguxol xau
novees. Ou EAAMvooueQuravol xat oL vEyQow,
in the newspaper 7o Néa, 25 January 1955, no.

2964, p. 1,5; «Elval pagog — mmidote tov! Mavgot
%o hevrég. Agvrot xon paees. OL vEyQoL %ol oL
AueQureavideg», in the newspaper Ta Néa, 26 Jan-
uary 1955,n0.2965, p. 1,5; «Eivou patgog — md.ote
tov! Mavgot xow Aevréc. Agvrol now povges. Ta
oxndavdoha g Ovdowvyxtov», in the newspa-
per To. Néa, 27 January 1955, no. 2966, p. 1, 5;
«Elvouw pagog — mdote tov! Mavgot now hevréc.
Agvrol xou pavees. Mavoo xoL to ZOdoua not
T'opoga», in the newspaper Ta Néa, 28 January
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In the final analysis, American post-war exportation of Afro-American culture
and jazz proved to be problematic, just like the issue of the multiracial composi-
tion of America and American racism in the early years of the Cold War. For those
wishing to present a glowing image of the USA as a country of freedom and equal-
ity, racial prejudice was a dark spot, which could be exploited by Soviet propagan-
da.”® American cultural propaganda may not have persuaded the Greeks about the
USA'’s honest intentions, but the arrival of the Everyman Opera, financed directly
by the State Department, did give Greek journalists, critics and intellectuals the
chance to deal with the issue of the modern social position of the Afro-Americans
for the first time in a serious manner, at a time when Afro-American demands
within American society were culminating to a climax. Of course, the issue may not
have been of direct concern to Greek society, as G. Fteris stated in his column in the
newspaper To Brjua, but it was of indirect and timely concern, since in the post-war
period America portrayed itself as the defender and guarantor of global democracy,
egalitarianism, liberal ideals and the economic prosperity for the peoples of Europe,
including —quite naturally— the post-civil war Greece of the 1950s.

In the world of theatre, this concern with the way of life of the Afro-Americans
in Gershwin’s opera, though focusing on its superficial folkloristic aspects —this
point being stressed again three years later in 1958 by Marios Ploritis—,* came in
addition to a small circle of post-war performances of American and European
plays staged in Greece, that dealt with the issue of racial discrimination against
the Afro-Americans. Jean-Paul Sartre’s La putain respectueuse had been staged in
1948 by Karolos Koun and performed by Katerina Andreadi’s theatre company.
Koun also directed Eugene O’Neill’s drama All God’s Chillun Got Wings at the
Theatro Technis (O©¢atgo Téyvng) that same year.® In addition, while Gershwin’s
opera was being performed in Athens, another drama (just like O’Neill’s work
mentioned above), which related to racial prejudice as a barrier to the love be-
tween an Afro-American US army officer and a senator’s daughter (Deep are the
roots by James Gow — Arnaud d’ Usseau,*?) was being performed in Athens at
the Theatro Athinon (@¢atgo AOnvav) by the company Helleniko Laiko The-
atro (EMAinvino Adind ©€atgo) of Manos Katrakis, starring Titos Vandis, Dafni
Skoura, Aliki Georgouli and Manos Katrakis.® Since Katrakis had got to know

1955, no. 2967, p. 1, 5; «Eivar pavgog — midote
tov! Mavgot xau hevrég. Agurot xan paves. Ot
oxhdfoL mov dev eTaVAOTATOUV, in the news-
paper Ta Néa, 29 January 1955, no. 2968, p. 1, 5.
" Walter L. Hixson, Parting the Curtain. Propa-
ganda, Culture and the Cold War, 1945-1961, Saint
Martin’s Press, New York 1997, p. 129-131, 145-
150, 198-204.

8 M. Ploritis, «Adyot ®L avtiloyot. To Gomo xau
T0 noo. 'Eva medfinua xi ou giteg Touv, in the
newspaper EdevOegia, 14 February 1958, p. 1, 5.
& Platon Mavromoustakos (ed.), Kdgolog Kovy.

O¢ mapaotdoeg, Movoeio Mmevanry, Athens
2008, p. 124-126.

8 Published in K. Nitsos’ journal Oéazoo (Sept.-
Oct. 1962), no. 5 translated by Dionysios Romas.

¥ «@¢ato, novowxy, €y v», in the newspaper
To Bijua, 15 January 1955, no. 2965, p. 2. Marios
Ploritis states that the play was first performed
in 1948 by Vaso Manolidou and Giorgos Pap-
pas’ theatre company at the Kotopouli Theatre;
see M. Ploritis, «Adyor % avtiboyot. To domeo
%o To oo, 'Eva tedPinua i ou gileg touv, in
the newspaper EAevOegia, 14 February 1958, p. 1,
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Afro-American actors from the Everyman Opera, many of them attended his
performance.®* However, up until then dramas (most American, but also European)
which dealt with the issue of race, were missing from that circle of plays. This mat-
ter was raised by Marios Ploritis, who alluded to the melodramas Octoroon by Dion
Bouricault (1859) and The Nigger by Edward Sheldon (1909), Paul Green’s drama /n
Abraham’s Bosom (1926), John Wexley’s drama They Shall Not Die (1934) and the
dramatised novel The Native Son by the Afro-American Richard Wright (1941).%

Despite the diplomatic and high society interest that the performances of Ger-
shwin’s opera garnered in Athens, we do not know if Porgy and Bess’ musical style
affected the way in which subsequent Greek musicians actually composed, or
whether in the end Avra Theodoropoulou’s advice to young composers was heed-
ed: «At least, let us hope that young composers will not feel the urge to imitate a
purely American art form; let them view this genre as an isolated phenomenon, a
musical curiosité all on its own».®® A musicologist may be able to provide clear an-
swers to that. As part of the research for this piece, we were merely able to identi-
fy some subsequent use of music from the opera itself at a dance performance and
some musical performances of excerpts in Greece.*” However, theatrologists can-
not help but notice that the combination of realistic overtones with the étude de
moeurs to be found in the music and themes of Gershwin’s opera, which the Athe-
nians ascertained in the 1955 performance, reappeared in dramaturgical terms the
following year, when the National Theatre staged The Seventh Day of Creation (H
EBOoun uéoa s dnuoveyiag), directed by Kostas Michaelidis, followed by the
Courtyard of Miracles (H avln twv Oavudtov) in 1957, directed by Karolos Koun
at the Theatro Technis. Both those Greek dramas by Iakovos Kambanellis did not,
of course, present the descendents of African slaves from the rice or cotton planta-
tions of South Carolina, nor their sad spirituals; nevertheless, they did present sim-
ilar Greeks, poor devils who were trying to survive by honest or dishonest means;
they did present the spirit of interdependence between the members of the folk /
petit bourgeois community living in humble, densely populated refugee housing
and neighbourhoods lined with dirt roads; finally, they did also present the collec-
tive emotions and passions expressed by lower social groups, ranging from love,
conviviality, hope and joy to betrayal, nostalgia, sorrow and tragedy.

5, and the review by Alkis Thrylos, «To 6¢atgo.
Awdipogeg mogaotdoels», Néa Eotia, vol. 57, is-
sue 660 (1 January 1955), p. 64-65.

# «O Blaoog TV VEYQWV 0T0 OEaTEo ABNVMV»,in
the newspaper H Avy, 19 January 1955, no. 694, p.
2; «To B¢atov. Etodovron gvtatind oL véygol
Ol TV oUELAVI)Y TV TTREWEQAY», in the news-
paper Ta Néa, 19 January 1955, no. 2959, p. 2; «To
O¢atov. H x0g0tv) moemuéQo Tmv veyomvy, in the
newspaper Ta Néa, 21 January 1955, no. 2961, p. 2.
% M. Ploritis, «<Adyot xt avtihoyot. To domoo %o
T0 uoo. ‘Eva meofinua xi ot giteg Tou, in the

newspaper Elev@egia, 14 February 1958, p. 1, 5.
% Avra S. Theodoropoulou, «H povowxn», Néa
Eotia,vol.57,issue 662 (1 February 1955), p. 207.
% More specifically, in 1956 Agapi Evangelidi
danced to the music of Porgy and Bess at the thea-
tre Kentriko (Kevtowo), with Kiki Papalouka’s
piano accompaniment; see «Peottdh %000V g
Avydaing Evoyyelidn», in the newspaper Eumoog,
14 April 1956, p. 2. In 1961, a musical evening with
excerpts from the opera has taken place at the Hel-
lenic American Union;see «Movoxo Boaduvos, in
the newspaper EAevOegia, 11 May 1962, p. 2.
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PER UNA RIGENERAZIONE DEI LEGAMI NEL MEDITERRANEOQO,
TRA SPIRITO RELIGIOSO E LAICO: I MISTERI DI TRAPANI

La Settimana Santa coinvolgeva ceti sociali, categorie di mastri artigiani e la-
voratori generici, pescatori, salinari, per non ricordarne che alcuni: essi erano
tutti impegnati nell’organizzare e nel gestire una complessa manifestazione,
resa possibile solo dal fatto che ognuno rispettava le regole assegnategli davan-
ti a un notaio. [...]

Relativamente alla funzione dei Misteri quali canali per convertire I'im-
maginario narrativo religioso in composizioni la cui evidenza teatrale é im-
mediatamente percepibile, basti riflettere sul fatto che analoghe «esibizioni»
del sacro in forma di teatro «vivente» sono presenti in aree immediatamente
prossime e piu in generale in tutti i Paesi cattolici. [...]

Se, come dice Eliade, i riti sono la forma operata dei miti, i Misteri di Tra-
pani, non diversamente da analoghe produzioni artistiche, ne sono la trasfor-
mazione in «figure» esemplari attraverso le quali la comunita stessa afferma la
propria volonta di continuare a permanere nel tempo.*

o studio che si offre all’attenzione del lettore ¢ il primo passo di una ricerca

che, almeno nelle intenzioni, si vorrebbe lunga e approfondita circa i feno-
meni antropologico-teatrali, rituali e religiosi esistenti in vari luoghi dell’area del
Mediterraneo.?

Indagare la matrice comune, gli elementi di continuita e discontinuita, le carat-
teristiche in genere e gli sviluppi di un cospicuo numero di rappresentazioni, sacre
e profane, in piccoli e grandi centri, ispirate da una commistione tra verita evange-
liche e creativita popolare, puo forse essere un viatico, perlomeno per lo studioso,
alla comprensione di cid che accomuna noi popoli affacciati su questo mare, uno
slancio al dialogo interculturale e alla riflessione sul Mediterraneo nella sua com-
plessita e sulle circostanze storiche e sociali di cui ¢ quotidianamente spettatore
attonito:

[...] quando la societa si riconosce impotente dinanzi a forze incontrollabili
ed oppressive o a negativita oggettivamente insuperabili. Allora subentra il
ricorso ad attivita mitico-rituali coinvolgenti, che sul piano simbolico tendo-

* Giacoma Pilato, Paolo Tinorio, I percorsi del dell’Archivio  Antropologico  Mediterraneo

sacro. 1 Misteri del Venerdi Santo a Trapani,
Palermo, Edizione Guida, 1993, p. 104 e p. 23-24.
2 Gli studi sul Mediterraneo sono cospicui,
molti e diversi fra loro gli approcci scientifici, i
riferimenti e gli ambiti di studio e di interesse, in
questa sede mi permetto di segnalare i contributi

on line dell’Universita degli Studi di Palermo
(Dipartimento di Beni Culturali - Studi Culturali
Sezione di Scienze umane, sociali e politiche) e
I'interessante progetto intrapreso dal M.A.M
Matriarchivio del Mediterraneo (http://www.
matriarchiviomediterraneo.org).



50 VALENTINA GARAVAGLIA

no alla realizzazione d’una catarsi psicologica collettiva. E allora il tempo
della “festa” con la sua atmosfera emozionale, rituale, simbolica.?

In questo tempo «della festa», la festa diventa necessaria, si carica di una valenza
escatologica, esorcizza la negativita dell’esistenza, attua su un piano di socialita —
tanto quanto il gioco, il teatro— 'uscita in una dimensione «fuori del tempo»,*

spinge il soggetto alla fuga, ad evadere dalle contingenze pilt 0 meno «bana-
li» del quotidiano per immergersi nel momento magico del «come se», che ¢
anche il momento del sacro e del caos primordiale.®

E lo fa attraverso le tecniche che stanno alla base dell’istituzione festiva, la danza,
la musica, le manifestazioni spettacolari e drammatiche e attraverso tutto cio che
invita a fronteggiare con vigore psichico e creativo le difficolta del quotidiano.

La festa ¢ una categoria della cultura, ¢ lo specchio e la risposta data dall’'uomo
alla propria condizione di precarieta.®

In questo contesto, fra le molteplici tipologie di festa cui si potrebbe fare rife-
rimento, I’attenzione si rivolge, in particolare, alla festa religiosa, per molte ragioni
contingenti, non ultimo un interesse personale per il tema religioso, argomento
mediatico di sofferente attualita.

In particolare, il racconto evangelico della Passione di Cristo, riattualizzato in
forma drammaturgica il Venerdi Santo a Trapani, ¢ una rappresentazione sacra
che desta I’attenzione dello storico del teatro per i molti elementi performativi
che ne connotano la fisionomia e ne determinano la forza emotiva: la narrazione
scenica, la scenografia, la musica, i protagonisti —uomini e gruppi statuari—, la core-
ografia della processione.

Ma facciamo un passo indietro. L’etimologia di religio, religione, rimanda a
significati incerti e contrastanti. Da essi ancora oggi, tuttavia, derivano i diversi
modi di intendere il rapporto di dipendenza dell’'uvomo nei confronti di un Essere
superiore.

Infatti, a seconda che si faccia derivare il termine religio dal modo d’intenderlo
da parte di Cicerone’ o da Lattanzio® o, infine, da Sant’ Agostino,’® esso rimanda al
significato di relegere, vale a dire «considerare, trattare con diligenza», oppure a
religare, cio¢ «vincolare, legare».

Sant’Agostino, infatti, che segue la linea tracciata da Cicerone, senza negare
tuttavia Lattanzio, fa derivare religio da religo, religere.

Queste considerazioni portano a riflettere su due degli aspetti del fenome-
no religioso, uno oggettivo, costituito dal complesso delle relazioni tra divinita e
uomo, I’altro soggettivo, vale a dire la consapevolezza della dipendenza e la conse-
guente disposizione dell’'uomo a rendere alla divinita il culto che le spetta.

% Vittorio Lanternari, Festa, carisma, apocalisse, 7 Marco Tullio Cicerone, De natura deorum ad M.
Palermo, Sellerio, 1983, p. 15. Brutum liber secundus 28,72.

4 Ivi, p. 21. 8 Lattanzio, Divinarum Institutionum liber IV, 28, 2.
5 Ivi, p. 30. ® Sant’ Agostino, De Civitate Dei contra paganos

& Ivi, p. 25. libri viginti duo X, 3, 2.
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Da quest’ultima riflessione deriva il termine «religiosita», inteso come puro
sentimento religioso che prescinde a volte da ogni manifestazione, perché ispirato
dal divino, con il quale si tenta di mettersi in contatto attraverso una serie di atti
di culto, siano essi verbali, come la preghiera, oppure di culto reale in cui vengono
compiute azioni che stabiliscono con la divinita una comunicazione che spesso si
riassume nel concetto di festa, appunto, nella sua triplice manifestazione, quella
del pellegrinaggio, della festa patronale e, infine, della sacra rappresentazione. Oc-
corre tuttavia tener presente che tutte e tre fanno capo a una forma narrata dalla
quale non si puo prescindere e che trova la sua origine nei riti di rigenerazione
che seguono tre momenti differenti, quello dell’ascesa, attraverso il quale 'uomo
s’innalza verso Dio, quello della discesa, attraverso il quale Dio tende all’'uomo,
infine, quello dell’incontro dove si celebra la riunione tra umano e divino.*

Questi tre momenti possono tradursi concretamente nei termini di sacrificio,
sacramento e mistero. Il rito misterico tende, quindi, a stabilire e ottenere un con-
tatto, rafforza il legame tra Dio e 'Uomo, andando a costituire la religiosita dell’u-
manita intera e, per alcuni sociologi come Durkheim,* a ritenere il fenomeno
religioso solo un aspetto sociale della collettivita, privato tuttavia della coscienza
religiosa del singolo.

E certo che, come ha dimostrato Durkheim, la religione & la forma archetipo del
rituale sociale. Egli giunge a stabilire che gli interessi religiosi sono la trasfigurazio-
ne simbolica del culto della societa, quindi, degli interessi morali e sociali, e che ogni
societa si da quegli dei di cui pitt ha bisogno per mantenere la sua coesione.

La religiosita, infatti, genera sempre coesione sociale e di conseguenza rituali
intenzionali, vale a dire istituzionalizzati, che secondo il modello drammaturgico
di Goffman, fanno parte di un determinato repertorio culturale al quale gli attori
sociali prendono parte in modo consapevole.*

Semplificando percid quanto espresso gia nel 1959 in La vita quotidiana come
rappresentazione® i gruppi sociali si dividono in due categorie: i gruppi di perfor-
mance e 1 gruppi di audience. La vita sociale ¢, appunto, una rappresentazione
(«metafora drammaturgica»), che i gruppi sociali mettono in scena di fronte ad
altri gruppi. D’altro canto,

10 Cfr. Mircea Eliade, Il mito dell’eterno ritorno,
Roma, Borla, 1968.

1 Ctfr. Emile Durkheim, Le forme elementari della
vita religiosa, Roma, Meltemi editore, 2005. Con
una dose di ambiguita mai disciolta, Durkheim
gioca il rapporto tra religione e societa nel doppio
senso di marcia, per cui la religione crea 'unita
del gruppo e, al tempo stesso, esprime la sua unita
preesistente. E in virti di questo doppio nesso tra
religione e societa che Le forme elementari ¢ un
trattato sugli aspetti sociali della religione e, al
tempo stesso, sugli aspetti religiosi della societa.
Le forme elementari si inseriva, nel 1912, anno in

cui ¢ stato scritto il saggio, in una conversazione
fatta di molte voci sulla natura e il futuro della
religione che animava le scienze delle religioni,
I’etnografia, la filosofia, la nascente sociologia;
lascia domande in sospeso, invita la modernita
occidentale a ripensarsi, senza tradire se stessa,
ma con coraggio e umilta, anziché compiacersi
dei propri valori.

2 Cfr. Laura Bovone, Giancarlo Rovati (a cura
di), L’ordine dell’interazione. La sociologia di
Erving Goffiman, Milano, Vita e Pensiero, 1992.
2 Cfr. Erving Goffman, La vita quotidiana come
rappresentazione, Bologna, I1 Mulino, 1997.
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se il teatro non tornera a offrirsi come un’esperienza dell’'umano, prima an-
cora di presentarsi come un processo o un prodotto esigibili, difficilmente
potra recuperare la propria identita, il proprio senso e la propria funzione
all’interno della societa, che lo ha generato —alle origini— come dimensione
formale/rituale, e percio spesso comunicabile, dell’essere persona al mondo.*

In un simile scenario la semiotica dello spettacolo pud fornire un contributo al
discorso antropologico sulle forme rappresentative spontanee —condotto a livello
formale o ipotetico— che hanno facilitato le mutazioni di una cultura. Occorre, in-

fatti, ricordare che

la semiotica della rappresentazione ¢ innanzi tutto una scienza della comu-
nicazione che si estende al ‘controllo’, alla ‘riflessione’ sulla comunicazione
stessa, e sul linguaggio composito ed eterogeneo, verbale e non verbale, che

esso usa.t®

Anche a proposito della festa, i segni-comportamenti collettivi ai quali la semi-
otica fa ricorso sono stati per lungo tempo confusi e ridotti nei loro significati, si
pensi al lessema ‘festa’ che in Occidente indica

un tempo di pienezza e di distensione nettamente distinto dal tempo lavora-
tivo. «Festoso», «festivo» si costituiscono semioticamente come una fase di
aggressivita gioiosa e liberante che pone in rapporto diretto e vissuto (erlebt)
con un diverso senso del tempo, quello che la scuola kerenyiana indicava
come Hohe Zeit, una fase dell’esplosione vitalistica del Dasein, dell’essere
nel mondo.*®

La festa, quindi, dal punto di vista semiotico, ¢ rappresentabile come una serie di
segni-comportamenti collettivi che la ricerca antropologica ¢ chiamata a decodi-
ficare su precisi criteri di analisi talvolta definiti, nella crescente «festologia», con

eccesso di approssimazione:!’

cio che fa essere riconoscibile una festa come tale non ¢ dato di saperlo una
volta per sempre, in un luogo e dappertutto, quasi si trattasse di categorie
universali. Cio che ¢ festa per una popolazione di livello etnologico puo es-
serlo per una societa industrializzata, ma ancora meglio, quale e dove ¢ il
senso di festa di un determinato istituto festivo ¢ dato di saperlo dentro le
specifiche «regole del gioco». E le regole del gioco sono i modi storici in cui
si combinano gli elementi strutturanti quella particolare formazione festiva,

dando esito ad uno specifico modello di produzione simbolica.'®

¥ Alessandro Pontremoli, Quore. Per un lavoro in
divenire. In Fabrizio Fiaschini (a cura di), La lotta
di Giacobbe. Inquietudini della fede nella scena
contemporanea, Corazzano (Pisa), Titivillus, 2013, p. 13.
5 Adriano Magli, Sulla semiotica dello spettacolo
in rapporto a una dinamica antropologica, in
Renato Tomasino (a cura di), Semiotica della
rappresentazione, Palermo, Flaccovio editore,
1984, p. 94.

¢ Alfonso di Nola, Varianti semiotiche della festa
e interpretabilita marxiana, in “il Ponte”, anno
XXXV, n. 6, giugno 1979, p. 711.

7 Ivi, p. 710.

® Lello Mazzacane, Struttura di festa. Forme,
struttura e modello delle feste religiose meridionali,
Milano, Franco Angeli, 1985, p. 15.
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Se questo vale per I'uso terminologico, ma che rimanda a contenuti ben precisi,
diviene particolarmente utile per chi si occupa di teatro indagare i segni di una ri-
tualita festiva arcaica e individuare le dinamiche del significato di un atto di culto
come la Pasqua, che attraverso il suo ricco meccanismo di repertorio liturgico, pa-
raliturgico ed extraliturgico mette in scena forme limite tra teatro e festa, come la
processione drammatica’® dei Misteri di Trapani, presa in considerazione per ’ec-
cezionalita e originalita degli aspetti drammaturgici che la caratterizzano e perché
ancora oggi modello collettivo di una festa che nella triade vita, morte, rinascita
ritrova i motivi della propria continuita.?

La processione del Cristo morto [...] si presenta come una summa della vita
cristiana. La ricreazione della passione e morte di Cristo, il rivivere nello spa-
zio e nel tempo il mistero salvifico, suscitano un impatto emotivo profondo, si
rivelano lo strumento pill potente per comprendere e illustrare il messaggio
cristiano, nonché favorire la conversione dei fedeli. L’aspetto rappresentativo
¢ strettamente connesso con le finalita catechetiche e penitenziali.?*

Narrare, predicare, rappresentare il messaggio della salvezza attraverso perso-
naggi, attori, gruppi statuari, questa la sintesi ‘popolare’ dei Misteri, una forma di
teatro itinerante che, secondo I’accezione medievale, indica la messa in scena di
qualche mistero della religione, «Mysterium, segreto sacro, arcanum, cerimonia re-
ligiosa»,? ma fa anche riferimento al termine «mestiere», vale a dire ceto sociale
che unisce carattere religioso e corporativo e coinvolge, come si diceva, una tipo-

logia di festa popolare.?

1 Paolo Toschi, Le origini del teatro italiano, Torino,
Einaudi, 1955, riedizione Torino, Boringhieri, 1976,
pp. 704-714.

2 Per una sintetica nota bibliografia sui Misteri
del Venerdi Santo a Trapani si vedano, oltre ai
testi citati: La processione dei Misteri: Venerdi
Santo, testi di Nicola Lamia, Trapani, Ente
provinciale per il turismo, 1971; Mario Colangeli,
Le feste dell’anno. Almanacco delle feste popolari
italiane, Milano, SugarCo, 1977; Giuseppe Pitre,
Spettacoli e feste popolari siciliane, Palermo,
Pedone, 1881, rist. anast., Bologna, Forni, 1980;
Giovanni Cammareri, La Settimana Santa nel
trapanese: passato e presente, Trapani, Coppola,
1988; Claudio Bernardi, La processione dei
Misteri, in 1d. La drammaturgia della Settimana
Santa in Italia, Milano, Vita e Pensiero, 1991,
p. 106-109; Giovanni Cammareri (a cura di),
La processione del Venerdi Santo in Trapani,
Marsala, La Medusa, 1992; Annamaria Precopi
Lombardo, Lina Novara, Argenti in processione.
I Misteri di Trapani, Marsala, Murex, 1992;
Antonino Buttitta, Pasqua in Sicilia, Palermo,
Promolibri, 2003; Gino Lipari, Passio Drepani

cum ars hortolanorum: la processione dei misteri di
Trapani, Trapani, Ignazio Grimaldi, 2008; Arturo
Safina, I Misteri: la processione lunga un giorno,
Trapani, Di Girolamo, 2009; Misteri: la processione
Santa a Trapani, Arrone, Thyrus, 2013.

2 Claudio Bernardi, La drammaturgia della
Settimana Santa in Italia, Milano, Vita e Pensiero,
1991, p. 92.

2 Gaetano Moroni, Dizionario di erudizione
storico ecclesiastica da S. Pietro sino ai nostri
giorni, Venezia, 1847 (citato in Salvatore Accardi,
Un breve excursus sulla processione dei Misteri
di Trapani, in Ceto degli Orefici (a cura di),
Processione dei Misteri di Trapani. Gruppo sacro
“La Separazione”, Trapani, s.e., 2013, p. 43.

# La processione dei Misteri di Trapani si
compone di venti momenti rappresentativi:
diciotto gruppi statuari (La separazione, La
lavanda dei piedi, Gesu nell’orto di Getsémani,
L’arresto, La caduta al Cedron, Gesu dinanzi ad
Hanna, La negazione, Gesu dinnanzi ad Erode,
La flagellazione, La coronazione di spine, Ecce
Homo, La sentenza, L’ascesa al Calvario, La
spogliazione, Lasollevazione della Croce, La ferita
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Non si tratta di una esperienza di tipo cognitivo ed emotivo fondata sulla
distanza e sulla visione, come a teatro, ma di una esperienza rituale di coin-
volgimento che interessa 'individuo e la collettivita,?

si tratta di un teatro del popolo, in cui il popolo, la comunita, ¢ protagonista dell’e-

vento scenico.?®

Si rappresenta un evento, quello della Passione appunto, e lo si assume sul
piano simbolico, ma lo si «vive» tutti assieme, protagonisti e pubblico, nella
scena reale del proprio paese. La rappresentazione ¢ vera e simbolica allo
stesso tempo, in quanto «forma vissuta», non perché recitata da personaggi
viventi [...] ma perché essa si svolge chiamando tutti a partecipare dentro il
contesto reale del proprio paese, e per cio stesso trasfigurandolo. Cio che si
recita ¢ al tempo stesso reale e simbolico, presente e passato, ¢ avvenuto una
volta e avviene qui e ora, sembrerebbe sottintendere il significato preposto

alla macchina scenica della festa.?®

Ma come giungono i Misteri a Trapani? Con ogni probabilita, ma ormai ¢ dato
per certo, vengono da Palermo, passando per Genova e partendo dalla Spagna.?

al costato, La deposizione, Il trasporto al sepolcro)
e due simulacri (Gesu morto dentro l'urna e
L’Addolorata). Si tratta di opere realizzate da
artisti locali che s’ispirano ai volti e ai costumi
dell’epoca: la rappresentazione scenografica ¢
ambientata piu nell’epoca medievale che ai tempi
dell’occupazione romana della Palestina, molti
i personaggi coevi, come i soldati che, anziché
portare costumi da centurioni romani, hanno
abiti di chiara ispirazione spagnola e persino
gli elmi e le spade si rifanno alle divise militari
spagnole del tempo. La tecnica utilizzata per la
realizzazione dei gruppi statuari, vere e proprie
sculture polimateriche di circa 160 cm di altezza
per 24-27 kg di peso, ¢ quella del cachert,o carchet,
che unisce nel manufatto legno, tela e colla, e
permette agli allievi di intervenire direttamente
sul manufatto impostato dal maestro artigiano
che ne realizza i volti scolpiti nel legno, le mani,
i piedi e l'intero scheletro portante in sughero.
Gli abiti delle statue sono modellati grazie a un
impasto di stoffa, colla e gesso che conferisce
maggiore plasticita espressiva ai personaggi. Si
deve, con ogni probabilita, a Giovanni Matera
(Trapani 1653 - Palermo1708), chiamato Mastru
Giovanni Matera lu pasturaru, lo sviluppo di
questa tecnica. L’artista mira all’espressione del
sentimento con decisi contrasti chiaroscurali che
rammentano Caravaggio e la pittura seicentesca
di ambito realistico, con risultati che mescolano
realta e idealita. Tre sono i nuclei principali delle
sue opere: Le Storie Evangeliche e i 397 pastori,
oggi conservati al Museo Etnografico Pitre di

Palermo; un secondo gruppo di opere ¢ costituito
dai Presepi, conservati oggi al Museo Pepoli di
Trapani; infine, particolare anche dal punto
di vista stilistico, Storie Evangeliche e Gruppi
di Pastori, conservati al Bayerisches National
Museum di Monaco di Baviera.

% Claudio Bernardi, La drammaturgia della
Settimana Santa in Italia, cit., p. 110.

% Claudio Bernardi, La passione di Oberam-
mergau 2010, in Fabrizio Fiaschini (a cura di), La
lotta di Giacobbe. Inquietudini della fede nella scena
contemporanea, cit., p. 61. Le parole si riferiscono
alla pitl grande manifestazione popolare che mette
in scena ogni dieci anni, dal 1634, la Passione di
Cristo nella cittadina di Oberammergau, in Baviera,
allora minacciata dalla peste, su un testo che via via
nel tempo si ¢ modificato. Popolare anche nel senso
che alla rappresentazione possono parteciparvi
come attori solo i natii e i residenti da almeno
vent’anni nella cittadina. Secondo gli studiosi ¢
una ‘reliquia di teatro medievale’ che si svolge oggi
alla presenza di 500.000 spettatori. Come afferma
Claudio Bernardi: «La peste attuale ¢ una peste
dell’anima e della societa. La rappresentazione
della Passione di Oberammergau 2010 ha cercato
di intercettare e interpretare le paure e i desideri
del nostro tempo per dare a tutti quella profonda
speranza che ¢ offerta dalla fede».

% Lello Mazzacane, Struttura di festa. Forme,
struttura e modello delle feste religiose meridionali,
cit., p. 40-41.

2" Cfr. Mario Serraino, La processione dei Misteri.
La Casazza magna, Trapani, Corrao, 1980, p.9 e ss.
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Due le date importanti: il 1590 e il 1591, quando a Palermo si tengono pubbliche
cerimonie religiose, per conto delle nazioni genovesi e spagnole, volute dalla Re-
ale Confraternita della Madonna della Soledad, la piu antica tra le confraternite
palermitane (essendo sorta proprio nel 1590) dedicate alla Madonna, che portava
in processione 'immagine del Cristo morto dentro 'urna e quella della Madonna
stessa. Nel 1591 viene introdotta dai genovesi una seconda processione, chiamata
Casazza,® una rappresentazione cui partecipavano i personaggi del Vangelo e i
gruppi dei Misteri accompagnati da confrati vestiti di sacco che si flagellavano a
sangue e da bambini vestiti da angeli che mostravano gli emblemi della Passione.
Due, quindi, i punti di riferimento che indicano il processo di osmosi culturale av-
venuto nel tempo tra genovesi e trapanesi, da una parte, e tra spagnoli e trapanesi,
dall’altra, che hanno determinato nel gusto barocco dell’epoca quel clima di festo-
sita che circonda i Misteri.?

Quello che ¢ curioso notare ¢ che ai Misteri trapanesi manca il pur minimo
cenno alla Resurrezione del Cristo, chiudendosi la manifestazione sui corpi del
Cristo morto e su quello dell’Addolorata, a testimoniare come la citta tenda lenta-
mente a identificarsi con i Misteri e questi ultimi con essa, segnando percio l'inte-
ro arco della vita e ’annuale rischio di morte dell’'umanita intera.

Nel 1603 la Confraternita del Preziosissimo Sangue di Cristo pone a Trapani le
basi della Processione dei Misteri come la intendiamo oggi: rappresentazioni ani-
mate che, nel corso del tempo, vengono sostituite da gruppi scultorei trasportati
dai fedeli per le vie della citta a partire dal primo pomeriggio del Venerdi San-
to per concludersi il giorno dopo con il rientro dei gruppi nel luogo di partenza.
La costruzione dei gruppi statuari inizia nel corso del primo decennio del XVII
secolo a spese e su iniziativa della Confraternita stessa che, nel 1646, confluisce
nella Compagnia di San Michele Arcangelo.®* Tra il 1612 e il 1788 un susseguirsi di
atti notarili testimonia I'ingresso delle corporazioni cittadine nella cura e mante-
nimento dei sacri gruppi:* ragioni di culto ed economiche spingono la Confrater-
nita ad associare nella processione dei Misteri le corporazioni artigiane —comune-
mente chiamate maestranze— che operavano nel tessuto sociale del paese ed era-
no molto influenti; ai legittimi rappresentanti delle arti, i consoli, la Confraternita
concede i sacri gruppi, affinché siano conservati ed abbelliti e siano condotti in
processione il Venerdi Santo nelle vie cittadine.*

% A Genova con questo nome venivano indicati
gli oratori che ospitavano associazioni religiose i
cui confrati si flagellavano.

# Tldesiderio di meravigliare, privilegio del Barocco,
¢ una componente imprescindibile del teatro
secentesco, spagnolo e italiano in particolare, che
inevitabilmente contamina qualsivoglia cerimonia
dell’epoca, sacra e profana. Sull’argomento la
bibliografia ¢ assai nutrita.

% Atto 8 luglio 1528, Notaio Lorenzo de Tusa, AST.
% Tra il 1612 e i due decenni successivi, la

maggior parte degli affidatari dei gruppi statuari
acquisisce precisi regolamenti e clausole, fino
all’aggiunta degli ultimi gruppi in anni successivi:
la Coronazione di spine, affidato ai fornai 1’8
aprile 1632, La negazione, affidato ai barbieri
il primo dicembre 1661, Gesu dinanzi Erode,
affidato ai molitori il 13 settembre 1682, Gesu
dinnanzi ad Hanna, affidato ai ceti dei crudatori
e dei conciaroti il 26 marzo 1684.

% Gia a partire dal primo ventennio del XVII
secolo ogni ceto era presieduto da quattro
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Francesco Parisi & il personaggio chiave per la nascita dei Misteri trapanesi. E
presente negli atti di concessione del mistere ai bottai, falegnami, cordari, marmo-
rari, argentieri, pescatori affidati alle rispettive maestranze tra il 1619 e il 1621 e
nel pagamento di alcuni gruppi statuari, oltre che nella partecipazione alle spese
delle processioni.®

Mario Serraino attribuisce I'inizio dell’attivita religiosa delle maestranze addi-
rittura al 1555, anno in cui il viceré Don Giovanni de Vega invia una lettera al Se-
nato trapanese, e stabilisce la partecipazione e la precedenza delle maestranze nella
processione del Celio (o Cereo), in onore della Madonna di Trapani, che era stata
approvata nel 1499 e si svolgeva ogni lunedi dopo la Pasqua. Questo fatto indica che

I'idea della religione racchiuse anche il concetto dei rapporti di solidarieta
esistenti fra quanti esercitarono una medesima professione. Le nuove asso-
ciazioni si posero sotto la tutela di un Santo, ebbero tra i loro fini principalis-
simi quello delle preghiere in comune, [...] quello dei suffragi per i defunti,
degli accompagnamenti funebri e delle sepolture. Dal punto di vista laico,
invece, diedero aiuto reciproco agli aggregati, tutelarono il prodotto, garan-
tirono la condizione giuridica degli iscritti con la conquista e la difesa degli
interessi comuni e dei privilegi acquisiti.®

Nel giro di pochi decenni si raggiunse il numero di 37 corporazioni, poi ridotte
drasticamente nel corso del tempo. In definitiva, si puo dire che le maestranze eb-
bero una fine ingloriosa:

costituirono nell’Isola il Terzo Stato accanto al baronaggio e alla monarchia, ma
non seppero esprimere dal proprio seno una borghesia autonoma, come ¢ avve-
nuto nei Comuni d’Italia settentrionale, oppure attrarre a sé gli strati borghesi
delle Magistrature e dei Municipi. In particolare in Sicilia non agirono univoca-
mente e per un fine comune, ma si differenziarono politicamente e socialmente.®

Non si deve comunque dimenticare che dei quattro tumulti popolari scoppiati nel
corso del XVII secolo, ben tre furono sedati da processioni religiose, perché in seno
alle maestranze la religione riusci ad avere sempre il sopravvento sulla miseria.

consoli, di cui uno era spesso il pilt anziano della
maestranza. I consoli avevano il compito di far
osservare 1’applicazione delle regole degli statuti
che avevano trovato il consenso nei senatori della
citta e nell’autorita viceregine e somministravano
pene pecuniarie ai trasgressori. Completavano
l’organigramma della maestranza i consiglieri e
il tesoriere che aveva il compito di raccogliere i
nomi degli associati e di custodire il denaro della
caxia. Le corporazioni furono soppresse dopo le
insurrezioni del 1820 e, come recita il decreto del
23 ottobre 1821 (Racc. Coll. Leggi, sem. I-II), il
loro scopo rimase limitato alle sole opere di pieta
e religione. Sulle corporazioni di arti e mestieri a
Trapani si rimanda al saggio di Mario Serraino,

Le corporazioni arti e mestieri di Trapani e la loro
attivita religiosa, in La religiosita popolare tra
passato e presente. Atti del Seminario di Studi di
Folklore Siciliano, (con particolare riferimento al
trapanese), svoltosi a Marsala il 17 e 18 dicembre
1977 sotto il patrocinio della Regione Siciliana
Assessorato alla Pubblica Istruzione, a cura di
Antonio Calcara, Trapani [s.n.], 1977, p. 134-140.
% Salvatore Accardi, Un breve excursus sulla
processione dei Misteri di Trapani, cit., pp. 35-36.
3 Mario Serraino, Le corporazioni arti e mestieri di
Trapani e la loro attivita religiosa, in La religiosita
popolare tra passato e presente, cit., p. 135.

® Ivi, p. 140.
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I Misteri vengono conservati nella chiesa di San Michele fino al 1943, data in
cui, a causa dei bombardamenti, vengono trasportati altrove fino al 1957, quando
sono stabilmente ospitati dalla chiesa del Purgatorio.®

La processione, vero e proprio evento scenico collettivo, ha subito numerose tra-
sformazioni nel corso dei secoli: dopo essere stata sospesa tra il 1759 e il 1760, per
I'illecito comportamento dei partecipanti, il vescovo di Mazara del Vallo ne auto-
rizza il ripristino a condizione che la stessa inizi non oltre le 23 del Venerdi Santo e
termini al pit tardi alle 15 del giorno successivo, dopodiché stabilisce in quali chiese
i gruppi debbano entrare e che si canti il Miserere e lo Stabat Mater, vieta la sosta dei
gruppi davanti a persone o case private e impone di collocare in ogni gruppo quat-
tro lampioni a cera per evitare di rimanere al buio nelle ore notturne.

Nel corso dell’Ottocento e del Novecento ulteriori trasformazioni ne modifi-
cano il programma, la composizione e lo spirito: durante la processione, ai rap-
presentanti delle maestranze sono subentrati i massari,*” devoti remunerati che
trasportano sulle spalle i gruppi scultorei fissati a una base lignea detta vara,* ad
essi ¢ stata attribuita I'invenzione dell’annacata,® tipica andatura ondulatoria che
i portatori assumono per seguire i ritmi lenti delle marce funebri che accompagna-
no le bande nel corso della processione. Oltre a divenire un espediente efficace
per alleggerire la fatica del trasporto distribuendola, a lenti passi, in un cadenzato
dondolio, ’'annacata necessita di perfetta sincronia e genera un effetto coreogra-
fico sorprendente: ogni gruppo, visto da lontano, sembra quasi danzare a ritmo di
musica sopra le teste degli spettatori che lo ammirano sfilare soprattutto nella fase
finale della processione, quando i gruppi statuari rientrano nella chiesa del Purga-
torio, da cui sono usciti la sera prima.

L’annacata ¢ una sorta di rito nel rito, un rituale aggiunto in seno alla sacra
rappresentazione di straordinaria e commovente spettacolarita, che riecheggia la
teatralita barocca di cui sono intrisi i Misteri:

se il Barocco ¢ caratterizzato da [...] sprezzo per un equilibrio compositivo
elementare a vantaggio di un ritmo compositivo pitt complesso [...]. Se il Ba-

% T Gruppi dei Misteri sono oggi custoditi presso
la settecentesca chiesa del Purgatorio, realizzata
dalla Congregazione delle Anime Sante del
Purgatorio, opera di Don Pietro Lo Castro,
iniziata nel 1688 e portata a termine negli esterni
nel 1712 da don Giovanni Amico (1684-1754). La
collocazione dei gruppi tuttavia non pare ancora
oggi definitiva. Prima di questa disposizione i
gruppi scultorei sono stati ospitati nella Chiesa
di San Michele Arcangelo, distrutta nel 1943,
custoditi nella Chiesa Badia Grande e, infine,
nella Chiesa del Collegio fino al 1961.

3" Giovanni Cammareri, La Settimana Santa nel
trapanese, passato e presente, Trapani, Coppola
editore, 1988, p. 47.

® La parte inferiore della vara, mostra come i
singoli gruppi siano tenuti fermi da un pezzo
di legno, il cugnu, che, posto trasversalmente,
assicura stabilita sia in occasione delle soste
che durante la processione. Le piu antiche vare
sono state intagliate dagli artigiani trapanesi con
le raffigurazioni di putti e simboli del ceto di
appartenenza o vedute di Trapani. La vara poggia
su cavalletti di legno, fissati sotto i cassoni, che
nel tempo hanno sostituito le originarie forcelle.
Dal 1950 i cavalletti sono ricoperti da eleganti
mantelli neri, a’manta.

¥ Tipicamente siciliano e impossibile da tradurre
in altra lingua, il verbo annacare ha un’etimologia
che va ricercata nel greco nake, una culla
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rocco ¢ un’arte in cui ’estensione ¢ moltiplicativa e si coglie nello spessore
di un’accelerazione, [...] diremmo allora che il Barocco ¢ tutto presente nel-
le torsioni della profondita prospettica. Quella profondita di campo [...] ci
insegna che ogni linea conduce 1’occhio lontano, ogni forma si presenta in
movimento, spesso turbata da movimenti interni, ogni motivo rivela lotta e
tensione, giacché il fine & di rappresentare l'infinito, di esprimerlo [...].%©

Come in una sorta di regia collettiva che si costruisce nel tempo, i portatori, che
sono I’anima del gruppo statuario, un tutt’uno con la sofferenza del Cristo, hanno
sentito il bisogno di aggiungere qualcosa di proprio alla rappresentazione degli
eventi della Passione.

Estranea ai contenuti religiosi, criticata, a tratti, perché ritenuta dissacrante,
questa sorta di danza spontanea induce a un coinvolgimento emozionale fuori dal
comune per via della particolarita del movimento ritmico che la contraddistingue.

Il movimento ¢ canale espressivo dell’Essere. Il dondolare ¢ movimento che
si ripete, che si fa ritmo ed il ritmo un impegno a mettersi in consonanza.*

Il movimento ¢ ’espressione arcaica e viscerale del sentimento umano,* e nel
corso della processione ¢ proprio al movimento che viene affidato il compito di
esprimere visivamente il significato del ‘passaggio’, il viaggio verso la rinascita, il
ritorno all’origine: i massari con passi lenti e maestosi, ora in avanti, ora indietro,
non rappresentano in pantomina la storia della Passione di Cristo, «ma rivelano
una realta vissuta nella pitt profonda intimita dell’essere, sperimentano inconscia-
mente I'indicibile mistero del ritorno».*

Attraversare la morte alla volta della rigenerazione ¢ alla base di ogni proces-
$O misterico-iniziatico,* entrare nei meandri di un labirinto oscuro per apprende-
re la via del ritorno ci riporta ai miti dell’antica Grecia:* in nessun mistero anti-
co mancava la danza, essa non rappresentava il mito, viceversa era il mito che si
esprimeva nel linguaggio del movimento.*

fabbricata con vello di pecora, che veniva posta
nelle case dei contadini sopra il letto degli sposi,
attaccata al soffitto. Era una sorta di amaca in
cui si adagiava l'infante. Sollecitata dai genitori,
con un leggero tocco, la naca si dondolava, ma
restava ben salda alle travi che la trattenevano.
Da questo oggetto deriva il significato di
annacata che, oggi, si riferisce anche al clima
politico siciliano particolarmente oscillante
nelle sue posizioni. Annacare porta con sé anche
altri significati, quello di ostentare, affrettarsi,
smuoversi. (cfr. Nino Cangemi, «Annacare»,
fenomenologia di un verbo tipicamente siciliano,
in  http://archivio.siciliainformazioni.com/societa/
annacare-fenomenologia-di-un-verbotipicamente-
siciliano, consultato nel novembre del 2014).

“ Fabrizio Sapio, Campo dello sguardo e della

parola in una commedia di Calderon - I, in
Renato Tomasino (a cura di), Semiotica della
rappresentazione, Palermo, Flaccovio editore,
1984, p. 289.

4 Salvatore Daidone, Sulla rigenerazione dei
legami. Note psicoanalitiche sul rito dell’<annacata»,
nella processione dei «Misteri» il giorno del Venerdi
Santo a Trapani, Roma, Ila Palma, 1998, p. 47.

4 Ibidem.

4 Ivi, p. 49.

“ Cfr. Edouard Schure, I Grandi iniziati, Milano,
Rizzoli, 1961; Marion Giebel, I culti misterici del
mondo antico, Genova, ECIG, 1993.

% Cfr. Karoli Kerényi, Nel labirinto, Torino,
Boringhieri, 1990.

4 Salvatore Daidone, Sulla rigenerazione dei
legami. Note psicoanalitiche sul rito dell’«annacata»,
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La storia delle divinita dei popoli ¢ fatta del bisogno arcaico dell’'uvomo di un
legame con l’origine, con il Creatore, rigenerare tale legame ¢ stato il fine di pra-
tiche mistiche e religiose, rinnovare la vita attraverso la riunificazione col divino ¢
la base di riti, culti, miti, religioni.

In questa prospettiva puo essere letto anche I’avvento di Cristo nella storia
dell’'uomo: riparare il legame tra la creatura, 'uomo, e il Creatore, Dio, attraverso
la sofferenza, la morte e la resurrezione del Figlio che salva. La rigenerazione del
legame avviene attraverso la sofferenza e il rito pu0 essere interpretato come una
sorta di rielaborazione psichica del dolore che nella condivisione ri-crea il legame
perduto.

Il linguaggio non verbale dell’annacata traduce il comando apostolico della
condivisione del dolore e soprattutto rende omaggio al dolore della Madre, luogo
d’origine dell’amore.*

Nell’annacata, infatti, ¢ presente un processo non di negazione dell’irrever-
sibile, o della sofferenza, ma di digestione del dolore, che da stato negativo
puo essere trasformato in esperienza dal contenuto spirituale positivo.*

E infatti con la tragica separazione del Figlio dalla Madre che esordisce la proces-
sione dei Misteri. Il primo gruppo statuario ¢ chiamato «la Spartenza»: i consoli,
vestiti di nero, precedono la vara che porta il Mistero mentre il suono delle ciaccole
scandisce ritmi e tempi, esso non fa riferimento ai Vangeli, ma alla fantasia popola-
re e rappresenta la separazione di Gesu da Maria e da Giovanni, il discepolo pre-
diletto. La separazione rimanda alla riunione che avverra solo il giorno dopo con
la conclusione di questo itinerario di dolore, che nell’ultimo gruppo statuario, I’Ad-
dolorata, vera protagonista della processione, interprete autentico del dolore con-
diviso, ritrova la pace dell’essere insieme, Creatore e Creatura, il ritorno all’origine.

Nell’'ultima fase della processione alcuni consoli sostituiscono i massari nel so-
stenere i gruppi e tutti insieme procedono in vista dell’atto finale, ogni gruppo viene
lungamente annacato, due passi avanti e uno indietro, trasuta e ‘nisciuta, prima di es-
sere collocato nel proprio spazio, I'ingresso richiede ore, diverse le coreografie che si
susseguono, molti gli spettatori che intervengono a sorreggere alcune vare, come ad
esempio I’Ascesa al Calvario e I’Addolorata, cui il popolo trapanese ¢ molto legato;
lo scenografico, lento, lentissimo ingresso della Madonna Addolorata, alle cui spalle
si chiudono i battenti della chiesa del Purgatorio, pone fine alla rappresentazione e
alla fatica, la stanchezza e lo sconvolgimento emotivo dei partecipanti rimangono
sulla scena, un senso di smarrimento e di pudore invita al silenzio.

La forma narrata dei Misteri li trasporta su una linea di confine tra teatro e
mito, dove si mette in evidenza lo stato dinamico dell’evento,

i due fenomeni, pur fatti spesso dagli stessi gesti, parole, attori, nello stesso
spazio scenico, non sono tuttavia da confondersi. Il rito tende a sostituire e a

nella processione dei «Misteri» il giorno del Venerdi 47 Ivi, p. 14.
Santo a Trapani,cit., p. 22. 4 Tvi, p. 50.
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sovrapporre al tempo profano il tempo mitico, a reificare qui e ora cio che ¢
accaduto in uno spazio e in tempo altri; il teatro a simulare ritmi temporali
e dimensioni spaziali diversi da quelli della realta, tende cioe¢ a trasformare
il tempo profano in tempo mitico: in questo senso il rito storifica, il teatro
de-storifica. Al primo tipo appartengono tutte le azioni drammatiche fin qui
ricordate: in esse il dramma sacro ¢ sentito come un fatto reale che accade in
un qui e un ora, del quale tutti sono consapevolmente partecipi.*

Coi Misteri di Trapani ci troviamo di fronte ad un rito di passaggio di cui & possibi-
le distinguere tre fasi: la separazione, con cui si suole dividere spazio e tempo sacri
e spazio e tempo profani; I'incertezza, della sottomissione e del silenzio, creato
dallo stesso Cristo, infine, il terzo momento che Van Gennep chiama

«aggregazione» o «incorporazione», comprende fenomeni e azioni simbolici
che rappresentano il raggiungimento da parte dei soggetti della loro nuova
posizione, relativamente stabile e ben definita nel complesso della societa.
Per coloro che si sottopongono a un rito legato al ciclo biologico individuale,
essa consiste di solito in uno status piu elevato, un passo avanti sulla strada
culturalmente pre-tracciata della vita.>

A ulteriori approfondimenti e riflessioni invita I’evento dei Misteri, che qui ¢ stato
solo introdotto e non certo esaurito, tuttavia, mi piace immaginare che queste po-
che pagine possano offrire al lettore una chiave di lettura sulla necessita di affron-
tare, in un tempo storico come il nostro, questo genere di studi.

Perché, se in occasione di mutamenti, sono proprio i riti di passaggio a rispon-
dere ai bisogni piut profondi dell’'uomo e alle necessita della vita sociale, puo es-
sere importante non trascurare i risvolti di espressioni festive come questa che,
seppure estremamente localizzate e apparentemente liminali rispetto alle istanze
della modernita, ancora oggi possono rappresentare un banco di prova singolar-
mente arduo e rivelatore dei moti di una societa:

In stato festivo ¢ possibile vedere la collettivita quale essa piu intimamente ¢
[...], & possibile stabilire rapporti di conoscenza armonica fra le collettivita, rap-
porti dai quali procedono armonie di coesistenza che non sacrificano le recipro-
che e autonome peculiarita, e pure attuano una loro compenetrazione.*

L’epilogo di Furio Jesi, in questo frangente storico, in questo Mediterraneo, da allo
studioso una prospettiva di indagine ancora aperta e di estrema attualita.

“ Antonino Buttitta, L’immagine, il gesto e il 5t Furio Jesi, La festa e la macchina mitologica,
tempo ritrovato, in Antonino Buttitta (a cura di), in Furio Jesi (a cura di), La festa: antropologia,
Festa, antropologia e semiotica, Palermo, Gra- etnologia, folklore, Torino, Rosenberg & Sellier,
findustria, 1978, pp. 31-32. 1977, p. 179.

% Victor Turner, Dal rito al teatro, Bologna, 1l
Mulino, 1986, p. 55.
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LA FIGURA DEL MAESTRO
NEITESTI DRAMMATURGICI DI CRETA VENEZIANA
E LA SUA PRESENZA NELLE FONTI NOTARILI (XVI-XVII SEC.)*

igura diacronica nella vita e nella letteratura, il Maestro costituisce una delle

pill interessanti personaggi nella commedia del Rinascimento cretese. Esso
insegna filosofia e astronomia, logica, retorica e matematica, preparando i suoi
alievi per il loro viaggio in Italia, affinché continuassero i loro studi, e ne conosces-
sero la cultura. Credendo nel valore dell’educazione e della conoscenza, i maestri
nel teatro cretese, esprimono le idee del Rinascimento e dell’'Umanesimo, quei va-
lori che portarono allo sviluppo intellettuale di Creta, attraverso il lungo dialogo
culturale tra Veneziani e Cretesi.!

Le tre commedie, Katsurbos, Fortunatos e Stathis,? nonostante attingono i loro
modelli dalla commedia erudita (cinquecentesca) italiana, erano ambientate a
Candia, e direttamente legate alla vita quotidiana degli abitanti della citta.? Percio,
il maestro, benche una delle figure piu comiche della drammaturgia, ci fornisce
informazioni sull’educazione nella Creta veneziana, dalla fine del sedicesimo fino

alla meta del diciassettesimo secolo, periodo di redazione delle opere.*

* ]I presente articolo ¢ stato presentato ai lavori
del convegno «350 anni Collegio Flangini», orga-
nizzato dall’Istituto Ellenico di Studi Bizantini
e Postbizantini di Venezia, a Venezia (25-26 No-
vembre 2015).

! Per la convivenza grecoveneziana nell’isola di
Creta vedi, a titolo indicativo, St. Alexiou, «To
Kdotgo g Korjng »oaw v Con tov otov IET-Z
aumvar, Konrixd Xoovixd 19 (1965), p. 146-178;
Chryssa A. Maltezou, «<H Konm oty dudorewa
™G TEQLOdOL TG Pevetoxgartiog», p. 107-159; ea-
dem, «H Ko avaueoo oty Fainvotdy »ow )
Baowevovoar, Cretan Studies 6 (1998), p. 3-20; ea-
dem, «H »oOnuegwvn Cmn ot Pevetorgatouevn
Konm: %atdotaon ®ow TQoommxy] €QEVVaCy,
Iempayuéva H' AweOvovs Konroloywov vve-
dplov, Trakleio 2000, p. 7-30; eadem, «To 10TOQXO
RO ROVOVIXO TTAUOL0», AoyoTeyvia xauw xowwvia,
oty Koy myg Avayévvnong, a cura di D. Holton,
Irakleio '2008, p. 21-57.

2 Lidia Martini (ediz. critica con introduzione,
note e vocabolario), Ztd g, xontixn xwuwdia,
Tessalonica 1976 (d’ora in poi Stathis); A. TTohitng
(ediz. critica, note e vocabolario), Ttweyiov
Xootaron, Koatfovpumog, xwuwdia, Irakleio
1964 (d’ora in poi Katsurbos); A. Vincent (ediz.

critica, note e vocabolario), Mdoxov Avrwviov
Doaxrolov, Pogrovvdrog (a cura di Th. Detora-
kis), Irakleio 1980 (d’ora in poi Fortunatos).

® A. Vincent, «<O momtg tov “PoQTouvdTou”.
Avéxdota €yyoopa Yoo T0 Mdgro Avimvio
Dwonoho», Tesaurismata 4 (1967), p. 53-84;idem,
«Kouwdior, Aoyoteyvia xar xowwvia otnv
Konty g Avayévvnong, a cura di D. Holton,
Irakleio 2008 (7a ediz.), p. 143-156; Anastasia
Papadia-Lala, «X®Qo0g, x00VOg %0l LOTOQUXITN T
ota €oya Tov Kontrol Oedtoov», Oéatoo xat
xowavia atn dtadQoun TNG EAANVIXIS 10TOQLAG.
Melétec amd wo queolda moog Ty g Avvag
Pauov-Xayuaodn, lotognuara 1 (2009), p. 167-
183; Gogo K. Varzelioti, Kontun xwuwdia xou
xaOnueown Cwn: oxéon oxnvixis emovag xat
xowwviag oto Pevetoxgatovuevo Xavdaxa
(=Commedia Cretese e vita quotidiana: la relazio-
ne tra I'immagine scenica e la societd nella citta di
Candia durante la venetocrazia), Istituto Elleni-
co di Studi Bizantini e Postbizantini di Venezia,
Tommaso Flanghini 5, Atene — Venezia 2011, con
tutta la bibliografia precedente e documentazio-
ne archivistica.

4 Tasoula M. Marcomichelaki, «<H moudeior ot
Bevetorgatovuevn Konm. To mpdowmo tov
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Chi erano allora questi maestri? Dove insegnavano? Quale fu il loro ruolo nella
commedia e quale fu la loro posizione nella societa dell’epoca? Possiamo dare del-
le risposte indagando sulla loro presenza nelle opere teatrali ma anche nelle fonti
notarili dell’epoca, dove sono stati impressi aspetti della societa.’ Cosi, prendendo
spunto dalle caratteristiche distintive dei «pedanti», come solito chiamarsi i maestri
della commedia erudita italiana,® e usando vari elementi di vita quotidiana, gli auto-
1i cretesi riuscirono a creare un tipo teatrale complesso e anche molto comico.

Con il nome «Pedantes» nell’opera Fortunatos, Ermogenis nel Stathis o sem-
plicemente Adoxalog (cioe maestro) nel Katsurbos, il maestro della commedia
cretese non si occupa solamente dell’educazione dei suoi alievi. Sicuramente, essa
costituisce la sua prima preoccupazione, ma si sente responsabile anche della loro
buona condotta, la cortesia e piu generalmente della loro presenza nella societa.
Insegna a loro il rispetto e li richiama all’ordine, quando parlano ai pitt vecchi sen-
za prima fare la riverenza o togliersi il cappello.” Gli alievi subito si attengono alle
indicazioni: rispettano il loro maestro ma anche un po’ lo temono.®

I maestri delle commedie cretesi sono molto esigenti, severi € spesso oppressi-
vi; percepiscono la svogliatezza dei loro alievi come offesa personale, sono fieri del
loro rendimento negli studi e si sentono responsabili del loro futuro. Per questa
ragione intervengono continuamente nella loro vita, anche quella sentimentale:
hanno sempre obbiezioni per i loro amanti, considerando che essi li allontanano
dallo studio.® Questo, ovviamente, non li impediva di innamorarsi anche loro stes-
si, amori perod non corrisposti.t’

Per ’educazione dei loro figli, gli abitanti delle citta dell’isola, secondo la loro po-
sizione sociale e le loro condizioni finanziarie, avevano due scelte: primo di inviarli
a scuole ecclesiastiche o laiche, private o pubbliche, —quest’ultime erano rivolte ai
coloni veneziani ed erano finanziate dallo stato—, e secondo, di assumere un pre-
cettore che impartiva lezioni a uno o pit studenti.**

S0.oRANOV UECOL ATTO TOL NOYOTEYVIXG. REWUEVA TG
emoyne», [aliuynorov 3 (1986), p. 109-115; Vin-
cent, «Kmouwdia, p. 147-149; Varzelioti, Kontixi
xwuwola xot xabnqueown Swn, p. 129-142.

® Per Iimportanza degli atti notarili allo stu-
dio della vita quotidiana vedi Maltezou, «H
xnafnuegvi Cwn ot Pevetorngatovuevn Kontn,
p. 7-30; Varzelioti, Kontixig xouwdio xot xadn-
ueown Lwij, con la bibliografia precedente.

8 A. S. Téuble, « Parlar per lettera». Il pedante nel-
la commedia del Cinquecento e altri saggi sul te-
atro rinascimentale, Roma 1991. Vedi ancora M.
Baratto, La commedia nel Cinquecento: aspetti e
problemi, Vicenza 1975; A. Greco, L’istituzione
del teatro comico nel Rinascimento, Napoli 1976;
1l teatro italiano: La commedia del Cinquecen-
to, a cura di G. Davico Bonino, Torino 1977; R.
Andrews, «Erudite comedy», A history of Italian

theatre, a cura di J. Farrell and Paolo Puppa, Cam-
bridge 2006, p. 39-44.

" Tvtd, "vaw avtiy n adwavtgomd; Et unde tal licen-
za / ne orendi, sine debita vo. xdung oypeoévroa /
O TN UTTEQETA VAL XQUTNG OTO YEQL, GOV TOXAQEL
/ Oumpog pov inverecunditer widels; Ilog ue
toatdoets; (Fortunatos, atto 1, v. 388-391); Mal
educato giovine, inculto et inurbano, / ue v
UmeQéta pag wlels oty xepaly arndve; (Ka-
tsurbos, atto 4, v. 199-200).

8 Fortunatos, atto 1, v. 392.

® Vedi, per esempio, Katsurbos, atto 2, v. 237-250.
0 Stathis, atto 2, v. 171-182.

% Th. E.Detorakis, « Adaonaiinég xon fLpioyoa-
Pureég ovppaoeis oty Pevetorgatovpevn Ko,
Kontoloyia 10-11 (1980), p. 231-255; Chryssa A.
Maltezou, «H Kontn ot didgurela g meguodou
g Pevetorpartiag (1211-1669)», Konry: Ioto-
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I contratti stipulati tra il maestro e il genitore o il tutore del ragazzo, i cosiddet-
ti contratti d’insegnamento, ci forniscono informazioni sull’educazione ma anche sul
profilo professionale dei maestri. Dallo studio del materiale relativo, i maestri si distin-
guono in due categorie generali: i maestri-religiosi, 1 quali, parallelamente all’insegna-
mento della lettura e della scrittura, insegnavano anche i testi ecclesiastici, e i maestri
di educazione generale, che di solito preparavano i loro alievi agli studi superiori.*?

A parte 1 maestri di educazione generale e i sacerdoti, negli atti notarili si trovano
riferimenti a insegnanti specializzati, con lo scopo di formare gli studenti per una pro-
fessione. Cosi, spesso si possono individuare contratti per I'insegnamento della musica,
della pittura, della professione del notaio, della corrispondenza commerciale o della
ragioneria.®® In questi documenti, le due parti determinavano con chiarezza la durata
del’insegnamento, il posto dove avrano luogo i corsi, I’ammontare del compenso e il
modo del suo pagamento, annotando spesso che ogni Natale e Pasqua il maestro ave-
va diritto ai suoi kaniskia, cioe doni da parte dei genitori, di solito alimenti.**

Vale la pena di menzionare che nelle fonti notarili s’incontrano anche delle
maestre (dtdaoxaliooeg), le quali di solito erano monache e insegnavano lettura
e scrittura nei vari monasteri cretesi, ricevendo come compenso parte dei redditi
del monastero.’

Come risulta dalle opere teatrali, i tre maestri della commedia cretese sono inse-
gnanti di lettere, lavorano in qualche scuola e sono rimunerati dai genitori dei loro alie-
vi.® Sono anche spesso menzionati i corsi che insegnavano —sebbene con un pizzico di
esagerazione comica—, che danno un’idea chiara del «programma di studi» che segui-
vano nell’ambito dell’educazione umanistica dell’epoca.!” «Pedantes» nel Forotunatos
sembra specializzato nella filologia e nellinsegnamento delle lingue,'® mentre il ma-
estro nel Katsurbos impartiva ai suoi studenti delle lezioni di scienze e lettere: filo-
sofia, umanitd, matematica, astronomia, logica, retorica e latino.!* L’insegnamento

ola xau woltiouds, vol. 2, Creta 1988, p. 150-
156; N. M. Panayiotakis, «H moudeio. xatd ™)
Bevetongatior, Konty: lotogia xat morriouds,
ibid, p. 166-195; Tatiana Markaki, «H dnuovoyia
®nowmv roMtowxmv Lovav: Iadeio, povotrn»,
Ovyews g wrogiag tov Pevetoxoaroduevov
eldnviouov. Agyetaxd texunoua, dir. scientifica
Chryssa A. Maltezou, Atene 1993, p. 375-383; Ei-
rini Papadaki, «H swoudela», Bevetoxparovuevy
Ellada. IoooeyyiCovras tyv wrogia s (=La
Grecia durante la venetocrazia. Approccio alla
sua storia), direzione scientifica Chryssa Mal-
tezou, cura dei testi Despina Vlassi — Angeliki
Tzavara, vol. 1, Atene — Venezia 2010, p. 537-647;
Varzelioti, Kontux) xouwdio xar xabnueown
Cwnj, p. 130-134.

12 Varzelioti, op.cit., p. 132-134.

¥ Maltezou, «H Kpntn ot dwdoreo g
eQLOd0V TG Pevetoxpatiog», p. 41; Varzelioti,
op.cit.,p. 135.

“ Detorakis, «Adaonalrég xou BPAoyQapirég
ovufdoes», p. 236-237,241-242, 245-246, 250-252.
5 Chryssa Maltezou, «H taovoia g yuvairaog
OTIS VOTOQUOXES TTRAEELS TG TEQLOdOV TNG
Bevetorgartiag», Koytoloyio 16-19 (1983-1984),
p. 77-78; eadem, «H Konmn ot dwdorewa g
meQLodov g Pevetorgatiag (1211-1669)», p.
146; Detorakis, op. cit., 234-235; Varzelioti, Konti-
1] xopwdio xa xaOnueown fwin, p. 138.

16 Varzelioti, Kontixi] xwuwdio xar xabnueown
Cwn, p. 130,132, 135.

7 Varzelioti, op.cit., p. 135-136.

¥ Eedge mwg eiuor daoxalog di gran virti e
dotrina, / xat TooevTéQw yoduuato volgare xat
Lativa, / ouaixo xow Qoayxixa, GITovVIOAa xat
poavtooCa (Fortunatos, atto 4, v. 259-266).

¥ Oéles prhooopia, / Oélec v AptbBuntix,
0édeic Aotpovouia, Logica xau Retorica . Uma-
nita xatéyw, taior oty Matematica xdteye Twg
oev éyw (Katsurbos, atto 4,v. 323-326).



64 GOGO VARZELIOTI

di queste specifiche materie ¢ confermato anche dalle fonti archivistiche, secondo
le quali questi corsi non mancavano dall’educazione dei giovani cretesi, offrendo
loro una propedeutica per i futuri studi universitari.?

Secondo il costume dell’epoca, i figli seguivano I'esempio del padre, e studiavano anche
loro (si riferisce particolarmente nel ciclo dei dottori). Questa tendenza si esprime negli
atti notarili, ad esempio nei testamenti di medici e di avvocati, i quali, benedicendo i
figli, lasciano a loro il denaro necessario per continuare i loro studi in Occidente.?

Il desiderio dei genitori sull’educazione universitaria dei loro figli traspare an-
che nel teatro, come per esempio nella commedia Katsurbos, dove il maestro, con-
statando che il suo alievo innamorato non segue puntualmente le lezioni a scuola,
come era solito, dice a se stesso che il padre spera invano che il figlio un giorno ac-
quisira un diploma universitario: Spera o padre misero va tové deig dotoge! — cioe
di vederlo dottore.?? Anche Ermogenis, il maestro nell’opera Stathis, quando tutti
porgono i loro auguri ai futuri sposi, esso li augura a suo turno di avere discenden-
ti che eccelleranno nei loro studi per diventare avvocati.?

Tutti e tre i maestri della commedia cretese insistono nel dire che conoscono
molto bene le leggi. Spesso si offrono di rappresentare al tribunale chi stimano di
avere bisogno dei loro servigi, sostenendo che sono senza eguali anche nella reto-
rica: nel Fortunatos, per esempio, il maestro pretende di essere un oratore cosi ma-
gnifico da superare perfino Cicerone.* Alla fine delle opere, i maestri sono chia-
mati, assumendo cosi anche il ruolo del notaio, a redigere contratti per la costitu-
zione della dote nuziale delle giovani coppie innamorate.? In particolare, quando i
padri dei futuri sposi chiedono a Ermogenis di redigere il contratto di matrimonio,
esso afferma che sistemera tutto da buon tabellione.?®

La mutazione dei maestri della commedia cretese in notai potrebbe essere un
espediente degli autori per I’economia dell’opera teatrale, ma le fonti archivisti-
che confermano la loro attivita multiforme, poiché s’incontrano spesso nelle fonti
come notai o scrivani.?’

Indubbiamente, il maestro ¢ una delle figure pitt comiche della commedia del ri-
nascimento cretese. Un costante espediente in tutte e tre le opere costituisce I'i-
dioma linguistico degli insegnanti, i quali, per mostrare la loro istruzione, usano
un miscuglio di italiano, latino, veneziano e greco.?® La maggioranza degli equivoci

2 Varzelioti, Kontuxn xouwdio xar xabnueown
Ewif, p. 136-137, 143-161.

2 Varzelioti, op.cit., p. 137, 148-149.

2 Katsurbos, atto 4, v. 131.

2 To oul1x0 %L Holpa 00g VA HAUOV HAEQOVD-
uovs /va géEovy 15 ta yoduuata, va Egdnyovot
vduovg (Stathis, atto 3,v.517-518).

% Fortunatos, atto 4, v. 266. Vedi ancora Stathis,
atto 3, v. 139-140.

% Varzelioti, Kontuxij xouwdia xar xaOnueown

Cw, p. 138-139. Vedi ancora, Katsurbos atto 5, v.
440-442 e Fortunatos, atto 5, v. 389-390.

% Stathis, atto 3, v. 456.

2 Varzelioti, Kontix] xouwdio xor xaOnueown
Cwn, p. 139.

2 Lidia Martini, «Italianismi nelle commedie cre-
tesi», 111 Convegno Nazionale di Studi Neogreci
“Italia e Grecia: due culture a confronto” (1989),
Palermo 1991, p. 125-133; Domenica Minniti-Go-
nias, «Gli “italianismi” nella tradizione cretese:
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si creano durante i dialoghi con i domestici, i quali, ignoranti come sono, non solo
non capiscono, ma fraintendendo il suono delle parole o i nomi a loro sconosciuti,
credono che il loro interlocutore li offende o dice qualcosa di sconveniente.? Cosi,
si creano malintesi comici, giochi fantasiosi di parole, e anche piccole zuffe.

Nello stesso spirito, si svolgono anche le scene con i militari vanagloriosi, come
per esempio il diverbio con Koutsoulieris nel Katsurbos, dove il maestro, non
avendo altro modo di proteggersi dallo scagnozzo armato, lo colpisce con la sua
unica arma, cio¢ un libro, invocando il dio della guerra, Marziale: nel testo greco
Martsialos.* Questo succede dopo una lunga disputa, durante la quale ciascuno di
due argomenta sul valore delle lettere e su quello delle armi, una scena che si ripe-
ta spesso nella commedia rinascimentale italiana.

L’erudizione dei maestri nel teatro non si limita allo studio degli autori classici,
che elencano spesso pedantemente, ma sono anch’essi scrittori e poeti, come Pe-
dantes di Fortunatos, che scrive (come ci informa lui stesso) in verso et in prosa.®
Si riferiscono minuziosamente alle opere della letteratura latina e greca antica che
hanno studiato, e considerano come loro missione esclusiva la diffusione delle let-
tere. Il maestro di Katsurbos, particolarmente, per far credere a quello che dice,
giura su quanto pil sacro ha, cio¢ sul libro della sua Grammatica: In su la mia
Grammatica, in forma di Scrittura.®

Il maestro della commedia cretese si muove in tutti gli strati sociali, creando si-
tuazioni comiche ma anche esprimendo con passione I'importanza della conoscen-
za e dell’'umanesimo. Nonostante riflettesse elementi della societa e contribuisce
allo studio dell’educazione della sua epoca, si tratta di un tipo teatrale standardiz-
zato, sul modello del meticoloso pedante veneziano, al quale si devono anche le
sue caratteristiche comiche. Dall’altro lato, la sua presenza nelle fonti archivistiche
tratteggia una persona che godeva di prestigio, rispetto e stima, — tra 1’atro, molto
spesso appare negli atti notarili come testimone in casi di terzi.*® Nelle fonti, I’e-
ducazione si presenta come materia di scambio: nei legati, nelle doti, e negli altri
contratti, essa ¢ un bene prezioso con un valore intramontabile. Questo valore non
solo non si mette in dubbio, ma anzi si accentua sistematicamente, come abbiamo
visto, nella commedia cretese. E questo ¢ I’elemento comune pitt importante tra il
«pedante» e il maestro a Creta, durante il periodo della venetocrazia.

1. Katzurbos», Ztépavog. Twntix) m000¢ood
otov BdAtep ITovyvep, a cura di 1. Vivilakis, Ate-
ne 2007, p. 803-813; Varzelioti, Kontuxi] xwuwdio
xau xaOnueown Cwn, p. 101, e specialmente per
il dialetto grecoveneziano, ibid, p. 33-35, con la
bibliografia relativa.

# Varzelioti, op.cit., p. 101-102. Tra i tanti esempi,
citto Katsurbos atto 5, v. 309-343; Fortunatos, atto
5,v. 213-270.

% Katsurbos, atto 4, v. 391-394. Vedi ancora Fortu-
natos, atto 4, v. 207-325 e Stathis, atto 3, v. 144-235.
Per ulteriori informazioni vedi Varzelioti, Kontuxi
xwuwdio xow xaOnueown Lwn, p. 129-131.

8 Fortunatos, atto 4, v. 262.

% Katsurbos, atto 5, v. 377.

¥ Vedi sporadicamente alle serie di documenti
notarili dell’epoca.






CHRISTINA OIKONOMOPOULOU

IDENTITE TOPOGRAPHIQUE — ASPIRATIONS IDENTITAIRES :
LE CAS DU THEATRE DE THIERRY DEBROUX

« Cette fois, je la tiens ma revanche.
Un film magnifique, ce sera un film magnifique.
Cinecittd, me revoila ».

Introduction
Problématique

otre étude vise a approcher et interpréter la notion de I’espace dramatique

chez Thierry Debroux, I'un des dramaturges les plus importants du théatre
belge francophone. Le corpus sur lequel sera fondée notre étude est constitué de
ses pieces Cinecitta,? Eros Médina® et Made in China.* Toutes les trois écrites a
I’aube du XXIe siecle, et dotées de fortes connotations spatiales, elles réalisent le
mieux I'usage original de ’espace dramatique par ’auteur. Essayant une cartogra-
phie spatiale de ces ceuvres, nous tenterons d’interpréter la polyvalence de la spa-
tialité dramatique, dichotomisée entre I’espace dramatique scénique et I’espace
dramatique verbalisé. Dans cette perspective, nous traiterons plus spécifiquement
leur identité et fonctionnalité au sein de la charpente dramatique, et surtout par
rapport a I’évolution existentielle des héros. Multiculturel et international, I’es-
pace dramatique scénique finit par camper une atmosphere close qui fonctionne
comme mécanisme de compression psychologique sur les personnages. Réaliste
et étouffant, il dévoile la présence significative d’une seconde localité hors-scene
qui surgit grace au verbe des personnages. Cet espace verbalisé subsiste comme

! Propos du protagoniste Henri dans Thierry
Debroux, Cinecittd, Lansman, Manage (Bel-
gique) 2005. Pour la présente étude, nous avons
consulté et fait usage de la version électronique
du texte théatral, généreusement envoyé par
Thierry Debroux a Christina Oikonomopoulou
le 10 janvier 2016 par courriel, 38 p., ici p. 30.

2 La piece a été créée pour la premiére fois au
Théatre de la Vie a Bruxelles le 20 septembre
2005 dans une mise en scene de Th. Debroux
(Debroux, Cinecitta, ibid., p. 4).

® Thierry Debroux, Eros Médina, Lansman, Ma-
nage 2006. La piece a été créée le 20 septembre
2006 au Théatre de la Balsamine a Bruxelles dans
une misse en scene de Julie Annen (Debroux,
Eros Médina, Lansman, op.cit., p. 4). Pour la pré-
sente étude, nous avons consulté et fait usage de
la version électronique du texte théatral, généreu-

sement envoyé par Thierry Debroux a Ch. Oiko-
nomopoulou le 10 janvier 2016 par courriel, 24 p.
4 Thierry Debroux, Made in China, Lansman,
Manage 2010. La piece a été créée pour la pre-
miere fois au Théatre Octobre a Lomme, France,
le 9 mars 2010 dans une mise en scéne de Didier
Kerckaert (Debroux, Made in China, ibid., p.
4). Elle fut écrite sur commande du metteur en
scene Didier Kerckaert (Thierry Debroux, Made
in China, Théatre Octobre, programme de la
piece, Lomme 2010, p. 1 et 4), et elle fut lauréate
de la Bourse SACD/Beaumarchais 2009 (Thierry
Debroux, Made in China, Théatre Octobre, ibid.,
p. 1). Pour la présente étude, nous avons consulté
et fait usage de la version électronique du texte
théatral, généreusement envoyé par Thierry De-
broux a Ch. Oikonomopoulou le 6 janvier 2016
par courriel, 44 p.
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cadre volontairement illimité, mythifié et couvert d’optimisme hallucinatoire par
les protagonistes. Lié a leur quéte du bonheur et surtout a leur réussite profession-
nelle, il aboutit a une véritable péripétie ontologique qui fait émerger plusieurs as-
pects de leur substance tautologique. Ceci dit, a la derniere étape de notre étude,
nous tenterons de répondre a la question de I’échec ou de la réussite du trajet des
héros vers ce lieu, revétu d’illusion sacralisée.

Th. Debroux, auteur prolixe, multivalent et célébre de la scéne belge francophone

De nationalité belge et d’expression frangaise, Thierry Debroux est né a Water-
mael-Boitsfort, commune de la région de Bruxelles, en 1963. Sa premiere expé-
rience des planches de scene, couronnée d’applaudissements, de succes et de rire,
se date de 1969, lorsqu’il incarne a la troisieme classe de I’école maternelle Baloo,
du Livre de la jungle de Rudyard Kipling.® ’auteur raconte :

[...] Cest moi, acteur, 4gé de six ans dans un spectacle de fin d’année en troi-
sieme maternelle. J’y incarne Baloo dans Le Livre de la jungle de Kipling, je
dois manger une banane mais on n’a pas répété la scene. Le jour de la repré-
sentation unique, je me retrouve avec ma peau de banane, et ne sachant pas
quoi en faire, je la jette dans le public. Ca fait rire les trois cents personnes
qui sont la. Et je trouve cette vague de rires impressionnante et elle me fait
du bien. C’est mon premier souvenir de théatre vu par le petit gar¢on que
jétais.t
Malgré son compromis avec la volonté parentale de suivre la voie professionnelle
d’instituteur de I’école primaire, il entre a PINSAS’ ou il participe a un atelier
d’écriture dramatique dirigé par Michel Vinaver. Cette rencontre sera I'amorce de
son implication dans I’aventure théatrale —auctoriale et artistique—, avec une pre-
mieére courte piece titrée D’une, écrite en 1987 dans le cadre de cet atelier.®
Dramaturge, acteur, metteur en scéne, adaptateur et traducteur pour le théatre,®
adaptateur et scénariste de télévision,” collaborateur de spectacle de danse," di-

® Rudyard Kipling, Le Livre de la jungle, Mer-
cure de France, Paris 1899.

& Sylvia Botella, « Thierry Debroux, “Théatre
du Parc”, Année 15 », site de La Radio-télévi-
sion belge de la Fédération Wallonie-Bruxelles
(RTBF), 13 février 2015, sur https://www.rtbf.
be/culture/scene/detail_rencontre-avec-thierry-
debroux-directeur-du-theatre-du-parc-heureux-
contemplatif-et-determine?id=8905978.

" Institut National Supérieur des Arts du Spec-
tacle et des Techniques de Diffusion de la Fédé-
ration Wallonie-Bruxelles.

& Nadine Pochez, « Thierry Debroux », Comé-
dien, 13 février 2006, sur http://www.comedien.
be/Thierry-Debroux.

° Voir sur les mises en scéne, les adaptations

et les traductions de Debroux pour le théatre
« Thierry Debroux », Les Francophonies en Li-
mousin, sur http://www.lesfrancophonies.fr/DE-
BROUX-Thierry.

0 Debroux a adapté des romans d’Agatha Chris-
tie pour France Télévisions, de 2009 a 2015, voir
sur ce sujet « Thierry Debroux », Agence Lise
Arif sur http://www.agencelisearif.fr/auteur-rea-
lisateur/thierry-debroux/, Botella, « Thierry De-
broux, “Théatre du Parc”, Année 15 », op. cit.,
et la Fiche du réalisateur Renaud Bertrand sur
la banque de données de la Bibliotheque Natio-
nale de France, sur http://data.bnf.fr/15038739/
renaud_bertrand/.

" Debroux a collaboré en 2006 avec la choré-
graphe cambodgienne Yiphun Chiem dans son
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recteur du Théatre du Parc depuis juillet 2011," Debroux est indéniablement une
personnalité polyvalente et emblématique de la vie théatrale et artistique belge.
Auteur de plus de vingt pieces de théatre!® qui connaissent une réception remar-
quable en Belgique et en France,” maintes fois couronné pour ses créations et
mises en scene,’® traduit et édité en Roumanie, il figure parmi les dramaturges
contemporains les plus importants de ’espace francophone européen.

Si I'on essaie de placer la dramaturgie de Debroux dans I’évolution du théatre
belge francophone contemporain, nous constaterons qu’elle s’integre dans la généra-
tion des années 90." Celle-ci est marquée par trois caractéristiques prédominantes,
a savoir la formation universitaire et I'identité multifonctionnelle des créateurs, ainsi
que la revalorisation de la réserve thématique et interprétative du texte théatral.

Ayant acquis une éducation artistique adéquate et spécialisée dans de grandes
institutions universitaires belges, comme I'INSAS ou I'TAD,* les dramaturges de
cette période combinent la fonction de I’auteur avec celle du metteur en sceéne.

spectacle de danse Apsara — Tribal Sarong. Sa
contribution concernait le faconnement de la
construction intérieure du spectale. Voir sur ce
sujet Pochez, « Thierry Debroux », op. cit., et
« Apsara 2006-2007 », Aspasia, I’annuaire du
spectacle, sur http://www.aml-cfwb.be/aspasia/
spectacles/15585/Apsara.

2 Edmond Morrel, « Th. Debroux succede a
Yves Larec », Demandez le programme, 2 avril
2010, sur http://www.demandezleprogramme.be/
Thierry-Debroux-succede-a-Yves-Larec. Voir
aussi sur la direction du Théatre du Parc par Th.
Debroux 'interview du dramaturge par Botella,
« Thierry Debroux, “Théatre du Parc”, Année
15 », op. cit.

¥ Voir la liste exhaustive des créations théa-
trales de Debroux dans « Thierry Debroux », Les
Francophonies en Limousin, op. cit. La majorité
des pieces de Debroux est éditée par Lansman,
voir sur le site de la maison d’édition http://
www.lansman.org/editions/recherche.php?ses-
sion=&first=10&rec_texte=DEBROUX&gen-
re=&t_aff=p. La derniere création dramatique
de Debroux est Kennedy, publiée chez Lansman,
Manage 2016, représentée pour la premiere fois
au Théatre du Parc en mai 2016, et dans le cadre
du Festival Off d’Avignon 2016. Voir pour les
détails « Création mondiale, “Kennedy” de De-
broux », Arts et Lettres, sur http://www.theatre-
montansier.com/wp-content/uploads/2016/04/
artsrtlettres-Kennedy-27.04.16.pdf, et sur le
site du Festival d’Avignon http://www.avignon-
leoff.com/programme/2016/par-titre/k/kenne-
dy-17113/.

¥ Voir sur la forte réception des picces et mises

en scene de Debroux Nurten Aka, Lauren Al-
cion, Marie Baudet et al., Dossier du Prix de la
Critique (thédtre et danse), saison 2006-2007,
Hayez, Bruxelles 2008, p. 8: « Est-il une saison
digne de ce nom sans retrouver a l’affiche au
minimum deux pi¢ces de Thierry Debroux? »,
Christelle Colleaux, Dossier pour la représenta-
tion de la piéece “Darwin’ de Thierry Debroux,
29 avril a 24 mai 2008, Théatre du Rideau,
Bruxelles, p. 3 : « Il n’est pas de saison sans une
piece de Debroux a ’affiche de théatres bruxel-
lois et bientot francais. Son Roi Lune joué par
Julien Roy et Bernard Van Doorslaer a soule-
vé un tel enthousiasme au Théatre des Doms
d’Avignon en juillet 06 que le spectacle a connu
cette saison cinq mois de tournée en France
dont deux a Paris. Il vient de créer au Théatre
du Parc Robespierre qu’il a également mis en
scene ». Voir aussi Pochez, « Thierry Debroux »,
op. cit., o Debroux avoue que, pendant la saison
2005-2006, cinq de ses picces de théatre seraient
créées dans des théatres bruxellois.

% « Thierry Debroux », Les Francophonies en Li-
mousin, op. cit.

% Le théatre de Debroux a été traduit en rou-
main par Petruta Spanu, et édité en quatre vo-
lumes aux Editions Fides, Iasi, Roumanie 2011.

" Voir en détail sur I’évolution et les générations
du théatre belge francophone contemporain
Nancy Delhalle, « D’une génération a l’autre.
Modes et formes d’émergence dans le théatre
en Belgique francophone », Prospero —European
Review Theatre and Research, no. 1, 2010, p. 1-7,
ici p. 4-5.

8 Institut des Arts de Diffusion de Belgique.
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Tres souvent, ces deux identités fusionnent, I’écrivain assumant en méme temps la
mise en scene de sa propre piece, ou encore le role de I’acteur. Toujours est-il que
I’écriture dramatique, mise en écart pendant les années précédentes, prétend 1'im-
portance de sa contribution dans le processus théatral. D’autre part, a leur double
role, d’auteur et de metteur en scéne, s’accroche fréquemment celui de directeur
de théatre, ce qui manifeste leur intention de s’intégrer dans un contexte d’insti-
tutionnalisation théatrale, ol ils pourraient déployer leur créativité artistique. Op-
tant pour une actualisation et internationalisation des thémes qui ambitionnent de
faire émerger les fermentations de la société et de la culture actuelles occidentales,
les dramaturges de cette période abandonnent les aspirations politiques et idéo-
logiques du théatre engagé des années précédentes. Parallelement, ils s’orientent
vers un usage de plus en plus fréquent des pratiques multimédia, sans abandonner
I'importance attribuée au comédien, dont le corps devient ’objet d’une explora-
tion raffinée des possibilités cachées.

Pour Debroux, I’écriture dramatique est une aventure scripturale. Guidé par le
flux de sa créativité, il confesse de ne jamais connaitre 1’étape terminale de cette
fascinante traversée :

« C’est comme un voyage. Il y a quelque chose d’instinctif qui se produit.
Je ne suis pas quelqu’un qui travaille avec un plan précis, alors qu’il y a des
auteurs qui ne peuvent pas démarrer une piece avant qu’ils ne sachent com-
ment elle se termine. [...] En général, moi, je ne sais absolument pas com-
ment mes pi¢ces vont se terminer, et je suis parfois méme tres surpris par
cette révélation, ce retournement de situation dont on parlait... Mais lors-
qu’elle arrive, c’est instinctif et naturel ».1°

Au sein de ce voyage, I'imagination acquiert un role primordial.”® Considérée par
I’auteur comme un large champ d’idées et d’éléments constamment renouvelé et
alimenté, elle est « un réservoir collectif inconscient et mythologique auquel on
peut avoir acces », pour lequel il a « développé des facons d’y accéder et de main-
tenir ce rapport de facon presque constante ».

Pourtant, Debroux reste fidele dans sa relation avec la réalité, apte a stimuler la
créativité auctoriale, grice au charme de sa fortuité stimulante.?? Actuelle ou pas-
sée, la factualité comme source d’inspiration ’amene a un travail documentaire ex-
haustif, qui Iui permet de travailler a plusieurs reprises sur ses textes de théatre.”® Le

% Pochez, « Thierry Debroux », Comédien, op. cit.
2 Jbid., voir aussi Philip Tirard, « “Cinecitta”: une
rencontre décisive », La Libre Belgique, 27 sep-
tembre 2005, sur http://www.lalibre.be/archive/
cinecitta-une-rencontre-decisive-51b88bafe4b0de-
6db9acba80 et Laurent Ancion, « Petit portrait en
femme majeure », Le Soir — Belgique, 22 septembre
2006, p. 38, sur http://archives.lesoir.be/petit-por-
trait-en-femme-majeure_t-20060922-006 ELM.html.
2 Botella, « Thierry Debroux, “Théatre du Parc”,
Année 15 », op. cit.

2 Debroux dans Colleaux, Dossier pour la re-
présentation de la piéce “Darwin” de Thierry
Debroux, op. cit., p. 2 : « Ouvert, sans quéte par-
ticuliere, il s’établit une sorte de correspondance
entre soi et ce qui nous entoure. Ma vie est sans
cesse traversée de hasards, de signes, d’invita-
tions a pousser des portes ». Voir aussi sur I'im-
portance de la réalité pour ’écriture dramatique
de Debroux Ancion, « Petit portrait en femme
majeure », Le Soir —Belgique, op. cit.

% Pochez, « Thierry Debroux », Comédien, op. cit.
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lien significatif de I’auteur avec la vérité empirique et sa transcription théatrale
s’averent souvent de caractére autobiographique ou biographique,* tragant le
chemin singulier d’un ou de plusieurs personnages qui ont réellement existé. De
variance ethnique, professionnelle, générationnelle, éthique et comportementale,
les protagonistes debrouxiens sont facilement reconnaissables en tant que person-
nalités fameuses qui ont marqué I’histoire et la littérature occidentale,® ou en tant
que personnages habituels de la quotidienneté actuelle.

Théatre au fil narratif classique, profondément lyrique et poétique,® son ceuvre
dramatique ne refuse point les touches humoristiques et burlesques.?” Mais sa plus
grande qualité reste la sobriété —bien qu’elle ne soit qu’apparente— de son écri-
ture au niveau de forme et de contenu. Dépourvu d’hermétisme et d’élitisme es-
thétiques, thématiques et verbaux,? le théatre debrouxien se veut ouvert a toute
catégorie de spectateurs, reconnaissant I'importance de sa mission « multigénéra-
tionnelle ». L’auteur précise :

«Je pense que la plus grande difficulté pour un auteur, c’est d’écrire une histoire
simple. Ce n’est pas compliqué d’étre complexe mais c’est tres compliqué d’étre
simple. J’aime bien que ce qu’on raconte aux gens ne soit pas difficile d’acces.
Drautant qu’on essaie de toucher toutes les générations a la fois sur la plupart
des spectacles. J’aime beaucoup ’aspect multigénérationnel du théatre : voir ve-
nir des adolescents, des enfants avec des grands-parents, des arriere-grands-pa-
rents... »%

Identité topographique des pieces debrouxiennes
L’importance géodésique thédtrale — points de repére

Au sein du réservoir thématique debrouxien, I’espace dramatique® est doué d’une
dynamique particuliere qui revalorise ses correspondances apparentes avec la
scene théatrale.

Pour le dramaturge, la genese du cadre spatial de I’action —fréquemment ur-
bain- est identique a celle de sa thématique, émergeant aussi de son inspiration.
Debroux avoue : « Je ne décide en général pas de mes sujets. Ils s’imposent a moi.
Et c’est pareil pour les villes.... ».%

2 Ancion, « Petit portrait en femme majeure »,
Le Soir —Belgique, op. cit. et Tirard, « “Cine-
citta”: une rencontre décisive », La Libre Bel-
gique, op. cit.

% A titre d’exemple, mentionnons la pice la
plus récente de Debroux Kennedy, op. cit.

% Didier Kerckaert dans Colleaux, Dossier pour
la représentation de la piéce “Darwin’ de Thierry
Debroux, op. cit., p.5.

2 [bid.

% Pochez, « Thierry Debroux », Comédien, op. cit.

2 Debroux dans Botella, « Thierry Debroux,
“Théatre du Parc”, Année 15 », op. cit.

% Pour une définition exhaustive du terme « es-

pace dramatique », voir Michael Issacharoff,
« Space and Reference in Drama », Poetics to-
day, volume 2, no. 3, spring 1981, p. 211-224,
Patrice Pavis, Dictionnaire du Thédtre, Armand
Colin, Paris 2002, p. 118-120, idem, Vers une
théorie de la pratique thédtrale — Voix et images
de la scene, Presses Universitaires de Septen-
trion, Villeneuve d’Ascq 2007, p. 386-388, Marika
Thomadaki, Sémiotique du discours théadtral total
(Magizo Owuaddun, Snuewtixy tov oixov
Ocatoixov Loyov), Domos, Athénes 1993, p.
129-137, et Anne Ubersfeld, Lire le thédtre II —
L’école du spectateur, Belin, Paris 1996, p. 54-55.

3 Thierry Debroux, courriel a Ch. Oikonomo-
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Premier signe de 'importance locale dramatique est le titrage fortement spa-
tialisé de ses pieces. A part les ceuvres étudiées ici dont le titre renvoie directe-
ment au réalisme précis des lieux existants, tels que Cinecitta, la médina maro-
caine et Chine, d’autres de ses créations théatrales sont nommées par des espaces
explicitement cadrés. Mentionnons a titre d’exemple Moscou nuit blanche* Ter-
mini Roma® et Terril apache.® Cette importance attribuée a la topographie est en
outre balisée par une internationalisation a ferme connotation ethnoculturelle. En
d’autres termes, les espaces dramatiques debrouxiens, en dehors de leur caractere
multiculturel qui dépasse le terrain restreint occidental, sont chargés, des le titre
théatral et tout au long de I’action dramatique, d’une sémiotique particuliere na-
tionale, géographique, historique et culturelle, telle que I'Italie, le Maroc, la Chine,
la Russie ou la terre américaine indigene.

A part sa mission de fictionnalisation d’une localité concréte, renvoyant 2 la
réalité et accueillant action, situations, conflits et interdépendances parmi les hé-
ros, 'espace dramatique debrouxien doit son importance originale a deux fonc-
tions supplémentaires, I’emboitement topographique et son lien avec I’évolution
personnelle des personnages théatraux.

Dans ce cadre, on reconnait son intention de se profiter constamment de la pos-
sibilité de bifurcation de I’espace dramatique, morcelé entre le scéniquement visible
et le hors-scene. ® C’est ainsi que la spatialité dramatique scénique de ses ceuvres
embraye un second espace, scéniquement non représenté et dont les caractéris-
tiques engendreront, au fur et a mesure que la tension dramatique accroit, des bi-
polarités antinomiques avec des parametres de 1'univers spatial principal avec qui
il « interfere nécessairement ».*® Ce second espace dramatique hors-scéne® est une
zone topographique « dynamique »,*® une localité dramatique verbalisée,® dont la
description et les connotations ne sont fournies que par le verbe des protagonistes.

poulou, 23 ao(it 2016, a propos de I'importance
de la topographie dramatique dans ses pieces
théatrales.

32 Thierry Debroux, Moscou nuit blanche, Lans-
man, Manage 1995.

% Thierry Debroux, Termini Roma, Lansman,
Manage 1996.

% Thierry Debroux, Terril apache, Lansman, Ma-
nage 2009.

% Cf. Ubersfeld, Lire le thédtre Il — L’école du
spectateur, op. cit., p. 55 : « Cet espace drama-
tique est de facon tres générale un espace plu-
riel, dichotomique, construit sur des oppositions,
non seulement celle du scénique et du hors-scé-
nique, mais d’autres, caractéristiques de tel ou tel
type de texte théatral, voire méme de tel texte
particulier ».

% Patrice Pavis, L’Analyse des spectacles —
Thédtre, mime, danse, cinéma, Armand Colin,
Paris 2016, p. 163.

¥ Voir en détail sur I’espace dramatique hors-
scene William Gruber, Offstage space, narrative,
and the theatre of the imagination, Palgrave Mc-
Millan, New York 2010.

% Michael Issacharoff, Discourse as Performance,
Stanford University Press, Stanford 1989, p. 68.

¥ Cf. avec les termes suivants désignés en ma-
tiere de l’espace dramatique verbalisé par les
théoriciens et auteurs suivants : «Referred
space» selon I’expression de Gay McAuley,
Space in Performance: Meaning in the Theatre,
University of Michigan Press, Ann Arbor 1996, p.
20 ; «offstage space [...] screened by language»
selon Michael Issacharoff, Discourse as Perfor-
mance, op. cit., p. 68 ; « un ailleurs » selon Hé-
lene Laliberté, « Pour une méthode d’analyse
de I’espace dans le texte dramatique », L’An-
nuaire thédtral : revue québécoise d’études théa-
trales, no. 23,1998, p. 133-145, ici p. 136 ; « espace
“off” » selon Richard Monod, Les textes de
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Cela étant, I’action et le positionnement scéniques des héros accueillent et
nourrissent constamment le déploiement de I’espace dramatique « mentionné »*
et, par conséquent, du lieu qu’il représente. Or, ’émergence de ce champ spatial,
fictif et « symbolisé »,** est associée a la conquéte identitaire des caracteres de-
brouxiens, sous forme de défi qu’ils doivent gagner a n’importe quel prix. En ma-
tiere de I'impact de la spatialité sur I’évolution particuliere humaine, rappelons
les propos significatives de ’auteur : « Je crois bien stir que I’endroit ou I’on vit
exerce une influence profonde ».*?

Descriptif du cadre spatial dramatique —scénique et verbalisé- des piéces

Cinecitta est une piece purement autobiographique et intensément topogra-
phique.®# Son cadre spatial unique qui est Rome « détermine 1’axe drama-
tique »,* mettant sur scéne la véritable et singuliere histoire du grand-pere de
I’auteur.® L’histoire débute 4 Rome en 1981, ou Henri, vieil homme aux alen-
tours de quatre-vingts ans, vit avec sa compagne Andréina. Né & Namur en 1896,

thédtre, Cédic, Lyon 1977, p. 142 ; « espace men-
tionné » selon Pavis, L’Analyse des spectacles
— Thédtre, mime, danse, cinéma, op. cit., p. 163 ;
«hoyOywQog» (nous tenterions de traduire ce
terme par « référo-espace » ou « verbo-espace »)
selon Thomadaki, Sémiotique du discours théa-
tral total, op. cit., p. 132.

4 Pavis, L’Analyse des spectacles — Théatre,
mime, danse, cinéma, ibid., p. 163.

“ Ibid.

2 Debroux, courriel a Ch. Oikonomopoulou, op. cit.
4 Debroux, Cinecittd, Lansman, op. cit., recto du
livre. Voir aussi, Debroux, courriel a Ch. Oiko-
nomopoulou, ibid. : « Cinecitta, c’est I'histoire
de mon grand-pere. J'ai donc respecté la géo-
graphie de sa vie et tout se passe a Rome parce
qu’il a vécu les 20 dernieres années de sa vie a
Rome », Philip Tirard, «*“Cinecitta”, double réve
de star », La Libre Belgique, 13 septembre 2005,
sur http://www.lalibre.be/culture/scenes/cinecit-
ta-double-reve-de-star-51b88b89e4b0de6db9a-
caa38 et Debroux dans Tirard, « “Cinecitta” : une
rencontre décisive », op. cit. : «C’est, a quelques
détails pres, ’histoire de ma propre rencontre |[...]
avec un grand-pere que je croyais mort et qui est
réapparu apres un demi-siecle d’absence. Lui et
moi avions partagé, sans le savoir, le méme réve:
devenir vedette de cinéma».

“ Le caractere fortement autobiographique de
cette piece apparait aussi a la transposition fidele
de l'incident de la premiere apparition sur scéne
de Debroux a I'dge de six ans : « ANTOINE :
(Temps) Quand j’ai lu les lettres qu’il envoyait

a ma mere, ca m’a completement retourné. Un
grand-pere que je n’avais jamais vu, avait révé
toute sa vie de devenir acteur. Et moi, ¢a faisait
si longtemps que je faisais le méme réve, sans en
parler [sic] a personne, jamais. [...] Acteur célebre,
voila ce que je voulais devenir. Ca me poursuit
depuis I'age de six ans. A cause d’une peau de
banane. [...] La classe de troisieme maternelle
présente Le Livre de la Jungle [sic] dans la salle
des fétes de 1’école. Dans le role de Baloo : le pe-
tit Antoine. [...] Au milieu du spectacle, il était
prévu que je mange une banane. Le jour de la re-
présentation arrive. Je mange ma banane comme
convenu et je me retrouve avec la peau, ne sa-
chant pas quoi en faire, tout penaud devant trois
cent cinquante personnes. Et 14, je ne sais pas ce
qui me prend, une inspiration soudaine : je jette
la peau dans la salle. Tout le monde éclate de rire
et moi, je me sens brusquement trés important.
Un petit garcon dans un costume d’ours vient de
provoquer un séisme et jusqu’a la fin de ses jours
sans doute, il en sentira les secousses ». (Debroux,
Cinecitta, version électronique, op. cit., p. 19.)

% Debroux, courriel a Ch. Oikonomopoulou.

% La photo du grand-pére de Debroux a méme
servi d’affiche de spectacle aux représentations de
la piece, voir Catherine Makereel, « Mon grand-
pere, ce héros qui voulait étre une vedette », Le
Soir — Belgique, 20 septembre 2005, sur http:/ar-
chives.lesoir.be/mon-grand-pere-ce-heros-qui-vou-
lait-etre-une-vedette_t-20050920-001CQ1.html.

4 Debroux, Cinecitta, Lansman, op. cit., recto du
livre.
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« ’année méme ol naissait le cinématographe »,*® « petit marchand de sable »,% il
avait abandonné sa famille pour tenter son sort comme acteur a Paris. Cinquante
ans ont écoulé sans jamais avoir pris contact avec sa femme et ses enfants, alors
qu’a présent, il accueille chez lui Antoine, son petit-fils, qui se trouve a Rome en
vacances. Lors de leurs trouvailles heureuses, le grand-pere déploie le fil de sa vie
et ses efforts échoués de devenir vedette du cinéma, alors qu’Antoine confesse
sa volonté de devenir acteur. De cette combinaison entre réve et ambition pro-
fessionnelle, émerge I’entrecroisement intérimaire de deux destins dont Cinecitta,
le studio cinématographique emblématique italien,*® devient ’espace verbalisé,
d’ailleurs totalement idéalisé par Henri. Bien que Cinecitta ft le décor du passé
artistique échoué du grand-pére qui y avait travaillé en tant que traducteur,” il
surgit a ce moment-la comme une parfaite circonstance spatiale future qui ver-
rait la conjonction des destins du grand-pere et du petit-fils. Autrement dit, le stu-
dio cinématographique se transforme en lieu d’accueil de I’avenir ambitieux mais
éloquemment impossible d’Henri qui réve son « come-back », grace au scénario
qu’Antoine devrait écrire et qui éblouirait Cinecitta.®? Bien que la piece finisse
avec la mort du grand-pere, sa présence et son aspiration a la célébrité restent om-
niprésents dans le petit appartement ol prennent leur café Antoine et Andréina.*®

Eros Médina, piece inspirée de la véritable histoire familiale de la comédienne
Anouchka Vingtier —compagne de I'auteur-* et du secret de sa grand-mere® est
le monologue d’une jeune actrice de notre époque. Pour Debroux, cette piece « in-
vite le spectateur a une promenade initiatique au sein d’une ville mais surtout au
sein de lui-méme ».%® Au milieu de ’ambiance claustrophobe et labyrinthique de
la médina de Marrakech, « ville mystérieuse faite de ruelles et de portes [...], une
infinité de mondes clos et de secrets »,5 Alexina se sent obstinément suivie par
un homme. Pleine d’angoisse et suffoquant de la présence masculine inconnue,
elle brise le silence et ose lui adresser la parole. Loin d’instaurer un contact avec
lui ou, au contraire, I’affronter et lui demander la tranquillité, elle s’adonne a une
longue confession solitaire. Séjournant a Marrakech pour le tournage d’un film et
ayant choisi de participer a une scéne érotique, elle se demande si cette décision
fut la cause de sa séparation de son compagnon Dimitri. Entre commentaires pro-

“ Debroux, Cinecitta, version électronique, op.
cit., p. 11.

“® Ibid.,p. 37.

% Gino Moliterno, « Cinecitta », dans Gino Mo-
literno (éd.), Encyclopedia of Contemporary Ita-
lian Culture, Routledge, London and New York
2000, p. 163-164.

1 Debroux, Cinecittd, version €électronique, op. cit.,11.
52 [bid., p. 30-31.

% [bid., p. 38.

 Pochez, « Thierry Debroux », Comédien, op. cit.

% Anouchka Vingtier dans Théatre Le Public,
Eros Médina —Ballade initiatique, programme
de la piece, représentée du 10 janvier au 9 fé-

vrier 2008 au Théatre Le Public, Saint-Josse-ten-
Noode, Belgique, dans une mise en scene de Ju-
lie Annen, p. 3, 5.

% Debroux dans Théatre Le Public, Eros Médina
—Ballade initiatique, ibid., p. 3. Insister aussi sur le
fait que le titre de la piece est accompagné des
la premiére page du programme par le sous-titre
« ballade initiatique », qui met le point sur le lien
étroit entre ’errance topographique et la quéte
identitaire.

* Julie Annen et Anouchka Vingtier, interview a
Delphine Georges pour Brussel Deze Week, cité
dans Théatre Le Public, Eros Médina —Ballade
initiatique, ibid., p. 5.
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vocants sur le présent dramatique, entre réflexions, inquiétudes et interrogations
sur sa situation de femme et son passé, c’est toute une introspection individuali-
sée qui se dégage, croisée par I’histoire parallele de sa grand-mere, appelée aus-
si Alexina, qui avait souffert d’un viol collectif par des soldats Américains juste
apres la fin de la deuxieme guerre mondiale en Normandie. A la fin de la piece,
le bilan fusionnant les deux destins féminins aboutira a la détermination de la
protagoniste de continuer son chemin et d’assumer I’autonomie de son destin. Il
s’avere intéressant de remarquer ici que, bien que I’espace dramatique scénique
prétende son unicité réaliste —-la médina marocaine—, I’espace mentionné quant a
lui se trouve trichotomisé. D’une part, c’est la spatialité correspondant au passé
de I'actrice, vécu quelque part en Europe occidentale, probablement en Belgique
ou en France.® De I'autre coté, c’est la Normandie, localité qui est devenue le té-
moin du passé tragique de sa grand-mere violée.*® Finalement, c’est I’espace qui
accueillera ’avenir d’Alexina comme actrice du nouveau film pour lequel hésite.
Néanmoins, ce dernier coincide avec ’espace dramatique du présent diégétique,
puisque le film serait réalisé dans la médina de Marrakech.®

Dans Made in China, Debroux s’intéresse « au rapport des entreprises et de
ses employés a la globalisation et a 1’essor de 1’économie chinoise».®* Il dramatise
alors le contexte concurrentiel d’'une entreprise contemporaine, rachetée par une
société multinationale chinoise. Celle-ci, spécialisée au traitement des déchets,®
vise a délocaliser en Chine. Lisa, la nouvelle directrice de Ressources Humaines
se charge du choix d’un des trois cadres, qui sera par la suite responsable de la
formation des employés chinois a Shanghai.®® Jean-Pierre, homme cinquantenaire
avec une grande expérience professionnelle, Philippe, fragile et divorcé, et Nico-
las, arriviste et concurrentiel, forment le triangle des candidats. Plongés brusque-
ment dans une situation angoissante d’exercices imposés par Lisa, qui visent au
perfectionnement de leur formation et a la sélection finale, ils finissent par étre les
victimes d’un bouleversement identitaire dont les deux caractéristiques majeures
sont ’humiliation et le harcelement psychique. La rivalité et I'intransigeance qui
détruisent progressivement leur relation amicale conduiront a la sélection finale
de Nicolas pour le poste a Shanghai —une fois qu’il a réussi a séduire sexuellement
Lisa. Suivent la démission de Jean-Pierre qui décide de s’occuper des « urinoirs
avec des mouches »,% et le suicide de Pierre.

% Les seules indications sur la géographie de
I’espace dramatique hors-scéne qui renvoient
au passé de ’actrice sont assez vagues. On ap-
prend qu’elle vivait « dans une ville beaucoup
plus au nord en Europe » (Debroux, Eros Médi-
na, version électronique, op. cit., p. 3), et qu’elle
avait rencontré le réalisateur du film érotique au
« café Saint-Jean » (Debroux, Eros Médina, ver-
sion électronique, op. cit., p. 14).

% Nurten Aka, « “Eros Médina” — Secrets de fa-
mille et autres bruits », Rue du Thédtre, sur http:/

www.ruedutheatre.info/article-4076795.html: « Ré-
cit labyrinthique, texte a clef, en deux parties, il
nous bascule du Maroc a la Normandie ».

% Debroux, Eros Médina, version électronique,
op. cit., p. 6.

8 Debroux, courriel a Ch. Oikonomopoulou,
op. cit.

82 Debroux, Made in China, op cit., p. 3.

8 [bid., p. 6.

8 Ibid., p. 42.
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Ici, ’espace dramatique scénique de la piece est majoritairement focalisée
sur une salle de réunion,® lieu typique d’une entreprise contemporaine. L’auteur
n’y donne pas de précisions textuelles sur la localisation de I’entreprise, celle-ci
étant fournie implicitement tout long de I’action, a travers quelques petits dé-
tails® qui informent que I’action se passe éventuellement quelque part en France,
plutdt a Paris. Nonobstant, d’autres endroits supplémentaires complétent la loca-
lisation spatiale scénique, tels que I'immeuble de Sophie,” le restaurant chinois
et ’hotel ou Lisa dine avec Nicolas® et passe une nuit de passion avec lui,” la
maison de Philippe™ et I'immeuble de Nicolas.” L’espace dramatique verbalisé
c’est la Chine. Completement inconnu par les protagonistes, ’espace asiatique
parseme en densité I’ensemble du texte’ via les propos des protagonistes. Leurs
références sont pleines de connotations ethnoculturelles chinoises, et surtout
chargées de leur angoisse de faire tout ce que possible pour le connaitre de pres.
Pour autant, plusieurs éléments de la civilisation chinoise qui font partie de I’es-
pace hors-scene se trouvent négativement projetés sous forme d’épreuves dans
I’espace dramatique scénique qu’est la salle de réunion, transformée progressi-
vement en lieu de manipulation humiliante imposée par Lisa. Les trois cadres
doivent alors y apprendre des mots en chinois,” s’exercer a I’apprentissage de
la différenciation culturelle,” ou s’entrainer a la technique du combat de sabre
Kendo.”

Espace dramatique et aspirations identitaires des héros
L’espace dramatique scénique, un facteur affectant les personnages

Lié€ au présent et au passé des protagonistes, ’espace dramatique scénique du pré-
sent diégétique semble leur exercer une certaine influence d’ordre psychique. Clos
et stable, il atteint souvent les dimensions d’un lieu claustrophobe qui les étouffe.
Dans Eros Médina, Alexine, terrifiée de la présence de 'inconnu, avoue :

Je n’ai pas voulu céder a la peur.

Je n’ai pas voulu hater le pas avec I’espoir de te semer.
Méme quand la ruelle était sombre,

j’aurais préféré cent fois me mordre les 1evres

plutot que de courir

méme si j’en avais I’envie folle.”

Ici, le présent dramatique topographique de la médina marocaine est également
nourri du double pouvoir mnésique de la jeune femme. Assise sur une « caisse que
le sorcier, égorgeur de poule, a laissée »,”” Alexina va étaler les événements les

& Ibid., p. 1. 2 Ibid., p. 8,11, 18-20, 24, 25, 27, 33, 37.

% Ibid., p.9,37. " Ibid., p. 16.

7 Ibid., p. 10. " Ibid., p. 17-18.

% Ibid., p. 30. 7 Ibid., p. 26.

& Ibid., p. 32. ® Debroux, Eros Médina, version électronique,
" Ibid., p. 31. op. cit., p. 2.

" Ibid., p. 34. 7 Ibid.
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plus significatifs de sa vie, avant que le fil diégétique ne soit pris par ’apocalypse
de I’histoire du viol de sa grand-mere.™

Dans Made in China, la vie des protagonistes semble inextricablement liée au
cadre topographique de leur travail, incarné par la salle de réunion. Au début de
la piece, cet endroit représente pour les trois protagonistes un lieu de rencontre
accueillant, amical et décontracté, un cadre spatial a ’écoute de leurs inquiétudes
sur le rachat de leur entreprise par des Chinois.” Au contraire, pour Lisa, la nou-
velle directrice des Ressources Humaines, la salle de réunion sera une localité qui
lui provoque le malaise. Cette sensation négative sentie par I’envahisseur fémi-
nin semble prémonitoire de la rupture de I’amitié de trois cadres et de leur désa-
grément moral. Au moment ou elle se présente devant les cadres de I’entreprise,
Lisa n’hésite pas a commenter ’ambiance suffocante de la salle de réunion : « Ces
salles de réunion ont toujours une de ces odeurs... Rien de tel qu'un peu d’air
frais. Mais j’oublie de me présenter : je suis Lisa Degroot ».%

Au contraire, dans Cinecittd, le statisme du protagoniste cloué dans son petit
appartement, semble I’avoir englouti, tout ’en ayant muni d’une affection et d’un
réconfort absurdes, projetés sur son immeuble : « Ce fauteuil est le seul étre qui
me comprenne dans cet appartement ».8* De surcroit, la sécurité du petit apparte-
ment semble offrir & Henri une consolation a son amertume d’avoir échoué a sa
carriere d’acteur, et a I'impossibilité d’un avenir réussi :

HENRI : De quoi veux-tu qu’on parle si on ne parle pas du passé ? De I’avenir
peut-étre ? Mon avenir, c’est un trou dans un cimetiere. On ne va tout de
méme pas parler d’un trou dans un cimetiére pendant toute une apres-midi.
Le présent ? Ah il est beau le présent. Regarde-le notre présent. Regarde
ce magnifique appartement. Admire les murs sublimes. Non, Andréina, il
n’est pas présentable notre présent. Ni présentable, ni discutable. A moins
que tu aies envie que j’ennuie mon petit-fils avec le montant décidément si
dérisoire de notre petite pension et tous les détails croustillants de notre vie
passionnante.®

L’espace dramatique verbalisé comme investissement identitaire des héros

Le réalisme limité, démythifié, souvent banal ou claustrophobe de I’espace drama-
tique scénique fait contraste avec I’espérance idéalisée et I’horizon ouvert qu’offre
I’espace dramatique mentionné. Apparenté aux délices d’une vie réussie surtout
professionnelle, cet espace hors-scene, bien qu’il surgisse clairement de la concré-
tisation verbale et factuelle de I’espace dramatique, fonctionne comme une siréne
venue de ’avenir —ou du passé intergénérationnel dans le cas de Eros Médina—
qui essaye d’orienter les protagonistes, noyés dans leur présent embarrassant, vers
une quéte identitaire dont le résultat reste incertain.

8 Ibid., p. 18-23. 8 Debroux, Cinecitta, version électronique, op.
® Debroux, Made in China, version électronique, cit., p. 3.
op. cit.,p. 1-4. 8 [bid., p. 6.

% Ibid., p.5.
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Dans Cinecitta, Henri, plein d’émotion et d’enthousiasme de sa premiere ren-
contre avec Antoine, voit son pessimisme sur sa situation actuelle céder sa place a
Pambition et le réve. Il pense déja a sa « revanche »,* son retour aux planches ci-
nématographiques comme réalisateur d’un film qui aurait comme sujet sa propre
vie. Pour lui, ce serait sa tentative ultime de succeés professionnel, mais aussi une
occasion pour collaborer avec son petit-fils.2* Commentons ici le caractere chimé-
rique du projet du grand-pére et sa fonctionnalité de solution unique pour qu’il
conquiére la reconnaissance et la célébrité a ces dernieres années de sa vie. La
création cinématographique comme parametre d’auto-affirmation identitaire
apte a apporter la catharsis rétrospective contre sa décision culpabilisante d’avoir
abandonné au passé femme et enfants, est donnée par une description détaillée de
tout son projet. La tirade du grand-pere, formée des phrases saccadées qui enflam-
ment son excitation, rend son réve encore plus tragique, plus illusoire :

HENRI : [...] Plan suivant : le gardien me raccompagne jusqu’a la sortie. Tra-
velling dans I’autre sens. Je te passe les plans dans la ville et on me retrouve
dans ma petite chambre d’hotel, la lame de rasoir posée sur mon poignet.
Flash-back sur ma vie. Mon pere mort allongé sur un lit, moi qui ’embrasse,
la découverte du cinématographe, les tréteaux que 1’on dresse dans la cour
d’une école, [...] la guerre, la grippe espagnole, Louise, les enfants, la car-
riere de sable, bon 1a je vais un peu vite, je résume, mais tu verras : toutes
les scenes sont magnifiques. [...] On me retrouve dans la petite chambre
d’hotel a Rome. Gros-plan sur mon poignet et sur la lame de rasoir. J’hésite.
[...] Et c’est 1a que tu interviens, Antoine. A partir de I3, on va tout changer.
Tout réécrire [...] Maintenant tu es la. Alors tu vas m’aider. Tu vas m’aider,
hein 7%

Mais la phrase d’Henri qui constitue le résumé de tout son projet utopique et qui
exprime de fagon la plus emblématique I’assimilation de son réve tardif au lieu ci-
nématographique de Cinecitta est la suivante: « Non je n’arréterai pas. Cette fois,
je la tiens ma revanche. Un film magnifique, ce sera un film magnifique. Cinecitta,
me revoila ».%

Le cas de Eros Médina est bien particulier, puisque, comme nous avons déja
mentionné, il y a identification de I’espace dramatique principal avec I’espace dra-
matique verbalisé qui correspond a I’avenir professionnel de la jeune actrice. La
médina constitue comme cela, outre le lieu de la présence actuelle d’Alexina, le
décor de son prochain film.®” D’ailleurs, le titre de la pi¢ce coincide avec celui du
film auquel jouera la protagoniste,® d’ou 'isochronisme topographique drama-
tique unissant le présent a I’avenir de I’héroine. Pourtant, la médina ne représente
pas pour I’actrice une ambition réveuse ni un songe sublime, mais plutot un com-
promis pragmatique, un aspect de la cruauté de sa vie professionnelle qu’elle doit

8 Ibid., p. 30. 8 Debroux, Eros Médina, version électronique,
8 Ibid., p. 31. op. cit., p. 6.
8 Ibid. 8 Ibid.,p. 7.

% Ibid., p. 30.
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assumer afin de ne pas détruire sa carriere d’artiste. Obligée de « prendre le sexe
d’un homme dans [sa] bouche » durant le tournage du film,*® Alexina doit faire
face au dilemme entre sa vie de couple avec Dimitri qui semble désapprouver sa
participation a la production cinématographique, et son avenir d’actrice, incertain
et douteux.*

Dans Made in China, ’espace dramatique mentionné qui déclare sa présence
significative des le titre de la piece, c’est la Chine, le pays ou se trouve le poste
de travail que Jean-Pierre, Philippe et Nicolas doivent conquérir. Assimilée a la
suprématie de I’enjeu professionnel qu’ils doivent absolument gagner, la topogra-
phie chinoise déferlée par des moeurs chinoises, est chargée d’une double optique.
Elle oscille alors entre I’épatement craintif que les protagonistes prouvent face a
la majesté de la civilisation mandarine, exprimé par le qualificatif « dragon » qu’ils
utilisent pour en parler,” et I"image péjorative, négative, presque raciste, de la po-
pulation chinoise qu’ils évoquent a I'incitation de Lisa :

PHILIPPE : Heu... Les Chinois sont.... jaunes !

JEAN-PIERRE : Les Chinois sont nombreux.

NICOLAS : Les Chinois ont de petites bites... [...]

JEAN-PIERRE : Les Chinois sourient tout le temps et on ne sait jamais ce
qu’ils pensent.

NICOLAS : Les Chinoises sont des petites perverses.

LISA : Excellent !

PHILIPPE : Les Chinois viennent nous piquer notre boulot.

LISA : Cest mieux !

JEAN-PIERRE : Les Chinois bouffent du chien et du rat.

LISA :Pas mal.[...]

PHILIPPE : Les Chinois ont inventé les supplices chinois. Ils vous attachent nus
a un seau troué dans lequel il y a un rat. Par le trou, ils excitent le rat avec
un tison et le rat devient fou et vous rentre dans le cul et vous dévore les
organes pour trouver une sortie.

LISA :Pas mal, Philippe.

JEAN-PIERRE : Les Chinois contaminent tout. L’eau de leurs rivieres et le lait
de leurs nourrissons.

NICOLAS : Les Chinois, pour se venger d’avoir de petites bites, ont obligé leur
femme a avoir de petits pieds...%

Acquérant les dimensions d’une localité révée pour leur réussite professionnelle,
I'image de la Chine transforme peu a peu les protagonistes a des travailleurs-au-
tomates obsédés qui n’hésitent pas a tolérer I’humiliation des épreuves ridicules
de Lisa et a pousser a ’extréme leurs propres résistances psychiques et phy-
siques. C’est alors que le pari professionnel d’expatriation en Chine fonctionne
dans la piece comme un barometre de solidarité, d’humanisme ou d’arrivisme et
d’affectation morale pour chacun de trois héros, victimes de la machine infernale

% Ibid., p. 6. % Jbid., p.3.
© Ibid., p. 9. % Ibid., p. 17-18.
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d’une entreprise contemporaine. Au début de la piece, leur amitié et camarade-
rie est comparée a celle des trois mousquetaires dumassiens® : « NICOLAS : Oh
la les gars... on se calme ! Cohésion... Jamais oublié le mot miracle : cohésion.
Tous pour un. Un pour tous. Sinon on ne fera pas le poids et on sera bouffé tout
cru ».* Cependant, ils assumeront des parcours séparés, conformément a leur per-
sonnalité et a la particularité de leur situation privée. Du compromis serein de
Jean-Pierre qui décide de s’occuper des urines,* jusqu’au suicide de Philippe® et
le comportement cruel et inhumain de Nicolas qui contribuera a sa réussite de
pourvoir le poste voulu” a Shanghai, I’espace dramatique de Chine ressemble a
un balayeur qui bouleverse 4mes, corps et relations. A la fin, un épilogue clotura la
piecce de maniere sarcastique et symbolique. Sous forme de karaoké, il rassemble-
ra en cheeur les protagonistes, y compris Philippe décédé. Tous ensemble, ils inter-
préteront la chanson célebre de Daniel Balavoine « Je ne suis pas un héros »,%%
qui met en relief ’angoisse et la fatigue humaine de pouvoir affronter avec succes
tous les enjeux imposés par la vie et le milieu social.

Aux antipodes de I’espace dramatique scénique qui s’impose par son réalisme,
son statisme et ses cadres clos et achevés, I'espace dramatique mentionné, lieu
révé et chargé de la tromperie du bonheur individuel, restera une localité impé-
nétrable et perdue a jamais. Le grand-pére Henri de Cinecitta meurt sans jamais
avoir pu réaliser son ambition de tourner un film autobiographique aux studios
célebres italiens.!® Alexina de Eros Médina décide d’assumer son itinéraire sous
sa propre responsabilité sans pourtant dévoiler devant les spectateurs le contenu
de sa décision.’®* Jean-Pierre et Philippe de Made in China ne connaitront jamais
la Chine, a I’exception de Nicolas qui réussit par des moyens peu honnétes a ré-
aliser son réve d’expatriation professionnelle. Désirant d’abandonner le réalisme
cruel, décevant et angoissant de leur localité présente, incarnée par I’espace dra-
matique scénique, les protagonistes seront préts a faire tout ce qui semble néces-
saire afin d’en fuir et pouvoir gagner I’équilibre personnel et surtout le succes in-
dividuel au sein de cet autre espace, lointain et inconnu. Identique a I’achévement
d’une aventure tautologique incertaine et conservant en suspens définitif les réves
personnels des protagonistes, I’espace dramatique verbalisé ne sera donc jamais
dévoilé ni réalisé sur les planches scéniques, plongeant dans I'impossibilité et I’ou-
bli le bonheur futur de ces héros.

% Alexandre Dumas, Les Trois Mousquetaires,
Baudry, Paris 1844.

% Ibid., p. 3.

% Ibid., p. 42.

% Ibid., p. 39.

7 Ibid., p. 42.

% [bid., p. 43-44.

% Daniel Balavoine, « Je ne suis pas un héros »,
tiré de I’album Un autre monde, Barclay 1980.

00 Pebroux, Cinecittd, version électronique, op.
cit., p 38.

01 Debroux, Eros Médina, version électronique,
op. cit., p. 24 : « Je vais marcher/ Je marche et a
chaque pas, je me dis : « Je suis arrivée ».
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Conclusion

Récapitulant notre approche de la topographie dramatique chez Thierry Debroux
a travers ses pieces Cinecittd, Eros Médina et Made in China, nous devrons insis-
ter sur la prépondérance attribuée par le dramaturge a I’espace dramatique. Le
dotant d’'un dynamisme kaléidoscopique et polyvalent, di a la bifurcation de la
spatialité dramatique entre cadre scénique et cadre verbalisé, et en le connectant
avec habileté aux aspirations identitaires chimériques et a la transformation onto-
logique de ses protagonistes, Debroux pourrait se vanter de figurer parmi les au-
teurs dramatiques de 1’espace occidental francophone les plus originaux et inven-
tifs qui manient avec virtuosité et aisance la dramatisation de grandes questions
qui affligent I’étre contemporain dans sa lutte incessante avec son milieu mais sur-
tout avec soi-méme.
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E-ANTIGONETHROUGH DRAMA
EDUCATION WITH THE USE OF DIGITAL TECHNOLOGIES

heatre/drama Education has been recognized as a powerful way of teaching
other subjects® of the curriculum as well as the subject of theatre/drama
itself. One of the most recent probing inquiry issues on the subject of Drama is
its application through Digital Technologies, as a new aesthetic form of drama
education.? The debate on Prensky’s® notions of students as «digital natives» and
of teachers as «digital immigrants», who need to be technologically enhanced
by their students, and the contradictory arguments* based on the fact that
students lack digital education, concerns educators who teach theatre/drama. The
current research and practice on Theatre/Drama within the Digital Technologies
has brought about invigorating results on digital drama theory and practice.
Simultaneously, theatre/drama teachers deal with the dilemma of using or avoiding
technology in the theatre/drama lesson, while students are fond of digital aesthetics.
«Teachers, curriculum designers, and academics in drama education have
responded in diverse ways to the constraints and possibilities that technology
offers. There is some evidence that more recent drama and technology resources
have addressed the issues related to drama aesthetics and technology directly.
Readman and Wise developed a CD-ROM that explores a physical theatre
performance through performance highlights; visual, aural, and textual pretexts;
teaching units; live Web links; and interviews. [...] The CD-ROM Physical
Theatre Performance and Pretext follows the development of physical theatre
performance and develops a series of resources around the devising process».®
In this paper, I will discuss how Digital Technologies could enhance the teaching
and learning of Sophocles’ Antigone in secondary and higher education through

! For the teaching of other subjects through
drama see Mike Fleming, David Stevens, English
Teaching in the Secondary School. Linking The-
ory and Practice, David Fulton Publishers, Lon-
don UK. 1998 (reprinted 2004), p. 128-148- Mike
Fleming, Starting Drama Teaching, David Fulton
Publishers, London U.K. 1994 (reprinted 2003)-
David Hornbrook, Education and Dramatic Art,
Basic Blackwell, Oxford UK. (reprinted 2004,
Routledge, London and New York).

2 See John Caroll, Michael Anderson, David
Cameron, Real players? Drama, Technology and
Education, Trentham Books, London U.K. and
Sterling USA 2006, p. 1-35.

® Marc Prensky, «Digital natives, digital immi-

grants», Horizon 9/5 (2001a)- Marc Prensky: «Digi-
tal natives and digital immigrants. Part 1I: do they
really think differently? », Horizon 9/6 (2001b).

4 See Sue Bennett — Karl Maton, «Beyond the
“digital natives” debate: Towards a more nu-
anced understanding of students’ technology ex-
periences», Journal of Computer Assisted Learn-
ing 26 (2010), p. 321-331- Sue Benett, Karl Maton
& Lisa Kervin, «The “Digital Natives” Debate:
A Critical Review of Evidence», British Journal
of Educational Techology 39/5 (2008), p. 775-786.
> Michael Anderson, «New Stages: Challenges
for Teaching the Aesthetics of Drama Online»,
The Journal of Aesthetic Education, 39/4 (2005),
p-121.
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Theatre/Drama. The following «practice as research» elements could be applied as
pretext, during the teaching of the ancient Greek text, or as a creative reflection on
the teaching processes. The current digital drama activities can be applied during
the teaching of different Antigone modules. Digital drama in education includes
all the possible theatre, pedagogical and digital techniques which can be applied in
education during different theatre/drama art forms (such as performance, devised
theatre, forum theatre, process drama, story drama, T.i.E for Theatre in Education
and others) with the assistance of digital means and conventions. Digital Drama
Education includes all the kinds and methodologies of drama education, from
improvisation and drama activities to performance,® supplemented by digital
technologies. Contemporary Theatre/Drama Education and research with the use
of digital technologies has illustrated considerable samples of online web-dramas,’
drama with the use of mobile phones and smart mobile devices,2 CD-ROMs such
as the interesting Physical Theatre Performance and Pretext and StageStruck.’
digital games focusing on theatre processes with the brilliant example of Prospero’s
Island *® web-based dramas combined with live action, where the audience is invited
through e-mails as in the project Cleo missing,** as well as many practice-based
research programmes and projects on Drama with Digital Technologies.

E-Antigone

In a contemporary classroom, when the educator asks students «What do you
think E-Antigone is?», the educator may get one of the following answers: a mail
to Antigone, a blog for Antigone, a web video for Antigone, chat with Antigone,
skype and or videoconference with the characters of Antigone etc. When the
educator has to teach Antigone in a contemporary classroom through digital
drama techniques, he has to come up with more answers than the students do,
augmenting this way the need of teacher training on digital technologies and
theatre/drama techniques.

E-mail Antigone

Sending e-mail to one of the play characters may generate exercises for the
production of written speech, for the dramaturgical analysis of the play, the

¢ For the teaching of improvisation in schools
during theatre/drama see Asterios Tsiaras, H
avtooyéowa Oeatown Eéxgoaocny oty oyolx]
ta&n, Papazisis Publishers, Athens 2016.

" See Sue Davis, «Interactive drama using cyber-
spaces», Michael Anderson, John Caroll, David
Cameron (eds), Drama Education with Digital
Technology, Continuum, London and New York
2009, p. 149-167.

& See Peter O’Connor, «Open the loop», Michael
Anderson, John Caroll, David Cameron (eds),

Drama Education with Digital Technology, Con-
tinuum, London and New York 2009, p. 67-80.

® «StageStuck is a CD-ROM package developed
by Australia’s National Institute of Dramatic Art
(NIDA) in 1998. The package allows the user to di-
rect and design a computer-based performance».
For Physical Theatre Performance and Pretext and
StageStuck, see Carroll et al, Real players?, p. 45-47.
0 Caroll et al, Real players?, p. 48-49.

" Sue Davis, «Interactive Drama using cyber-
spaces», p. 155-161.
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analysis of the characters and themes related to the plot and form of ancient
Greek tragedy. At the same time, e-mail activities could be used for the teaching
of argument construction and verifiable reasons which correspond to each
character. Thus, the e-mail could be written in the form of letter, diary, poem,
lyrics or of a contemporary piece of drama. Students could send the e-mail either
in role or by themselves. Simultaneously, the receiver could be either in role or
not. Forwarding the e-mail to multiple receivers helps the drama to evolve.
Consequently, the multiple receivers could react to the mail’s content as if they
were members of the Chorus.

David Cameron gives examples of text-based media forms such as «diaries,
letters, journals, messages», based on the conventions presented in the book of
Neelands and Goode Structuring Drama Work,** and in Neeland’s Beginning
Drama.® According to Cameron: «All of the text-based forms provide an
opportunity for delivering new information to the group, perhaps an email has
just arrived in the inbox, a new forum post, Twitter «tweet» or a comment made
using IM. Similarly these forms can be used by participants to reflect in or out of
character on the drama experience. The archiving nature of the forms can allow
for a cumulative account of the work for the teacher».*

Concerning the teaching of drama activities on Sophocles’ Antigone via
e-mail, this can be applied to the following phases of teaching; a. Reproducing
arguments and document reasons from the debates between Creon-Antigone
(such as in episode 2, lines 441-525), Ismene-Antigone-Creon (episode 2, lines
528-581), Creon-Haemon (episode 3, lines 635-765), based on the original text or
on improvisations deriving from the text. Students are asked to e-mail arguments
in order to support their opinion as either Creon, Antigone, Ismene or Haemon
and to send their electronic texts to one of the above characters. Then, students
who receive the e-mails have to answer back preserving one of the above roles.
They can use their own e-mail addresses or create electronic addresses which suit
the character (for example, students in the role of Creon use the e-mail address
«Creonl@55Lyceym.gr», students in the role of Antigone use the e-mail address
«Antigone2@55Lyceum.gr», according to their school or university address
respectively). This kind of dramatized electronic response to the text could be
used either before or after the teaching of the original text of Sophocles. Students
learn how to build arguments and at the same instant they respond to the analysis
of the characters and the dramaturgical elements of the text. The tutor gives
directions for the mail’s content in relation to the module and the elements he

12 Jonothan Neelands — Tony Goode, Structuring Dra- 4 David Cameron, «Mashup: digital media and
ma Work. A handbook of available forms in theatre drama conventions», Michael Anderson — John
and drama, Cambridge University Press, Cambridge Caroll - David Cameron (eds), Drama Education
UK 1990 (second edition 2004, third edition 2015). with Digital Technology, Continuum, London and

2 Jonothan Neelands, Beginning Drama 11-14, New York 2009, p. 61.
David Fulton Publishers, London UK. 1998 (sec-
ond edition 2004).
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has to teach. If, for example, the scope of the lesson is the teaching of the ancient
Greek text and the translation into Modern Greek or other languages, then the
dramatized electronic letters can be used in order to assimilate the material.
Moreover, dramatized e-mail activities or «e-mail in role» can be used at the stage
of responding to the whole text, by writing e-mail to the characters supporting
them or reacting to their attitude. «E-mail in or out of role» may include
photographs, pictures, scanned paintings or other art work which took place
during the drama processes in the class or during the digital drama exchanges.

«E-mail in or out of role» could be used in the class or during theatre/drama
performances. In both processes, by sending e-mails to multiple recipients the
project could be open to many classes or many participants and become an
interactive, multicultural educational programme.

Video-Conference-«Tele-Antigone»

Video conference could be embodied in Theatre/Drama education either as a
separate element in between the development of a theatre/drama module or
as a digital autonomous form which constitutes the main means of the lesson.
«Tele-Antigone» in the frame of «tele-dramatization»,’® adds to the lesson’s
methodology: Teacher or Professor in the role of Antigone, Creon, Ismene, the
Sentry, Tiresias, while others from another school, University or Institution can
appear at the projection screen through an on-line learning platform and interact
with the students via the platform. Teacher in the role of the Sentry or Tiresias
appears on the screen and gives new information to the class for the development
of the improvisation. Then the live drama unfolds and at some other moment
the teleconference takes place with another character/professor in role. The
appearance and disappearance of the person in role from the screen enhances the
dramatic tension and may give students motivations that deepen their interaction
with the play.

«Tele-Antigone» gives students the opportunity to interact with an actor,
director or another theatre professional either in role or as themselves. During
the theatre/drama module, actors from different countries can interrupt the live
improvisations and interact with the class. Theatre professionals and educators can
co-exist with the live classroom drama as co-participants in role or as themselves
in order to discuss with the students the play, the performance elements and the
different views on elaborating with Antigone.

Web conferences through drama motivate the development of the «collective
character» technique among many students from different classrooms or
Universities. By sharing the role of Antigone, Ismene, Creon et al through web
conference, students shape intercultural or diverse theatre/drama projects based
on Antigone. Students question or answer «as if» they were Creon or Antigone

%% Under the proposed term of «teledramatiza- which take place through a web or video confer-
tion», I refer to the theatre/drama conventions ence via an online platform.
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and the mupltiple point of views shape an interactive collective character profile.
Collective character is described by Neelands and Goode as the convention
through which «A character is improvised by a group of students, any one of
whom can speak as that character. Alternatively, an individual opts to take on the
role and the remainder of the group whisper advice and offer lines of dialogue
to be spoken by the volunteer [...]».2* David Cameron, based on Neelands and
Goode, extends the convention of the collective character as one of participatory
media forms to: «Games, simulations and virtual worlds often incorporate a
stage or a process of creating an online character to represent each participant
(known as an avatar). This is particularly the case in 3-D graphic spaces, where
the construction of the avatar can involve a «paper doll» style process of selecting
attributes such as physical appearance and clothing. The creation of personal
profiles in social networking sites is also a process similar to character creation,
in which personal details, physical attributes and likes and dislikes can be shared
with others»."

Antigone video and web conference could also be used in e-learning modules,
only though the online platforms, without the physical presence. Thus, during
the synchronous on-line teaching and learning processes, the digital tools and
means of e-learning or other communicative platforms can be used as tools for
on-line drama interactions. Students and professors can interact in or out of role
by using the platform tools as elements for the improvisations. Antigone can chat
with Haemon, the members of the Chorus chat with all the characters, the Sentry
announces on web camera that Creon is going to make a public speech and then
all the characters participate by answering through the web camera, audio tools,
chat rooms, sharing files and web tour. Creon is sharing with the citizens (students
in role) a PowerPoint Presentation argumenting on the reasons why they should
obey him. Pupils in the role of Antigone answer with a song of their choice from
YouTube about democracy and freedom, Ismene is sharing an abstract painting
etc. Then the teacher changes the improvisation elements and announces that
in the next few minutes Haemon is going to meet Antigone at a secret place,
thus the participants split into two groups in order to participate in the digital
improvisation. Haemon’s team interacts with Antigone’s team by using all the
possible digital tools. Subsequently, students participate in the role of Tiresias,
Antigone, Ismene, Creon, Haemon, the Chorus, and the Sentry, and respond in
and out of role.

Drama activities and Performance processes with digital technologies

All the above research-based practices could be applied throughout the module of
Sophocles’ Antigone or at a theatre laboratory which aims at the performance of
Antigone. In both cases live and digital performance techniques can be combined

¢ Jonothan Neelands — Tony Goode, Structuring 7 David Cameron, «Mashup: digital media and
Drama Work, p. 101 (of the second edition). drama conventions», p. 62.



88 CLIO FANOURAKI

in order to create a performance, or for learning purposes. Projector screens and
projectors in classroom or in the rehearsal environment function as a creative
means of electronic scenography. The screening of pictures, photos, videos,
and different kinds of scanned art work in accordance with the live theatrical
processes widen the experiences of improvised work on the play characters,
themes, plot and form. The educator projects images or text from the play
through the computer and every screened part provokes the continuation of the
improvisations. Simultaneously, students may be asked to create their own digital
art work for a specific part of the play in order to present it on the screen as a
starting point for the improvised drama. Screened material for improvisations on
Antigone may consist of: a. Recorded video with a student or teacher in character,
or another student, educator or theatre professional. Someone who is not present
in the room, but appears through the footage, for example in the role of Eurydice,
Tiresias, the Sentry, a member of the Chorus etc. The recorded video material has
been prepared during other lessons or as a home work team activity. Then, at the
live improvisations participants interact with the character from the video, and
the educator as facilitator links the video material with the live action by making
questions and using narration which evolves the drama; b. Still-images derived
from previous improvisations on Antigone which now constitute the starting
point for the new drama processes; c. Extracts of the play, for example the first
stasimon of Antigone (lines 332-375), in order to compose improvised melodies
by collaborating in small groups; d. Photos found or captured in order to represent
a situation, a character, a theme or a feeling derived from the play; e. Art work,
color and designs created by the students to incorporate them in their solo or
team performances on Antigone, and every creative pictorial or text element
which could be screened in a class.

Students can create character profiles in the social media, such as Facebook,
Instagram etc in an open or a close group specifically designed to respond to
the project needs. Web. 2.0 interactive media and sources can be incorporated
in the teaching of Antigone and screened privately or in public. For example, a
small group of students create a Facebook profile of Creon and another one forms
a Facebook profile of Antigone; they chat, post, exchange live video, interact
through Facebook and the rest of the class watches the digital action on the
school’s screen. The facilitator gives guidelines, and the interaction on Facebook
is focused on specific lines, scenes or themes of the play. Moreover, interaction
through social media can gradually build up new performance material written on
line and new forms of writing for performance (including text, videos, music, audio
files, images, lines, intertextual syntheses etc.).

Regarding the making processes of a performance on Antigone with the
use of digital technologies, at first all the procedures of making a performance
should be taken into account: The creative steps from the reading of the play to
the team building and the division in different working groups for the production
of the play, to the rehearsal’s techniques and the final stages of performance and
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response on it. These stages are entirely presented in the book of Stivanaki?®
which focuses on the education of students of Theatre Studies, and of future
drama teachers/theatrologists, on school performance making. Stivanaki refers to
the need of dividing the class into small groups in order to deal with different
performance elements, and she talks about the different teams of production,
performance marketing, music, dance etc'® as well as about the team of technical
support.? In the case of performing Antigone with digital technologies, this team
of technical support holds a very important role, since it is responsible for the
projector, the screenings, the synchronization of the digital material to the live
event, lighting, acting and performance coherence.

Grammatas and Moudatsakis all through the work of their «polytheama» (in
Greek) refer to the total elements of a contemporary performance for schools,
during which the arts are interacting with each other, and digital technologies may
also be present through the screening of digital photos, installation art and video
art.?! Video art and different forms of digital video may well be incorporated in
the teaching and performing of Antigone either as an autonomous creation based
on the play or as a digital creation, which is incorporated into the performance.
The forms of video clip and video dance are familiar to teenagers who are
interested in producing music and dance videos. The creation of short clips based
on Antigone’s Stasima provokes innovative creations and multiple responses to
the content and form of each stasimon.

For example, working on the first stasimon of Antigone (lines 332-375), the
team improvises the lines by creating new or known melodies. In parallel, they use
digital photographs as background projections which depict the inventiveness of
the man through the years and images which show the contradiction between the
willpower of the man and the duality of human nature, which tweeters between
the good and the evil. A small group prepares the digital footage, another group
performs in front of the projections and a third team shoots the scene, which can
be transferred to an editing programme in order to prepare a digital creative
video. The third stasimon of Antigone (781-800), during which the Chorus sings
about the power of love, gives motivation to the teenagers and students to create
video art, video clips, audio projects etc. Students and teachers use the technology
offered in schools and the technologies they use in their daily routine: laptops,
iPads, iPods, tablets, mp4 files, YouTube videos, video calls, mobile color correction
through applications etc.

Teaching or leading a team to perform Antigone with digital technologies
means that the facilitator/educator of the group needs to have a special education
on the use of digital technologies or at least to feel comfortable with the personal

® Evanthia Stivanaki, Zta vy s Osatouijc tsakis, @éatpo xar molitiouds oto oyoleio. Ta
mweourételag, Ergo, Athens 2009. Y EMUCQPWON EXTALOEVTIXDV TOWTOPAOUaG
18 Stivanaki, op.cit., p. 60-69. xar devregofabuiag exmaidevons, EDIAMME,
2 Stivanaki, op.cit., p. 68-69. Rethimno 2008, p. 107-121.

2 Grammatas Thodoros — Tilemachos Mouda-
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use of all the above mentioned digital means (internet, social media, mobile phones,
projectors, computers, digital cameras, audio apps). Digital interaction through
team work enhances the acquaintance of the group with different technologies,
which each single person may bring. The Vygotskian «zone of proximal
development»,?? which constitutes one of the main pedagocial values in theatre/
drama education, as students learn through the interaction with peers of different
ages, cultural, social and cognitive backgrounds, can be considered (by borrowing
the Vygotskian terminology) as the «digital zone of proximal development» for
both educators and learners, during which they exchange digital experiences
and knowledge. New generation’s acquaintance with cell phone technologies
offers many creative ideas for improvising on Antigone, and at the same time
the cell phone functions as a computer which can be used in order to upload and
download footage, images, audio, video and text files and as Wi-Fi Hotspot for
internet connection inside and outside the class. Performing Antigone with smart
mobile phones or smart mobile devices can be applied to both indoor and outdoor
activities and to site-specific performance. The team may perform Antigone in
different spaces of the school, the University or another private or public location.
Improvisations and theatre/drama techniques of different drama forms take place
in different locations and a small group or individuals take photographs, record
the actions with digital cameras, audio applications, and portable digital devices.
All the recorded material consists of digital footage for the performance. Editing
and color correction programmes may be useful for the final presentation of the
material in between the performance. This cross-thematic training in both theatre
and digital technology techniques calls for the education on ICT (Information
and Communications Technology) and on Theatre/Drama education. A brilliant
example from Australia, where drama education has outstanding presence in the
curriculum, presents the successful collaboration of ICT and Drama Curriculum:

«All authorities and educational policy bodies in Australia are mandating
integration of Information and Communications Technology (ICT) into drama
curriculum. Recently, the New South Wales (NSW) Board of Studies mandated
ICT as an area of “cross curriculum content”, necessitating its inclusion in all
Years 7-10 syllabi (which include all of the arts)».®

ICT and theatre/drama collaborations broaden the possibilities of applying
drama techniques with digital technologies in all the subjects, and at the same time
of using ICT as a cross thematic process for the other subjects. The ICT educator
may offer expertise to the theatre/drama group for learning specific applications,
programmes and devices, and depending on the curriculum, this collaboration may
be more flexible, possible or absent. Improvising with Antigone can be a subject

2 Jeffrey D. Wilhelm, Reading is Seeing. Learn- % Anderson, «<New Stages: Challenges for Teach-
ing to Visualize Scenes, Characters, Ideas, and Text ing the Aesthetics of Drama Online», p. 120.
Worlds to Improve Comprehension and Reflective

Reading, Scholastic, New York 2004.
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for learning programming languages, for example Scratch. Students learn to code
their own interactive Antigone and to use the play characters as their avatars.
In Greek Secondary Education (second class of Greek Lyceum) the language
teacher could collaborate with the ICT teacher and ask students to code specific
scenes from Antigone, during which they can use lines, images, photos from their
improvisations, background photos as scenography derived from professional
performances etc.

Accordingly, the collaboration of researchers from ICT and Theatre Studies
Departments, or from private and public research Institutions, could work on new
educational digital games based on Antigone, with learning outcomes. During the
ICT module, students and pupils can research digital ways of creating language
programmes and flexible digital games for teaching and learning Antigone.
The Massachusetts Institute of Technology (MIT) and the Royal Shakespeare
Company have developed develop the excellent digital game Prospero’s Island,
which focuses on The Tempest of Shakespeare:

«Prospero’s Island is an exploration of the themes and plot and arise from the
theatricality of the performance by the Royal Shakespeare Company. The creators
have devised the work as a single player game that can be played by students at
home and then brought into drama or English class as an object for analysis. The
player chooses costumes, which in turn selects their role. The player then interacts
with the characters of The Tempest, such as Calliban and Ariel, and create their
own version of Shakespeare’s play».?

Concerning the evolution of the 3-D MUVE, three-dimensional Multi-User
Environment and the creations and recreations of virtual worlds, there are
many on line platforms where students can experience a virtual life, socialize
and interact using free voice, chat and their own avatar. Second Life,”® one of the
most popular and creative 3D virtual world websites, has provoked the creation
of many virtual programs based on Theatres and performances. «Schrum, a long
time digital theatre researcher and practitioner, as Phorkyad Akropolis, directed
and performed a production of Euripides’ Bacchae in Second Life during 2008.
[...] What becomes evident though is the significant impact of the technology
on these considerations; for instance, all special movements need to be scripted
avatar animations, synchronization concerns in regard to server lag and how
this will impact upon audience experience as well as actors cues, graphic design,
creation and uploading of costumes to the Second Life environment, and many
more. Given that audience members can view a performance from any angle and
any level of zoom Schrum had to consider how the overall staging of the work
could leverage these capabilities».?

2 Caroll et al, Real players ?, p. 48. John Carroll — David Cameron (eds), Drama
% http://www.secondlife.com Education with Digital Technology, Continuum,
% Kim Flintoff, «Second life/simulation: online London and New York 2009, p. 207-208.

sites for generative play», Michael Anderson —
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By focusing on Antigone from a theatre/drama education point of view, an
ICT specialist or a high-tech or low-tech student has more options for different
drama approaches and digital creations. In Greek Secondary and Higher
Education, there is an urgent need to educate teachers, professors and learners
to both art education practices and to digital technologies. Dramatizing Antigone
via digital technologies in Greek Secondary education, should be based on both
learners’ and teachers’ experience and knowledge, and hopefully should be
prompted by the potential of specialist training. Theatre/drama researchers in
collaboration with ICT Departments and professionals are in front of many digital
and theatrical options of planning and producing platforms, blogs, Web 2.0 on
line dramas, digital educational games, applications for teaching and performing
Antigone and ancient Greek drama.

New generations of students in Theatre Studies and Education should be at
the forefront of using digital technologies in contemporary classrooms alongside
with theatre/drama and arts education by cultivating new performances as a
«constellation of digital practices».?’

2" Inspired by the phrase of Claire MacDonald Witts (eds), The Twentieth Century Performance
for contemporary performance as «a constella- Reader, London and New York, Routledge 2013
tion of practices». See Teresa Brayshaw — Noel (third edition), p. 240 (1st ed. 1996; 2nd 2002).
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ARISTOTLE AND THE IDEA OF AN ATHENIAN UNIVERSITY

B eing awarded an Honorary Doctorate by the National and Kapodistrian
University of Athens is the greatest honour of my life. There is no institu-
tion in the world by which I would rather have my work recognised. Founded 180
years ago, it is the oldest institute of Higher Learning in the modern Greek state,
and in the eastern Mediterranean world. It is blessed by the beauty of this build-
ing, designed by Danish architect and philhellene Hans Christian Hansen. Hansen
was also involved in archaeological excavations. It was Hansen who, with a Ger-
man colleague, Eduard Schaubert, reconstructed the Temple of Athena Nike on
the Acropolis. He was also instrumental in the revolutionary discovery that the
horizontal parts of the Acropolis temples, such as the stylobate and entablature,
were slightly curved, a revelation published by another colleague, Joseph Hof-
fer, in the Viennese journal Allgemeine Bauzeitung in 1838.! The Ionian portico
is made of marble from Mount Pentelik6, like the buildings of the Acropolis, and
is thus what the ancient Greeks called autochthonous, sprung from the earth of
Attica: since [ visited the marble quarries on Penteliké to make a television docu-
mentary last year, I have felt even more convinced that the beautiful sculptures of
the Acropolis made of that marble, and brought with extraordinary labour 17 kilo-
metres across the Attic landscape, need to be allowed to return home. So I have
joined the British Committee for the Reunification of the Parthenon Marbles.
Through the doors of this university have passed generations of politicians and
scientists. So have writers whose work I admire, including Odysseus Elytis, George
Seferis and Nikos Kazantzakis. Kazantzakis is the author of an important three-
act tragedy Capodistria, about loannis Kapodistrias, the statesman after whom this
university was named. The university is also the spiritual heir of the first institu-
tions resembling universities to be opened in world history, right here in Athens,
beginning with Plato’s Academy. But it was Aristotle’s Lyceum, just 18 minutes’
walk away, which first deserved the name of university, panepistimio. Unlike So-
crates and Plato, Aristotle practised material and biological sciences as well as arts,
humanities and philosophy. He saw that the chain linking them all was the chain
of method of reasoning, or philosophical logic, which was what Rembrandt signi-
fied by the golden chain in his famous 1653 picture of Aristotle contemplating the
bust of Homer, in the Metropolitan Museum of Art. The conjunction of Homer
with a golden chain would remind 17th-century viewers of the golden chain with
which Zeus in the lliad boasts he could drag earth, sea and all the other gods to

! See Jozsef Sisa, «Joseph Hoffer and the Study of Architectural Historians, Vol. 49, No. 4 (Dec.,
of Ancient Architecture», Journal of the Society 1990), p. 430-439 at p. 431.
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Olympus, and bind them there to
dangle (8.18-27). Zeus’s golden
chain was adopted by the Neo-
platonists as an image of the di-
vine order in the universe. It was
a familiar image in the 16th-17th
centuries, for example in Bacon,
of philosophy, dialectic, and rea-
son as well as cosmology. But in
1650, fellow Dutchman Gerhar-
dus Johannes Vossius suggested
a new interpretation: the chain
represented the inter-relationship
of all arts and sciences; the chain
which connects the separate fields
consists of philosophical discus-
sion and reasoning.?

I have an interest in the visual
depictions of ancient philoso-
phers. On my first ever visit to Greece, when I was nineteen, I fell in love with
the famous murals in the porch of this building. The man who painted them was
Austrian artist Eduard Lebiedzki. He had been the student of Carl Rahl, who
drew up designs for the frescoes in the form of small paintings. When Rahl died
in 1865, these designs came into the possession of the philanthropist Ypsilantis.
The man determined to see the project realised was the Prime Minister, Charilaos
Trikoupis, who had studied himself here. Financed by Nikolaus Dumba, they were
completed in 1889. They show Greek statesmen and Greek cultural leaders, espe-
cially philosophers.

I particularly like the picture of Aristotle’s Lyceum activity. He is about to dis-
sect a goose. None of the other ancient figures is doing anything with a similar
mystery object. In no other picture of the Lyceum, for example the mural of simi-
lar date by Gustav Adolph Spangenberg, painted in the Treppenhaus des Haupt-
gebdudes der Universitidt Halle, is the goose part of the narrative. Now geese were
certainly important in ancient Greece, especially Boeotia. They were domesticated
as pets, farmed as livestock and strongly associated with females in Greek myth
and religion — with Penelope, Aphrodite, Athena, Kore/Persephone, Artemis/
Hecate, Nemesis and later Isis. They are involved in another mystery tale from an-
tiquity, the question of the Goose Plot in Greek comedy. Two vases show a play or
plays in which a goose figured prominently in the plot — one alive (in Boston), one
dead (in New York).* They may show two different scenes from the same comedy.

2 G. J. Vossius, De Artium et Scientiarum natura ¢ The «Boston Goose Play» vase is a bell-krater
ac constitutiones, Amsterdam 1696, p. 38, 229. from Apulia dated to about 370 BCE: Bos-
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So I have set myself a mission, which I have not yet completed, to discover the
specific reason why this dead goose entered Rahl’s vision of the creation of Greek
civilisation. We have a proverb in English, to describe a hopeless quest with lit-
tle chance of success — it is a «wild goose
chase». At the end of this speech I will
resume chasing Aristotle’s goose.

Aristotle’s Lyceum was the first real
university for six reasons. It collected
books and had a research library. Aristo-
tle taught young men at what we would
call undergraduate level and supervised
others at advanced doctoral level. The
advanced researchers produced text-
books, for example individual histories
of a large number of city-states includ-
ing Athens. Colleagues with specialist \
intellectual interests like Theophrastus bbb ikeid
—a botanist, ethicist and rhetorician— were on his staff.
In the afternoon Aristotle gave lectures to the general
public — the so-called exoteric lectures, in which he made
his difficult and dense ideas more accessible: some of
these lost exoteric lectures were in dialogue form. But
most importantly, the Lyceum encompassed all the dif-
ferent branches of knowledge, as did his own researches.
He really was the founding father of zoology as well as
the founding father of philosophical logic and systematic
theorisation of poetry and drama. Aristotle undertook
a systematic and study of animals. It was not until the
European Renaissance that any comparable contribu-
tion to zoology was ever produced. I have heard biolo-
gists make similar statements to the Victorian anatomist
Richard Owen, who said that zoological science sprang
from Aristotle’s labours «<we may almost say, like Miner-
va from the Head of Jove, in a state of noble and splen-
did maturity».* That zoological interest included dissection of animals.

In putting together, in the same institution, study of sciences and arts, Aristo-
tle was able to create opportunities for lateral thinking of an interdisciplinary or
multidisciplinary kind which can revolutionise what each separate discipline does.

ton, Museum of Fine Arts, Otis Norcross fund 4 R. Owen. The Hunterian Lectures in Compara-
69.951). The «New York Goose Play» vase is a tive Anatomy (May and June 1837), Phillip Reid
kalyx-krater from Lucania dated to about 400 Sloan (ed.), Chicago 1992, p. 91.

BCE: Metropolitan Museum of Art, Fletcher

Fund, 1924, (24.97.104).
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I have never been very good at respecting the boundaries between subject areas:
I have been a Lecturer or Professor in Classics, in Latin and Greek Languages
and Literature, in Greek Cultural History, in English Literature, and in Drama
and Theatre Studies. I have spoken to departments of Political Science, German
Studies, History, and Comparative Literature. But Aristotle went far, far further. I
cite just one of the many moments in his work where we can see an insight from a
quite different field transforming his —and our— understanding.

He transformed the prevailing theory of the arts by using, in his Poetics, ob-
servations he has made during scientific enquiries. The Poetics is what remains of
Aristotle’s lectures on poetry, but is most concerned with tragic and epic poetry.
Aristotle achieves a defence of such poetry against the sustained attacks of So-
crates, at least Socrates as reported by Plato in the Republic, whom I refer to call
«Platocrates». «Platocrates’» objections to epic and theatrical genres comedy are
several. He regards them as feeding the irrational part of the soul, and as provid-
ing bad moral examples in the conduct of both gods and humans. In the discussion
of poetry in books II-11I, «Platocrates» rules that no poets should be allowed to
perform in his ideal polity unless they are singing hymns to the gods or encomi-
ums of virtuous men. But later, in book X, he does throw down a gauntlet, inviting
anyone who is a lover of poetry to present an argument why poetry can be benefi-
cial to the community as well as pleasurable:

...we should allow her advocates who are not poets but lovers of poetry to
plead her cause in prose without metre, and show that she is not only de-
lightful but beneficial to orderly government and all the life of man.... It will
be clear gain for us if it can be shown that she bestows not only pleasure but
benefit.

I take the Poetics as Aristotle’s response to this challenge: his theory of catharsis
—that tragedy actually helps humans deal with difficult emotions rather than exac-
erbate their deleterious effects— is an important plank in his case.

Yet the catharsis argument will not answer the most intractable of all «Plato-
crates’» arguments against the arts. This is that they are false. They are mimetic
media, which use charming arts merely to imitate or represent people in action.
They therefore give people false impressions. But there is worse. According to Pla-
to’s idealist model of the universe, what we apprehend by the senses in the physi-
cal world is itself but a pale and inferior imitation of the real world, which consists
of eternal, unchangeable, immaterial ideas or forms. Mimetic art thus offers us a
poor, third-class view of reality, being but an imitation of an imitation. Aristotle, of
course, does not agree with «Platocrates» that the empirically discernible world is
a mendacious representation of a transcendent and prior world of ideas. He thinks
that the empirically discernible world is fascinating and that systematic study of
it is valuable. One of my favourite passages in Aristotle describes the moment in
357 BCE, at about 2000 in the evening Athens time, when Aristotle was in his mid-
thirties and studying with Plato, and he watched the moon move in front of the
planet Ares/Mars. He was the first known person in history to observe, I like to
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think from the gardens of the Academy, the distinctive planet re-emerging from
behind the dark side of the moon on its other, «brilliant and shining side», as he
writes in de Caelo (book 2 chapter 12, 292a). This spine-tingling passage conveys
his sense of wonder at the movement of the planets in the cosmos, and at the pos-
sibility of human intelligence discovering where they were positioned in relation-
ship to each other by empirical observation.

Aristotle also seems to have come to the question of the arts with a willingness
to be persuaded that they have much to offer humans. He tackles the allegation
that as a representation, an artistic imitation of any kind —visual or verbal- is false
at best and dangerous at worst. His teleological instincts make him look for the
origins and causes of poetry (Poetics 1448b5-15):

Speaking generally, poetry seems to owe its origin to two particular causes,
both natural. From childhood humans have an instinct for representation,
and in this respect, differs from the other animals that he is far more imita-
tive and learns his first lessons by representing things. And then there is the
enjoyment [70 yaioew] people always get from representations. What hap-
pens in actual experience [éxl T@v €oywv] proves this, for we enjoy look-
ing at accurate likenesses of things which are themselves painful to see
[@ yao avta Avanods ooduev], the forms of beasts of the least regarded
king, for instance, and corpses [oiov Onoiwv Te uop@ds TGV dTiuoTATWY Al
vexo@v]. The reason is this: Learning things gives great pleasure not only to
philosophers but also in the same way to all other people, though they share
this pleasure only to a small degree.

I want to focus on the choice of illustrative example Aristotle makes when he
wants to describe how people can learn about things too unpleasant to look at in
reality by looking at likenesses of them. The two types of unpleasant objects he
chooses are low beasts and human corpses. We can learn about low beasts and
about corpses from looking at pictures of them.

Learning about corpses is not surprising in a treatise about to focus on the po-
etic medium of tragic theatre. Although dissection of human bodies does not seem
to have begun until after Aristotle, he almost certainly used scientific sketches of
human bodies and their internal workings. We can also imagine here that Aristotle
has in mind pictures of dead warriors on the battlefield, or other dead people in
heroic myth; there were numerous paintings and sculptures of heroic corpses to be
seen in classical Athens as well as other cities. But the «low beasts» are more of a
surprise. I do not think he means the exciting mythical beasts who were defeated
by heroes — the many-headed Hydra or the snaky-haired Gorgons or the monster
Geryon, images of which could be seen on vases and in public art all over Greece.
I do not think he means the beautiful seafood painted by ancient Greeks on plates
wherever they went. The adjective he uses means the type of fauna which gets
no respect, only disgust, and here it is much easier to imagine him talking about
insects or primitive sea creatures. I am convinced that he is talking about the type
of diagrams of animals which he used in his zoology, and indeed discusses in his
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«Invitation to Biology» in Parts of Animals, 645a 6-19. He uses similar vocabulary:
he intends to describe all kinds of animals, both those that are of the meaner sort
(atwotepov) and those that are not. Even if animals are «unattractive to the sens-
es» (&v 1ol un xeyaotouévorls...mpog v aiobnow), it delights to the person of
philosophic bent who looks for the causes of things. You can learn about such ani-
mals from pictures, and will get pleasure from the process, but it is better to exam-
ine the natural animal itself. Aristotle also certainly used anatomical diagrams, of
which Armand Leroi in his excellent book on Aristotle’s zoology, The Lagoon, has
commissioned careful attempts at reconstruction. He wrote an eight-book work
entitled Anatomies, which included diagrams showing the way that parts of ani-
mals fitted together. At History of Animals 525a8 he refers to his diagram of a dis-
sected cuttlefish, and often elsewhere appeals to diagrams or tables in his works.®
So Aristotle’s use of visual aids to anatomy in zoological science helped him arrive
at his revolutionary defence of art’s utility. There is a Lesbian cuttlefish lying be-
hind Aristotle’s Poetics.

For all that I started academic life as an Oxford-trained philologist, I am de-
lighted that I have been nominated for this prestigious award by the University’s
Faculty of Theatre Studies within the school of Philosophy. This was set up Spy-
ros Evangelatos, the great director of whom we have so recently been bereaved,
and my friend Walter Puchner. I am of the fervent belief that theatre can and
should open doors on every other discipline. I think that Aristotle, the founder
of that first great Athenian university, believed this too. Aristotle may have used
his discoveries in science as well as in ethics to help him understand theatre. But
I am convinced that the influence was dialectical. It flowed both ways. Aristotle
was what he himself called a philotheoros (NE 1.8.1099a9-10), an enthusiast for
dramatic spectacles, equivalent to individuals with a passion for horses, justice or
virtue. Philotheoros is itself a theatrical word, used by the comic poet Alexis. Ar-
istotle cites as an example of extreme behaviour (although not of true intemper-
ance as he understands it), people who «delight excessively in songs or acting»
(3.10.1187a7-8). The ubiquity of references to dramatic texts and performance in
all his works suggests to me that Aristotle was himself a philotheoros. 1 am sure he
saw performances in Macedonia in his childhood and while he was tutor to Alex-
ander, whether at Philippi or in the royal centres. He enjoys anecdotes about what
Euripides did in the Macedonian court. He may have had access to theatre perfor-
mances during his brief years in Assos and Lesvos. But he was in the epicentre of
theatre culture during his two decades in Athens between the ages of 17 and 37,
and twelve years as Head of the Lyceum between 49 and 61. Indeed, he returned
to Athens at the age of 49 with remarkable speed, and I am absolutely sure that
a main attraction was the theatre performance culture. In the Poetics he shows
such intense knowledge of contemporary plays as well as the 5th-century canoni-

® Armand Marie Leroi, The Lagoon: How Aristo-
tle invented Science, London 2014, p. 60, 419.



ARISTOTLE AND THE IDEA OF AN ATHENIAN UNIVERSITY 99

cal repertoire that we know he must have watched plays constantly, as well as col-
lecting papyrus texts of them to study. We can imagine the man who loved to walk
strolling with Theophrastus and other Lyceans the twenty-five minutes’ distance
from the Lyceum to the theatre of Dionysus — half the distance he had to walk
from the Academy to the theatre. I would give a great deal to be able to listen to
their conversations afterwards.

Immersion in theatre was crucial to the development of Aristotle’s ethical and
political philosophy. One scholar has in fact compared the Nicomachean Ethics, the
Politics and the Rhetoric to a tragic trilogy whereby his students came to understand
the full complexity of his moral and social system.® There is evidence for this eve-
rywhere.” His theory of the virtues occupying a middle position on a spectrum be-
tween excess and deficiency, where the virtue becomes a vice often reads like an
account of stock types in theatre: the Spartan woman and the bombeastic tyrant of
tragedy, pimps and usurers who embody shameful profiteering, buffons and boor
(agroikoi), the flatterer (kolax) and the grouch (dyskolos). He contrasts the alazon
and the eiron. He shares specific vocabulary with the comic poets, like the sticky
man or glischros, who is mean with money. He refers to the running slave. He even
seems to have abbreviated one of Aristophanes’ best compounds. Philocleon in
Wasps 1357 uses the word xvuwomoiotoxaodauoyligog for a financially mean per-
son, who splits his cumin seeds and scrapes his cress leaves, which must be relevant
to Aristotle’s term for a mean man, kyminokimbix. But the deep level at which trag-
edy seems to have informed his thinking about ethics and action is far more impor-
tant. The relationship between intellectual activity, thinking things through, choice
and action which he observes in the Poetics actually underpin much of what he has
to say in the Ethics about practical wisdom. So does his recognition that through
some forms of mental disturbance or vice we may do indeed choose the worse ac-
tion, a position articulate by several characters in Euripides and repudiated by «Pla-
tocrates». The role of theatre in the happy state is also one to which he has given
a great deal of thought, in NE 1V discussing the amount which should be spent on
funding choruses. In his Politics, too, the analogy of the theatrical chorus occurs at
important places when he is talking about relationships between citizens, and argues
that choregoi should be public officials, as important as priests, ambassadors and
heralds.® The Rhetoric also reveals a powerful connection in his mind between civic
speech in reality and in the fictional scenarios portrayed in drama.

Aristotle knew that all people, not only philosophers, could learn about the
world, including difficult topics, from their representation in the theatre. He had
also evolved his own ethics, politics and rhetoric, I believe, as much from watching

¢ Christopher Lyle Johnstone, «An Aristotelian James Redmond (ed.), Cambridge 1990, p. 21-
trilogy: Ethics, Rhetoric, Politics, and the Search 36. Castellani NE 4.2.1122a24-5 and b22-6; Pol.
for Moral Truth», Philosophy and Rhetoric 13 5.7.1309a17-20; Pol. 4.12.

(1980), p. 1-24 8 NE 4.2.1122a24-5 and b22-6; Pol. 5.7.1309a17-
7 See Victor Castellani, «Drama and Aristotle», 20; Pol. 4.12.

in Themes in Drama 12, Drama and Philosophy,
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them represented in the theatre as in real life. I would very much like to be able to
raise his ghost today to join the debate about the place of the ancient Greeks and
their theatre in secondary education. I read in The Times and Neos Kosmos that
Syriza has plans to abandon the study of Greek tragedies including Antigone in
schools to free up time for the study of gender and sex education. The Panhellenic
Association of Philologists (PEF) has claimed that it is part of the Education Min-
istry’s continuous attempts to eliminate ancient Greek entirely from the curricu-
lum. What Aristotle would say, I imagine, is that there is no better place to learn
about gender and sex than by thinking about the way gender was constructed by
male actors in classical Athenian theatre and studying, in addition to Antigone,
Agamemnon, Medea, Hippolytus and Andromache.

My own life has been inestimably enriched both by adopting as companions
the creators of ancient Greek literature and later by becoming a practising Aristo-
telian in the moral sphere. These two things became inevitable when I was about
twelve. My father is a priest in the Church of England and as a small girl I was
trained in a strict Protestant faith. I was fascinated by a copy of the New Testa-
ment in Greek, the Kaini Diathiki, which was lying around in the sitting room. In
other families it might have been a copy of Horse Racing Times or Agatha Chris-
tie. But children are interested in whatever they encounter, and I tried to work out
what the text, in that strange alphabet, said. Eventually I did ask my father, who
took me through the first sentence of the gospel of John: Ev doyij 57v 6 Adyoc,
xai 6 Abyos v moog Tov 0edv, xal Oeos v 6 Adyog. Why he chose this particular
bit I do not know. I eventually learned that it is one of the most metaphysically
difficult set of words in the entire Christian tradition. Whole doctorates have been
spent explaining just why the word arché does not have the definite article. But I
had already come under the spell of the different language and alphabet and for
me the spine-tingling idea that something written down two thousand years ago
could be spoken, uttered, and brought into life.

Alas, however, my Christianity did not last long. And yet, in becoming an ag-
nostic in my early teens, my fate as a Hellenist was sealed. The rational, philo-
sophical, human-centred thought world of Greek writers like Thucydides and
Aristotle was the place I was destined to feel most at home. For at eleven years
old, I lost my religion. In 1970, our whole household was shaken when our local
Bishop, the Right Revd. Gordon Savage, resigned from the Diocese of Southwell.
The News of the World had exposed his affair with a topless dancer called Amanda
Lovejoy. My trust in Christianity vanished overnight. I altogether lost my child-
hood belief in a bearded moral super-being, beyond sensory perception, perhaps
living on a throne of snowy clouds. I no longer believed there was anyone or any-
thing «out there» in the cosmos who policed my life, or rewarded and punished
me for virtuous and vicious acts respectively. But I did not know what to put in
His place. In my mid-teens I experimented briefly with Astrology, Buddhism and
Transcendental Meditation, and then, even more fleetingly, with more arcane phe-
nomena including Spiritualism. It was not until half-way through my university
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degree that I came across the sentences by Aristotle which changed my life. I
had just started reading the Nicomachean Ethics (1099b). Aristotle is discussing
the cause of happiness. If it is not god-sent, he says (and Aristotle does not be-
lieve that gods involve themselves in human affairs), «then it comes as the result
of a goodness, along with a learning process, and effort». The constituents of happi-
ness can be described and analysed, like the subject-matter in any other branch of
knowledge, such as astronomy or natural science or indeed tragic theatre. But this
process of studying happiness is different from those sciences because it has a pre-
cise goal. This makes it more like medicine, which people study because they have
a goal, which is to make people healthy, or like political theory, the goal of which
is to foster political stability. Likewise, studying and putting into practice the be-
haviours analysed and described in the Nicomachean Ethics —deciding to take that
walk with Aristotle— has a goal: the achievement of happiness. And in practising
Eudaimonia, education through performance arts has a central role to play.

In conclusion, let us return to the question of Aristotle’s goose and the puzzle
of why Rahl chose that animal for him to be seen dissecting, if it was not simply
that painters of his time were
all trained in the Dutch «Still
Life» tradition in which the
feathered wings of dead
game birds featured central-
ly: see this example by Jan
Weenix in the Rijksmuseum
(1700). One possibility is that
Rahl knew how important
medicine was to Aristotle’s
philosophy. Aristotle’s father
Nicomachus had been a doc-
tor, indeed the doctor em-
ployed by Philip II of Mac-
edon, and doctors and medi-
cal analogies are abundant in
all his works. Goose fat and
other goose products were extremely important in ancient Greek medical prepara-
tions, and mentioned repeatedly in the texts of Hippocrates.® Rahl will have been
aware that Medicine was one of the original four faculties of this university.

Geese, however, do have some connections with ancient philosophy. Aristotle’s
disciple Clearchos of Soli in Cyprus, who happens to feature on the mural, wrote a
book about sexual pathology called Erotica. One fragment mentions a goose who

° For references, see Alexandra Villing, «A wild with Caspar Meyer, David Saunders, Athena
goose chase? Geese and goddesses in classical Tsingarida and Nicole Harris, p. 171-177 at 173
Greece» in Essays in Classical Archaeology for with n. 29 (Oxford Beazley Archive with Ar-
Eleni Hatzivassiliou 1977-2007, ed. Donna Kurtz chaeopress).
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was infatuated with a boy (fr. 27). Theophrastus’ On Eros also mentions a goose at
Aegion infatuated with a beautiful boy called Amphilochus (fr 567 Fortenbaugh).
Pliny, too, tells us that there are love-stories about geese. A beautiful youth from
a town in north-western
Peloponnese  attracted
the passionate love of a
particular goose, as did
a young woman named
Glauke who was kitharist
to King Ptolemy (NH
10.26). Pliny goes on to
suggest «one might almost
be tempted to think that
these creatures have an
appreciation of wisdom
(sapientia): for it is said,
that one of them was the

- constant companion of
the philosopher, Lacydes, and would never leave him, either in public or when at
the bath, by night or by day».!° In a fascinating alternative version of the story of
Lacydes’ goose, Aelian adds the important information that Lacydes was a phi-
losopher of the Peripatetic school — that is, an Aristotelian (NA 5.41): Lacydes the
Peripatetic possessed a remarkable goose. The goose was deeply devoted to its
keeper: when Lacydes went for a walk, it went too; when he sat down, it would re-
main still and would not leave him for a moment. And when it died Lacydes gave
it an expensive funeral as if it were a family member. Unfortunately the other evi-
dence for Lacydes implies he was a 3rd-century Platonist rather than an Aristote-
lian, but his relationship with his goose and the passage in Pliny may nonetheless
have informed the mural.

None of this is completely satisfying as an explanation. The answer may lie in Ar-
istotle’s own treatises. In the History of Animals, a goose appears in Aristotle’s dis-
cussion of male reproductive anatomy in animals which have blood (3.1). The goose
is just one in a list which includes fish, snakes, ring-doves, partridges, lizards, turtles,
tortoises, dolphins, elephants, hedgehogs, humans and pigs.* Theoretically, at least,
we could have had a hedgehog or a pig on the mural! Because he says here that the
goose’s reproductive organ is difficult to see except straight after copulation, most
scholars infer that it was one of the numerous different organisms he dissected. This
seems even more likely since in Generation of Animals he claims that no bird has a
penis. He has discovered it in the goose by careful observation.

1 potest et sapientiae videri intellectus iis esse: 1 See Christopher E. Cosan, «Aristotle’s Ana-
ita comes perpetuo adhaesisse lacydi philosopho tomical Philosophy of Nature», in Biology and
dicitur, nusquam ab eo, non in publico, non in Philosophy 13 (1998), p. 311-339.

balineis, non noctu, non interdiu, digressus.
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Lastly, I would like to thank certain people without whom I would never be
standing here today. My mentor, a theatre historian called Margot Heinemann,
told me when I did not know what to do with my life to use my only asset —an ana-
lytical brain- to try to leave the world a better place than I found it. My mother,
who died last summer, had exceptional moral courage and taught me never to give
up even when things get tough. My husband and children, including Sarah, who is
here today, have given me a very happy home in which I can be creative. My stu-
dents, including Dr Leonidas Papadopoulos, who is also present, constantly amaze
me with their devotion to the ancient Greeks and their new perspectives. My col-
leagues, especially those with whom I have produced collaborative volumes, like
Dr Rosie Wyles, also present today, have been a constant support and joy. And my
friends old and new here at the University of Athens have made one old woman
very happy indeed today.
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Hayali Sotiris Spatharis’in anilari. Otobiyografi v Karagiozis sanati. Sotiris Spatharis,
Ceviren ve Notlayan: Peri Efe, Istanbul: Tiirkiye is Bankas: Kiiltiir Yayinlar1 2015, S.
XXIV+200, zahlreiche Abb., ISBN 978-605-332-392-1.

KONSTANTINA GEORGIADI (ed.), la uia emotquovixy moooeyyLon Tov
Kapayxoln. Hooaxtixd nueoidag [Zu einer wissenschaftlichen Beschiftigung mit
dem Karagiozis. Akten einer Tagung|, Heraklion, Crete Univ. Press 2015, S. XII+375,
zahlreiche Abb., ISBN 978-960-524-441-5.

I. V.TRESORUKOVA, Karagiozis — greceskij Petruska. Sovremennij greceskij teatr tenej.
Istoki, personaZi, sjuZeti, jazik (Karagkiozis — Hellenic Petrushka. Modern Greek
Shadow Theater: Roots, Heroes, Plots, Language), Moskva: Maks Press 2016, S. 200, 8
Abb., English summary, ISBN 978-5-317-05225-6.

In die griechische Schattenspielforschung ist neuer Wind gekommen, der vor allem aus
der internationalen Szene weht. Man beginnt, sich an die Anfidnge einer mehr szienti-
fischen Beschiftigung mit dem Phédnomen Schattentheater in Griechenland zu erinnern,
nachdem in der Tiirkei der Karagoz der kemalistischen Uminterpretation in der Vor- und
Nachkriegszeit in einen Propagator der nationalistischen Regierungspolitik entkommen ist
(siehe S. Oztiirk, Karagdz Co-opted: Turkish Shadow Theatre in the Early Republic (1923-
1945), Asian Theatre Journal 23/2, 2006, 292-313) und als immaterielles tiirkisches Kultur-
erbe von der UNESCO offiziell anerkannt wurde und seitdem eine gewisse Renaissance,
die die Gattung seit der Ernennung Istanbuls zur europdischen Kulturhauptstadt, wo das
Schattentheater an der Spitze der Manifestationen gestanden hat, erfahren hat, nachdem
das satirische Genre nach Jahrzehnten der Entfremdung funktionslos geworden ist (G.
Petek-Salom, Le thédtre traditionel turc de Karagoz. Vie, survivances, actualité, Paris 1972).
Doch gibt es vorwiegend tiefere Griinde fiir diese Mobilitét, an der sich die Karagiozis-
spieler mit ihren Innovationen und die Generations-Erneuerung der Spieler selbst auch
beteiligt haben; hiezu tritt das Interesse der Pddagogen an dieser Form des improvisierten
Kindertheaters, welches das korperliche Auftreten des Spielers nicht erfordert. Das akade-
mische Interesse setzt im wesentlichen mit meiner Dissertation von 1972 ein (W. Puchner,
Das neugriechische Schattentheater Karagiozis, Diss. Wien 1972, 1975 in Miinchen veroffent-
licht in der Reihe Miscellanea Byzantina Monacensia Nr. 21, die damals von Hans-Georg
Beck geleitet wurde), die 2014 in Wien in vollig erneuerter und ergénzter Form (mit neuer
Einleitung, neuem SchluBwort, redaktionellen Eingriffen, bibliographischen Zusitzen, Ab-
druck der damaligen Besprechungen, Zitierradius, historische Einordnung usw.: W. Puch-
ner, Das neugriechische Schattentheater Karagiozis, Wien: Hollitzer Wissenschaftsverlag
2014 in der Reihe Ottomania 4 des Don Juan Archivs in Wien) erscienen ist. Fast gleich-
zeitig wurde in Heraklion eine Tagung anberaumt (13. 12. 2013), die den Arbeiten von
Grigoris Sifakis und Thodoros Hatzipantazis gewidmet war (1984) und als Ausgangspunkt
die handschriftlichen Spielhefte von Vasilios Andrikopoulos (Vasilaros) und ihre archiva-
le Erfassung und Deskription genommen hat, die in den Besitz der Theatersammlung des
Instituts fiir mediterrane Forschungen in Rethymno iibergegangen sind (hier das zweite zu
besprechende Buch). Im Okt. 2015 fand in Athen ein grofer internationaler Kongrefl zum
griechischen Schattentheater statt, organisiert vom Centro de Estudios Bizantinos, Neo-
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griegos y Chipriotas der Univ. Granada, diesmal zu Ehren des Verfassers dieser Zeilen und
aus Anla$ der historischen Stellung seiner Monographie zum griechischen Schattentheater,
begleitet von einer relevanten Ausstellung und einer umfangreichen elektronischen Ausga-
be des GroBteils meiner Arbeiten zum Schattentheater im Mittelmeerraum und auf dem
Balkan (W. Puchner, Melétes yia 1o Oéatgo oxiwv oty Meadyeio xauw ta Baixavia, M.
Morfakidis / P. Papadopoulou [eds.], Granada, Centro de Estudios Bizantinos, Neogriegos
y Chipriotas 2015 [BiAto09xn tov EAAnvizot Oedtoov Znumv 2], S. 652 [e-book www.cen-
trodeestudiosbnch.com/gr/pagina/604]), bei dem nicht nur mehrere Dutzende Kongref3vor-
trdge zu horen waren, auch mit ausldndischer Beteiligung (u. a. auch der Tiirkei), sondern
auch unter aktiver Beteiligung der Karagiozisspieler selbst. Die umfangreichen KongreBak-
ten werden in Kiirze erscheinen.

Fast gleichzeitig erschien die tiirkische Ubersetzung der griechischen Memorien von
Sotiris Spatharis (erste Veroffentlichung 1960) von Peri Efe (das erste zu besprechende
Buch). Im April 2016 wurde von der Abteilung fiir Byzantinische und Neugriechische Stu-
dien der Univ. Lomonossov in Moskau ein Kongre3 organisiert (im Rahmen des Jahres
russisch-griechischer Beziehungen) iiber die traditionelle griechische Kultur im Rahmen
der europiischen (Greceskaja tradicionnaja kul’tura na evropejskom fone / EAAqvixog
TaQAO00LOXOG TOMTIOUGS 0TO TAaLoLo Tov gvowrmaixov, mit KongreBsprachen Griechisch
und Russisch), wo unter den 37 Beitrdgen (verdffentlicht in Kurzform in der Zeitschrift
Kafedra 2, Moskva 2016) auch einige dem Schattentheater gewidmet waren. Dariiberhin-
aus wurde die in Athen gezeigte Ausstellung zum griechischen Schattentheater auch im
traditionellen Moskauer Puppentheater Obraszow gezeigt, zusammen mit einer Schatten-
theatervorstellung von M. Hatzakis, die noch fiir mehrere Wochen da zu sehen war. Bei
dieser Gelegenheit wurde auch das Buch von Irina Tresorukova vorgestellt, das auf ihre
Dissertation zuriickgeht und als eine fundierte Zusammenfassung der Karagiozis-Studien
auf internationaler Ebene angesehen werden kann (das dritte hier zu besprechende Buch).

Bei dem ersten zu besprechenden Werk geht es um die tiirkische Ubersetzung der Mo-
nographie Amouvnuoveduata xat n téyvy tov Kagayxioln [Memoiren und die Kunst des
Karagiozis], erstmals erschienen Athen 1960 und ofter aufgelegt, des beriihmten Schatten-
spieler Sotiris Spatharis, eingeleitet von einem Brief des Dichter Angelos Sikelianos (des
Organisators der Delphischen Festspiele 1927 und 1930), der diese Form des improvisierten
Volkspuppenspiels als vollwertige kiinstlerische Tétigkeit anerkennt. Nach dieser Anerken-
nung aus Literatenkreisen (die Theaterleute haben sich noch fiir Jahrzehnte eher zuriick-
haltend geduBert) hat das einschldgige Schrifttum z. T. enorme Ausmafe angenommen (vgl.
meine bibliographische Zusammenstellung in Laografia 31 (1976-78) 284-324, 32 (1979-81)
370-378 und Parabasis 9 (2009) 425-496, die sich bereits auf 1200 items belduft). Sein Kata-
log von Karagiozisspielern am Ende des Buches zusammen mit den Kurzbiographien hat
auch das Interesse der Soziologen angefacht, da hier erstmals ein sozialer Randbereich als
Datenfeld in den Forschungshorizont tritt, der die Unterschichtenkultur der Urbanzentren
betrifft, sowie das Interesse der «biirgerlichen» Volkskunde und Ethnographie, da es sich
hier nicht um traditionelle Ruralschichten handelt, sondern um Formen der stidtischen
Volkskultur. Das Interesse der tiirkischen Forschung ist wohlbegriindet, denn zu diesem
Zeitpunkt war der osmanische Karagoz als minderwertiger Uberrest der Sultanszeit von
der offiziellen Staatsideologie in Grund und Boden verdammt und wurde nur als Apostel
des nationalen Fortschritts auf der Leinwand geduldet. Die Byzantinistin und Neogrizi-
stin Peri Efe hat bereits einen Sammelband zum Osmanischen Schattentheater und seiner
siildosteuropiischen Verbreitung redigiert (P. Efe (ed.), Hayal perdesinde ulus, degisim ve
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gelenegin icadt, Istanbul 2013, vgl. meine Besprechung in Siidost-Forschungen 72,2013, 630-
632),in dem auch ihre Studie zu Spatharis’ Memoiren und ihrem Quellenwert zu finden ist
(“Karagiozis’e bakmak: hayali Sotiris Spatharis’in anilar1” 120-138). Mit derartigen Initiati-
ven dirfte auch die Diskussion um Vorgingigkeit und Wertigkeit des Schattentheater dies-
und jenseits der Agiis in objektivere Bahnen kommen.

Peri Efe beniitzt fiir ihre Ubersetzung eine neuere Ausgabe, des Agra-Verlags & von
Fani Spathari 1992 und 2010, was auch an den weit reicheren und auch farbigen Illustratio-
nen abzulesen ist, denn die Erstausgabe war in dieser Hinsicht sehr zuriickhaltend. Nach
einem kurzen Prolog der Ubersetzerin (VII-IX) folgt eine umfangreichere Einleitung von
Linda Myrsiades (X-XXIV), bekanntgeworden durch ihre vielen Publikationen zur Ge-
schichte des griechischen Schattentheaters, welche auf ihre amerikanische Dissertation
von 1972 zuriickgehen, die sich mit der Geschichte und Ausbreitung des Schattentheaters
beschiftigt sowie auf den Informations- und Quellenwert der Memoiren von Spatharis
eingeht. Dieser Abschnitt ist auch mit einer Bibliographie versehen (XXIII-XXIV). Der
Haupttext der Memoiren setzt mit dem erwédhnten Anerkennungs-Brief von Sikelianos
(1948) ein und folgt nun dem edierten Text von Spatharis (zur verwickelten Textgeschichte
dieser Memoiren wurde beim Athener Kongref3 im Okt. 2015 auch ein interessanter Bei-
trag geliefert). Der uibersetzte Text ist auch durch ein Register aufgeschliisselt (194-200).
Der Erkenntnisgewinn fiir die tiirkische Schattenspielforschung ist nicht unbedeutend, als
die differenten Entwicklungswege des Leinwandhelden in den beiden einzigen Léndern,
wo es das traditionelle Schattentheater noch gibt, nicht zu iibersehen sind: sowie der os-
manische Karagoz in allen ehem. Provinzen des Osmanischen Reiches im Laufe des 20.
Jh.s verschwunden ist, hatte er auch in der Bosporus-Metropole Kostantiniyye/Istanbul
alle Miihe, als Relikt der korrupten Sultansherrschaft den kemalistischen Zentralismus zu
iiberleben und wurde nur als Vertreter des aufgekldrten Progressivismus geduldet, obwohl
er nun seit einigen Jahren als immaterielles nationales Kulturerbe gefeiert und reaktiviert
wird; in Griechenland dagegen, vor allem durch die Kreation von neuen Dialektfiguren, die
den sozialen Horizont des Publikums wiedergeben, war das Schattentheater in der Phase
von 1900-1930 die dominante Volkstheaterform, die ein groferes Publikum unterhalten hat
als alle anderen Theaterformen zusammen. Noch in der Nachkriegszeit und bis in die 70er
und 80er Jahre war Karagiozis ein beliebtes improvisiertes Kinderspiel in den Nachbar-
schaften, und unter den Argusaugen der Pidagogen feiert er in den letzen Jahrzehnten ein
come back in den Schulen, wobei allerdings von der Narrenfreiheit des satirischen Nihili-
sten einige Abstriche gemacht werden miissen. Das akademische Interesse an der impro-
visierten Theaterform zwischen Oralitit und Schriftlichkeit geht einher mit der bewuf3ten
Kultivierung einer folkloristischen Ausdrucksform, die auch das &sthetische und themati-
sche Experiment nicht scheut. Ahnlich konnte auch die Diagnose fiir die Tiirkei lauten,
wo der bereits diinne Faden der Tradition schwieriger aufzunehmen ist, aber laufend neue
Ensembles entstehen und das Schauspiel seine ideologische Einbettung findet im wieder-
entdeckten Kosmopolitismus der alafranca-Periode. Beziiglich der Improvisation bestehen
jedoch auch weiterhin gravierende Unterschiede: die tiirkischen Spieler lesen gewohnlich
den Spieltext aus den Spielbiichern, die Publikumsreaktionen sind, bei den Vorstellungen,
die ich gesehen habe, sehr zuriickhaltend; der ziindende Funke des Witzes wird noch von
keiner dichten Kommunikation mit den Rezeptoren getragen und verlischt an der beleuch-
teten Leinwand.

Das zweite zu besprechende Buch, der griechische Aktenband einer Tagung (Rethym-
no, 13. 12. 2013) zum griechischen Schattentheater mit dem Titel «Zu einer wissenschaftli-
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chen Beschiftigung mit dem Karagiozis», gewidmet Thodoros Hatzpantazis und Grigoris
Sifakis als Pionieren in der wissenschaftlichen Erforschung des Karagiozis, wie der etwas
irrefithrende Untertitel lautet, denn wissenschaftliche Arbeiten zum griechischen Schatten-
theater gab es auch schon frither (vgl. die Bibliographie in meiner Dissertation von 1972,
veroffentlicht Miinchen 1975), ist im wesentlichen der Aufarbeitung und Archivierung der
Spielhefte des Karagiozis-Spielers Vasileios Andrikopoulos alias Vasilaros gewidmet, die in
den Besitz der Theatersammlung des Instituts fiir Mediterrane Forschungen in Rethym-
no iibergegangen sind. Diese handgeschriebenen Spielhefte bilden insofern eine interes-
sante Ausnahme, als sie niedergeschriebene Texte bringen, die mit Figurenzeichnungen in
Sprechblasentechnik illustriert sind, also Regiebuchfunktion besitzen, aus denen der Spie-
ler auch tatsichlich gelesen haben soll. Damit ist das Prinzip der Augenblicksimprovisation
durchbrochen und die von den Karagiozis-Theoretikern vielgepriesene Oralitdt und kol-
lektive Kreation der Vorstellung ist durch die Schriftfixierung unterbunden. Dennoch besit-
zen diese Spielhefte ein Eigeninteresse, denn es handelt sich um authentische Kreationen
von Schattentheaterstiicken, die der Spieler selbst redigiert und verfaflt hat (zusammen mit
den gezeichneten Illustrationen), ganz im Gegensatz zu den ab 1924 gedruckten Spielheft-
chen z. T. von dubioser Autorschaft, oft mit Diktatfehlern und Kiirzungen, um den Druck-
bogen nicht zu tiberschreiten.

Eine Einleitungsnotiz von Antonis Glytzouris (IX-XII) erldutert den Schenkungs-
akt des Vasilaros-Archivs, welchem auch der erste Teil des Bandes gewidmet ist. Dieser
besteht aus drei Kapiteln: einleitend stellt die Herausgeberin Konstantina Georgiadi das
Archiv und seine Bedeutung vor (3-10): die 48 Spielhefte sind im Jahrzehnt 1960-70 kurz
nach seiner Pensionierung als ein Art Zeitvertreib entstanden und enthalten insgesamt 141
Vorstellungen, die nicht alle thematisch dem tiblichen Repertoire zuzuschreiben sind (z. B.
«Romeo und Julia»), aber auch sprachlich nicht (z. B. «Belisar» in katharevousa); Themen-
bereiche sind die historischen Stiicke, die romanhaften und die Komddien. Die Stiicktexte
sind durchwegs mit Farbzeichnungen illustriert, was an die Druckheftchen in den 50er, 60er
und 70er Jahren erinnert; von besonderem Quellenwert sind die datumsméfigen Anga-
ben am Ende jedes Stiickes (solche Angaben iiber Spielorte, Daten und Tourneen finden
sich auch auf den erhaltenen Figuren selbst). Die Hauptlast dieses Abschnittes trigt die
umfangreiche Studie von Ioanna Papageorgiou iiber den Karagiozisspieler Vasilaros und
seine «schriftstellerische» Tatigkeit (11-129), eine Studie, die im Rahmen des Forschungs-
programmes «Die Dramatik des Schattentheaters in Patras in der Zwischenkriegszeit
(1922-1940)» der K. Karatheodoris-Stiftung der Univ. Patras 2010-13 zustandegekommen
ist. Diese setzt mit der Deskription der biographischen Entwicklungsphasen und der Spiel-
tatigkeit ein: Lehrjahre, professionelle Karriere, der geographische Radius seiner Tourneen
und die Publikumsreaktionen, seine Lehrtétigkeit als Meisterspieler, um im tiibrigen Teil
auf seine «schriftstellerische» Tétigkeit in den Spielheften einzugehen, die bereits in der
Zwischenkriegszeit einsetzt. Der Grofteil der niedergeschriebenen Stiicke ist ernsthaften
Charakters, was Vasilaros eine deutliche Sonderstellung einrdumt ebenso wie seine Lite-
rarizitit und seine umfangreiche Schreibleistung. Es folgt ein Abschnitt zu den Archiven,
in denen sich Vasilaros-Stiicke befinden (diese beschrinken sich keineswegs nur auf das
Vasilaros-Archiv in Rethymno), eine Liste der Mitverfasser bzw. Textautoren, die der Verf.
mitaufgenommen hat, eine Analyse der Herkunftsbereiche seiner Thematiken (neben dem
konventionellen Karagiozis-Repertoire auch sentimentale Romane, Kriminalromane, Fil-
me, Theaterstiicke, gesellschaftliche Tagesereignisse, Puppentheater, orale Erzédhlungen
und illustrierte Geschichten. Einen Hauptteil dieser Studie bildet die katalogartige Auf-
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listung der erhaltenen Stiicke mit Angaben zur Chronologie, zur Archivalik und verglei-
chende Fuflnoten zur eventuellen Herkunft des Themas, gefolgt von einer Liste der erhal-
tenen Fragmente, Monologe, Dialoge und komische Szenen. Dies ist zweifellos eine der
bisher systematischesten Arbeiten, die es zum griechischen Schattentheater gibt und das
Repertoire eines einzenen Spielers aufgrund der erhaltenen Texte auslotet; das nun veror-
tete Textmaterial er6ffnet der Erforschung von Volks- und Populartheater ein weites Téatig-
keitsfeld, wenn auch die Philologie sich bisher nur peripher mit dem Phédnomen beschéftigt
hat. Gleichsam als Epilog folgt in diesem Abschnitt eine Evaluierung dieser Spielhefte von
Anna Stavrakopoulou (131-147, mit Abbildungen) sowie eine Komparation mit der Whit-
man/Rinvolucri Collection in der Sammlung von Milman Parry (Widener Library, Harvard
Univeristy), der ihre Dissertation gewidmet war, die allerdings auch iiber Videoaufzeich-
nungen aus den Jahren 1962, 1969 und 1971 verfiigt.

Der zweite Teil des Bandes ist allgemeineren Forschungsfragen des griechischen Schat-
tentheaters gewidmet und besteht aus vier Beitrdgen. Den Beginn macht eine soziologische
Studie von Nikos Potamianos iiber das Kleinbiirgertum, den Trivialroman und die Transfor-
mation des Karagiozis zu Beginn des 20. Jahrhunderts (151-170), eine Studie, die sich theore-
tisch auf seine Dissertation iiber das traditionelle Kleinbiirgertum in Athen 1880-1925 — Ge-
schiftsinhaber und Manufakturenbesitzer (Rethymno 2011) stiitzt; als typisches Phanomen
dieser Gesellschaftsschicht untersucht er die Karnevalsmanifestationen und das Zeitungle-
sen. Es bleibt jedoch fraglich, ob sich dieses Analysemodell ohne weiteres auf das Schatten-
theaterpublikum oder auch die Karagiozisspieler selbst iibertragen 1463t. Die Abgrenzbarkeit
eines Kleinbiirgertums gegeniiber anderen Unterschichten der Urbanzentren ist eine weite-
re, eher methodische Frage. Die Biographien der Schattenspieler und die Publikumsreaktio-
nen wihrend der Vorstellungen legen die Vermutung einer viel breiteren sozialen Streuung
in Produktion und Konsumption des Schattentheaterphdnomens nahe. Ein gewisses biirger-
liches Element macht sich erst in den Vorstellungen von Antonis Mollas geltend. Ob die
nach 1924 auftauchenden gedruckten Spielheftchen zusammen mit den popularen Lesestof-
fen dem “Kleinbiirgertum” zuzurechnen sind, ist letztlich eine Definitionsfrage; beziiglich
des Analphabetismus ist anzumerken, dal der Akt des Vorlesens nicht auf3er acht gelassen
werden sollte. Antonis Glytzouris beschéftigt sich mit einem anderen Thema: dem Regis-
seur und Theoretiker Fotos Politis, Karagiozis und dem thédtre thédtral (171-191), indem er
die Satire Karagiozis o megas (K. der Grof3e) von Politis analysiert sowie seine Feuilletons
zum Schattentheater, die zeitlich mit der Entdeckung des Schattentheaters in Griechen-
land zusammenfallen sowie auch mit Bewegungen der europdischen Avantgarde, sich das
Ausdrucksmedium Schattentheater innovativ zunutze zu machen, mit der Renaissance der
commedia dell’arte, der biomechanischen Methode von Meyerhold und dem friithen expres-
sionistischen Kinofilmen, Entwicklungen, mit denen Politis als Verfechter einer poetischen
Dramatik nicht Schritt zu halten vermochte. Von besonderem Interesse ist der Artikel von
Alexis Politis, der bibliographisch nicht erfaite Spielheftchen aus dem 50er Jahren vorstellt
(193-218) sowie eine Liste von Quellenangaben zum Schattentheater in Schrifttum und Rei-
seliteratur seit dem 18. Jh. Giannis Kiourtsakis liefert abschlieBend einen personlich geton-
ten Beitrag iiber seine lebenslange Beschiftigung mit dem Schattentheater (219-231).

Im Anhang bringt der Band einige Schliisseltexte der Geehrten, die das Einsetzen der
“wissenschaftlichen” Beschéftigung mit dem Schattentheater markieren sollen. Zuerst die
Einleitung von Thodoros Hatzipantazis in den Band zum griechischen Schattentheater von
Ap. & Ar. Giagiannos und G. Diglis, Die Welt des Karagiozis, Athen 1975 mit dem Titel
“Die inoffizielle neugriechische Kultur” (237-251), sodann die Studie von Grigoris Sifakis,
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“Die traditionelle Dramaturgie des Karagiozis” (1976, als Buch Athen 1984)(253-303), wo
der Versuch unternommen wird, die Proppschen Funktionen aus dem russischen Zauber-
mirchen auf die Karagiozisstiicke anzuwenden, was seither allerdings zu mehrfachen Mo-
difikationen gefiihrt hat, da der griechische Schattentheaterheld in einem differenzierteren
urbanen Milieu kreiert wurde, und letztlich Thodoros Hatzipantazis, “Das Eindringen des
Karagiozis in Athen 18907 (1982, als Buch Athen 1984) (305-372); erst zu diesem Zeitpunkt
wurde das obszone Schauspiel des “anatolikon theatron” von dem in Patras reformierten
griechischen Spieltyp abgelost. Der historischen Gerechtigkeit halber hitte man in diesem
Anhang auch mein Biichlein zu den balkanischen Dimensionen des Karagiozis berticksich-
tigen konnen, im selben Stigmi-Verlag in Athen 1985 erschienen und als Trilogie vom Ver-
lag konzipiert, wie auch die vorher genannten selbstdndigen Publikationen (nun zugénglich
unter).

Das dritte, hier anzuzeigende Buch betrifft die russische Monographie von Irina Tre-
sorukova, associated professor am Institut fiir Byzantinische und Neugriechische Studien
an der Lomonossow-Universitit in Moskau, die sich bereits mehrfach mit dem Thema aus-
einandergesetzt und auch ihre Dissertation dieser Thematik gewidmet hat (vgl. z. B. das
Kongrefreferat in www.eens-congress.eu/?main_page=1&main_lang=de&eensCongress_
cmd=showPaper&eensCongress_id=235). Die Arbeit ist bibliographisch hervorragend be-
legt und geht auf eine Reihe von Fragestellungen ein, die nicht unbedingt im Zentrum der
bisherigen Forschung gestanden haben: Formen des Witzes mit typologischen Vergleichen
aus der gesamten griechischen Tradition, internationaler Vergleich mit der Trickster-Figur
der Oralerzdhlung usw. Das erste Kapitel beschéfigt sich mit groer Sachkenntnis mit dem
antiken Puppentheater, der Idolhandhabung und dem marionettenartigen Kinderspiel-
zeug und stellt die wenigen Quellennachrichten zusammen, die sich mit der Existenz eines
Schattentheaters eventuell in Zusammenhang bringen lassen (18-40); die Hinweise auf die
eleusinischen Mysterien und das Platonische Hohlengleichnis brauchen heute nicht mehr
diskutiert zu werden. Interessant ist die Beistellung russischer Bibliographie zu dem The-
ma. Jedes Kapitel ist von FuBnoten mit ausfiihrlichen Verweisen beschlossen. In dhnlicher
Weise geht auch das Kapitel zu Byzanz vor (41-62); die élteren Theorien werden mit der
notigen Vorsicht zitiert. Ein drittes Kapitel beschiftigt sich mit den Herkunftstheorien des
rezenten griechischen Schattentheaters (63-73).

Auf die eher historischen Kapitel folgen die systematischen: zuerst zum Figurensystem
des neugriechischen Schattentheaters (74-118) mit individueller und typisierter Witzlage,
Dialogbeispielen, absichtlichen und unabsichtlichen Mif3verstandnissen, Charakterisierung
der Einzelfiguren, das Motiv des Hungers, der Prahlerei usw., ein Kapitel das mit einem Ver-
gleich mit dem osmanischen Karagoz und dem hellenistischen Masken-Katalog von Pollux
endet. Eine weiteres Kapitel geht auf Sujet und Kompositionstechnik der Stiicke ein (119-
154): die drei Stiickkategorien und ausgewéhlte Einzelwerke. Ein weiteres Kapitel beschéftigt
sich mit textlichen Analoga der Witzerzeugung in einem typologischen Vergleich mit der ari-
stophanischen Komaodie und etwa der Sprachkomddie Korakistika von 1. R. Neroulos (1811)
(155-183), wo vor allem auf die Verballhornungen und Sprachmi3verstindnisse eingegangen
wird, auf die Dialekthandhabung bei den Dialekttypen usw. Die interessante Monographie,
die auch sprachwissenschaftliche Thematiken der diachronischen Grizistik anschneidet, en-
det mit der reichhaltigen Bibliographie (184-194) und dem Bildteil. Durch die Verbindung
mit der russischen Bibliographie und Literaturtheorie (z. B. O. M. Freudenberg, Mythos und
Literatur 1978, Mythos und Theater 1988, Poetisches Sujet und Genre 1997) gewinnt die grie-
chische Schattenspielforschung einen etwas differenten Zugang zu Kernfragen der lingualen
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Improvisation sowie eine typologische Komparation mit dem internationalen Trickster-Pha-
nomen der Oralerzéhlungen wie auch eine Auseinandersetzung mit vergleichbaren Themen,
Figuren und Techniken der Lacherzeugung in der griechischen Tradition seit der Antike.

WALTER PUCHNER

KONSTANTZA GEORGAKAKI, Biog xat molteia uiag ynoaias xvoiag otny extaetia.
Embemonon xai dixraropio (1967-1974) [Leben und Wirken einer alten Dame zur Jun-
ta-Zeit. Theaterrevue und Diktatur 1967-1974], Thessaloniki, Ziti-Verlag 2015, S. 399,
zahlreiche Abb., ISBN 978-960-456-437-8.

Diktatur-Forschung liegt irgendwie im szientifischen Trend; die griechische Obristen-Dikta-
tur 1967-1974 (auch als heptaetia, Sieben-Jahr-Periode bekannt) bildet hier keine Ausnah-
me und auch das Theater nicht. Erst vor kurzem ist die Monographie von Gonda van Steen,
Stage of Emergency. Theater and Public Performance under Greek Military Dictatorship of
1967-1974, Oxford 2015 erschienen (vgl. meine Anzeige in Parabasis 14/1, 2016, 80-85), und
kurz davor die englische Dissertationen von Philipp Hager, From the Margin to the Main-
stream: The Production of Politically Engaged Theatre in Greece during the Dictatorship of
the Colonels (1967-1974), Diss. Royal Holloway, London 2008 sowie die griechische Dis-
sertation von Tonia Karaoglou zum Theater wihrend der Junta-Zeit in Thessaloniki (7o
Oéatoo oty Oeooalovixy ta yeovia ¢ entaetovs Oxtatogiag), Diss. Thessaloniki 2009.
Die Autorin selbst, Prof. am Theaterwissenschaftlichen Institut der Univ. Athen, hat zu-
dem im Jahre 2013 eine reich bebilderte Ubersichtsmonographie zur Gesamtentwicklung
der Revue im Zeitraum von 1894 bis 2014 geliefert (1894-2014. H eq@ijueon yonteio tng
Embemonong, Athen 2013), die die iiber hundertjihrige Entwicklung dieser offenen und
populdren Bithnengattung verfolgt. «Epitheorisi» ist weder genau mit Revue, noch Vaude-
ville noch Kabarett oder Musical oder Boulevard wiederzugeben, sondern eine nummern-
artige Hybridform, die von politisch-satirischem Verbaldialog bis zu phantasmagorischen
Ballettnummern mit aufwendigem Biihnenbild und Kostiimen, Gesang und Musikorche-
ster reichen kann und praktisch offen ist fiir jegliche Art von Anreicherung (vgl. auch W.
Puchner, Die Literaturen Siidosteuropas (15. bis friihes 20. Jahrhundert). Ein Vergleich, Wien
etc. 2015, S. 185). Der Werdegang dieser Gattung ist in seinen Anfangen von Th. Hatzipant-
azis und L. Maraka untersucht worden (H AOnvaixy emOemonon, 3 Bde. Athen 1977/78,
zweitere im Alleingang, EAAnvixy) Ocatown Emibedonon, 1894-1926, 2 Bde. Athen 2000),
die Fortsetzung findet sich in der Monographie zum leichten Musiktheater der Zwischen-
kriegszeit von M. Seiragakis (To elagoo uovowxo Oéatpo otn ucoomoleuny AOnva, 2
Bde., Athen 2009). Besonders interessant ist natiirlich die Untersuchung der Junta-Zeit,
da die epitheorisi mit ihrer haufig an die Tagespolitik gebundenen Thematik ein ganz spe-
zifischer Bereich der Aufmerksamkeit der Zensurbehorde gewesen ist, die nicht nur die
eingereichten Stiicke Szene fiir Szene durchzensurierte, sondern auch in der Folge die Vor-
stellungen kontrollierte, ob die eingeforderten Auflagen in der Praxis auch wirklich einge-
halten und nicht neue Szenen hinzugefiigt wurden; dariiber existieren Beobachtungspro-
tokolle mit handgeschriebenen Erlédssen, was im Einzelfall dann zu tun sei. Diese Akten-
stiicke befinden sich im Zentralsekretariat des Pressewesens der Obristen-Diktatur, heute
gehortet im Allgemeinen Staatsarchiv, allerdings noch ungeordnet, so daf zukiinftig noch
mehr Material ans Licht kommen diirfte, das die Strategien und Kriterien der politischen
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Zensur, die Theater betreffend, erhellen kann. Inedierte Stiicktexte dieses genres befinden
sich auch im Theatermuseum Athen und dem Hellenischen Literatur- und Geschichtsar-
chiv, so daf} die Eingriffe der Zensurbehorde bis in die Einzelheiten hinein nachvollziehbar
sind. Die maschinschriftlichen Auffithrungstexte sind fast alle unediert, da an eine Publi-
kation aufgrund der politischen Anspielungen und der Fluiditidt der Einzelnummern eine
solche Vorgehensweise nicht angezeigt erscheinen hat lassen. Die direkten und indirekten
Anspielungen waren natiirlich ein Erfolgsgarant der Gattung, die an sich von ihrer Struk-
tur und Nummernorganisation her mit einigen Ausnahmen eher konservativ geblieben ist
auf der Ebene der konventionellen Nachkriegs-epitheorisi. Daher war das Fazit nach dem
Regimewechsel 1974 fiir die intellektuelle Offentlichkeit eher ein Negatives. Diese Kon-
servativitdt des Konventionellen ist im Buchtitel mit dem Terminus “alte Dame” angezeigt.

Und doch bringt diese Monographie mehr als nur das Versteckspiel mit der Zensurbe-
horde, da auch alle anderen Faktoren der Auffiihrung miteinbezogen wurden. Dies beginnt
(Kap. 1) mit der allgemeinen politischen und kulturellen Lage wihrend der Sieben-Jahre-
Diktatur (13-49): dies ist z. T. schon aus den Titeln der Stiicke abzulesen; in konzentrisch
enger werdenden Kreisen wird nun das thematische Umfeld abgesteckt: die Kulturpolitik
der Obristen, das griechische Theater wahrend der Junta-Zeit, die epitheorisi, die Konkur-
renz des musicals, Zensurwesen und epitheorisi. Das 2. Kap., “Vor der Auffithrung” (51-
66), wendet sich den bespielten Theatersilen bzw. Freilichttheatern zu, den Schriftstellern
des genres, den Titeln (Reklamewirkung, Anspielung auf Kritikausiibung am Regime), den
Theaterprogrammen. Das 3. Kapitel, “Die Auffithrung”, bildet den Hauptabschnitt der
Monographie. Auch hier wird systematisch vorgegangen: zuerst kommen die Texte an die
Reihe (67-103, Kategorien: politische Stiicke, tibrige Aktualitat, Jugendkultur, Beziehungen
zum iibrigen Theater, zum Film und zur Musik, Fernsehiibernahmen, kiinstlerische The-
matiken, Sport, Erotik und Sexuelles, das alte Athen, ad-hoc-Nummern, melodramatische
Antikriegs-Thematik, Zusitze unmittelbar nach dem Regimewechsel; Finale des 1. Teils der
Auffithrung, die sketchs des zweiten Teils, die Personen- und Spieltypen), dann die Musik
und Musiknummern (103-120, Instrumente, Orchester, chansons, moderne und traditionelle
Musik), die Regie (120-125), Bithnenbild und Kostiim (125-136), Choreographie und Bal-
lettnummern (136-145), die Schauspieler (145-160).

Ein eigener Abschnitt ist den innovativen Vorstellungen gewidmet (z. B. die historische
Revue von I. Kambanellis “Unser grofer Zirkus” 1973/4, “Auch Du kdmmst dich...” im
Park von Pangrati von verschiedenen Autoren 1973), bzw. den Nachbarschaftstheatern
(161-172). Die Meinungen der ausgewdéhlten und zitierten Kritiken sind manchmal einer
gewissen personlichen Selektion unterworfen; z. B. da3 die epochemachende Vorstellung
von “Unser groBer Zirkus” von Kambanellis 1973/74 im nachhinein mythisiert worden
ist, entspricht eigentlich nicht den Tatsachen (vgl. den eigenen Abschnitt in meiner Mono-
graphie W. Puchner, Tomia yvyns xaw uvbor molireiag. To Ocatowxd ovumav tov laxwfov
Koaumavelln, Athen 2010, 451-486). Doch fiir Detailkritik ist hier nicht der Raum. In einem
5. Kap. wird noch auf die Reaktionen nach dem Regimewechsel eingegangen (173-179),
die im wesentlichen negative sind und der epitheorisi wihrend der Junta-Zeit kein gutes
Zeugnis ausstellen, da nun unter den Beurteilungskriterien der Grad des Widerstands
gegen das Regime dominierend geworden ist. In einem kurzen Epilog (181-182) wird diese
Pauschalritik einer historischen Revision unterzogen.

In zwei umfangreichen Anhdngen, die mehr als die Hilfte des Buches ausmachen, wer-
den (I) die erhaltenen Texte (in ihrer Aktualitit kommentiert und mit FuBnoten versehen)
mit den Zensurstreichungen vorgestellt (183-305), was einen interessanten Detaileinblick
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in die Zensurpraktiken der zustdndigen Behorde vermittelt, auf welche Anspielungen sie
reagierte und was ihr entgangen ist, und (II) wird ein Verzeichnis aller einschldgigen Auf-
fiihrungen dieses genres wihrend der Junta-Zeit mit den iiblichen systematischen Angaben
zu den Ausfithrenden geliefert (307-386), was der Grundlagenforschung der griechischen
Theatergeschichte im 20. Jh. zugutekommt. Es folgt noch eine knapp gehaltene Bibliogra-
phie (387-392) und ein Personenverzeichnis (393-399). Mit dieser Monographie zu einer
kommerziellen und populdren Theaterform wihrend der Obristendiktatur, traditionel-
lerweise satirisch und politisch eingestellt, und ihrer widerspriichlichen Symbiose mit der
Zensur, die samtliche erhaltene (zensurierte und unzensurierte) Stiicknummern aus den
Archiven veréffentlicht und einen systematischen Uberblick gibt iiber die einzelnen Fak-
toren der Produktion, vom Text {iber Musik und Ballett zu Biihnenbild, Kostiimen und
Schauspielern, ist ein wesentlicher Beitrag zur Theatergeschichte der 2. Hélfte des 20. Jahr-
hunderts in Athen geliefert und eine wichtige Detailfacette des Theaterlebens wéhrend der
siebenjahrigen Militdrdiktatur systematisch ausgeleuchtet.

WALTER PUCHNER

KONSTANTINOS A. DIMADIS, Power and Prose Fiction in Modern Greece, Athens, Ar-
mos Publications 2016, S. 273, ISBN 978-960-527-922-6.

Das interessante Buch von Konstantinos Dimadis, Emeritus fiir Neograzistik an der Frei-
en Universitdt Berlin und Vorsitzender der Europiischen Vereinigung fiir Neogrizisten,
legt einen Studienband mit fiinf Kapiteln vor, der als Generalthema die Beziehung von
politischer Macht und Prosaliteratur zum Gegenstand hat, aber auch in mehreren Kapi-
teln auf das Theater im neueren Griechenland und seine institutionelle Verflochtenheit mit
politischen Machtkonstellationen eingeht. Eines dieser Kapitel fithrt ins 19. Jahrhundert,
die anderen vier sind dem Jahrzehnt der 30er Jahre des 20. Jahrhunderts gewidmet und im
speziellen der Phase der faschistischen Metaxas-Diktatur am Vorabend des 2. Weltkriegs
(manche dieser Themen sind schon in seinem Buch Awrarogia, [1oAeuog xaw leoyoapia
1936-1944, Athen, 22004, angeschnitten; 1. Auflage 1991, vgl. meine Anzeige in Siidost-For-
schungen 52, 1993, 501-505). Diese Studien bringen iiberwiegend unbekannte und von der
Literatur- und Theatergeschichte wenig behandelte Details, die ein prismatischeres Bild
tiber die nicht immer augenfilligen Beziehungen zwischen Politik und Literatur in schwie-
rigen Zeiten bieten. Das erste Kapitel, “The Politics of Translation: The Exile of 1831 by
Alexandros Soutsos” (11-50), bringt eine absolute Neuentdeckung: die erste fremdsprachi-
ge Ubersetzung von Alexandros Soutsos’s O EEdpiotoc Tov 1831, Athen 1835, die im Deut-
schen in Berlin 1837 unter dem Titel “Der Verbannte von 1831. Roman aus Griechenlands
neuester Geschichte” anonym erschienen ist (erst 1840 erscheint dann eine franzosische
Ubersetzung). Mit iiberzeugenden Argumenten kann der Verf. nachweisen, daB der un-
bekannte Ubersetzer Friedrich Thiersch gewesen sein mul3, der auch der Verfasser einer
Ankiindigung dieses Romans (“Litterarische Erscheinungen in Griechenland”) in einem
Supplement der Allgemeinen Zeitung in drei Fortsetzungen (27, 28. und 29. Juli 1836) mit
Auschnitten aus dieser Ubersetzung sein diirfte. Der politische Zusammenhang besteht in
diesem Fall in der Tatsache, daB3 Thiersch als liberaler Monarchist mit aktiver Teilnahme an
den Revolutionsvorgingen und der nachfolgenden Staatsbildung Gegner des Gouverneurs
Kapodistrias gewesen ist, der 1831 in Nauplion ermordert wurde, was auch genau der Positi-
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on des Satirikers Alexandros Soutsos entsprochen hat. Die Allgemeine Zeitung war eine der
renommiertesten Tageszeitungen in deutschen Landen mit gesamteuropdischem Echo und
das fiming ist keineswegs zufillig; die Anonymitit des bekannten Universitédtsprofessors und
Philhellenen in Miinchen wurde in beiden Fillen (Buch und Fortsetzungsartikel) aus Griin-
den politischer Sensibilitdt (Preussen und die Habsburger Monarchie) gewahrt (Thiersch
war iibrigens langjahriger Korrespondent des Blattes; also ein Fall praventiver Selbstzensur;
weder Artikel noch die Ubersetzung sind in der Biographie von H. W. J. Thiersch (seinem
Sohn), Friedrich Thiersch’s Leben, 2 Bde., Leipzig/Heidelberg 1866 erwihnt). Im Vorwort der
Ausgabe kehren wortliche Passagen des Zeitungsartikels wieder; iiberdies gab es damals in
Deutschland nicht viele Hellenischkenner, die den Romantext von Soutsos hitten fehlerfrei
iibersetzen konnen. Die zitierten Textstellen bringen neben dem deutschen Originaltext auch
eine englische Ubersetzung; ein umfangreicher Anhang dann die deutsche und englische Fas-
sung des Fortsetzungsartikels in der Allgemeinen Zeitung.

Das zweite Kapitel, “The Cultural Policy of the Metaxas Regime (1936-1941)” (51-
128, eine kiirzere griechische Fassung in G. P. Pefanis (ed.), H Aduyn tov yonuatos oty
veoeldnvixny Aoyoteyvia, Athen 2014, 161-213) bringt eine GroBiibersicht iiber die Kultur-
politik von Ioannis Metaxas, die in der Lage war, auch klingende Namen der Literaturwelt
fiir die Ideologie der “Dritten Hellenischen Kultur” zu gewinnen oder zumindest deren Na-
men in den Propagandaapparat miteinzubeziehen, angefangen von den Literaturpreisen bis
zu den Auslandstourneen des Nationaltheaters (ab 1935 mit der Wiedereinsetzung der Mon-
archie wiederum “Konigliches Theater”), indem das gesamte Kulturleben sukzessive unter
staatliche Kontrolle geriet. In der Einleitung stellt der Autor Fakten und Chronologien ne-
beneinander, im zweiten Abschnitt geht er auf die Reformierung des Erziehungssystems, das
Buchwesen und die Bildende Kunst ein, auf Kultur- und Literaturzeitschriften, den Buchin-
dex usw. Abschnitt drei ist betitelt: “Complete control of artistic and cultural life. 1937-1939:
Directorate of Letters and Fine Arts, 1939: Directorate-General of Letters and the Arts” (die
Kunstausstellung in Venedig 1938 organisert von P. Prevelakis, Bastias als Direktor fiir Lite-
ratur und Kunst, Metaxas war selbst Unterrichtsminister). Ein eigener Abschnitt beschaftigt
sich mit dem Theater: 1937 wird Bastias zum Generaldirektor des Nationaltheaters bestellt
(mit Angelos Terzakis als Sekretdr) und entwickelt eine systematische organisatorische Té&-
tigkeit: staatliche Unterstiitzung des Kotopouli-Theaters, Vorbereitung eines Staatstheaters
in Thessaloniki, Promovierung der altgriechischen Tragodie durch Auslandstourneen (1938
Rondiris’ Elektra mit K. Paxinou, 1939 Agypten-Tournee, England mit Elektra und Hamlet
mit Minotis unter Anwesenheit von Kazantzakis, Kotopouli in Paris, Griindung der ambu-
lanten Biihne “Thespiswagen” mit Pelos Katselis als Direktor, Elektra und Hamlet auch in
Frankfurt und Berlin, die Italien-Pldne 1940 scheiterten). “To sum up: 1938 was the critical
year for the Metaxas regime’s cultural policymaking and the measures taken to implement it.
In the same period, the line the dictatorship would follow in its foreign policy also took shape,
in the face of the deepening international crisis on the one hand and the gradual collapse
of the Balkan Entente on the other [...]. In order to ensure the success and productiveness
of the intertwined cultural and foreign policies during the period in question, the Metaxas
regime contrived to win not only the toleration but also the support of a large proportion
of the Athenian world of art and letters. Moreover, it had complete control of the Executive
Boards of the Association of Greek Writers and the Playwrights’ Society (the Chairmen of
these Boards were also members of the Panel of judges for the first literary prizes awarded
by the state) and of the Executive Boards of the other unions and associations of artists. Con-
sequently, the regime had no concerns about the fact that both the Panel that selected the
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winners of the state literary prizes and the candidates for those prizes included writers who
were not supporters of the regime, or were people with progressive tendencies who, in the
light of the Occupation and the Resistance, would later be politically classified, to a greater
or lesser extent, as leftist ... This finding has several important implications. In the first place, a
comparison between Greece and the rest of Europe could constitute an important contributi-
on to the theoretical analysis of how a fascist-oriented dictatorial regime operated during the
period under discussion. Furthermore, it could serve to help gauge the extent of the influence
that such a regime exerted on artistic developments in the interwar period” (127-128).

Die beiden folgenden Kapitel sowie z. T. auch das letzte spezifizieren gewisse Aspekte
dieser Ubersicht: Kap. 3 ist “The Athenian Royal Theatre in Great Britain und Germany on
the Eve of World War II” gewidmet (129-192). Dieses ebenfalls ausfiihrliche Kapitel beginnt
mit einer Analyse der britischen Auenpolitik, die das Metaxas-Regime unterstiitzt, obwohl
Venizelos’ Liberale Partei anglophil gewesen ist. Hier werden nun in gro3erem Detail die
drei Auslandstourneen des “Koniglichen Theaters” untersucht. Auf die Agypten-Tournee im
Mirz 1937 folgte unmittelbar ein Besuch der English Old Vic Company in Athen, wobei das
neugegriindete British Council in Athen die Vermittlung tibernommen hatte. Noch im April
fuhr Bastias nach Deutschland, um die dortigen Vorstellungen fiir das “Konigliche Theater”
zu sichern. Im Nov./Dez 1938 kam die Frankfurter Oper nach Athen und gab Vorstellungen
im Rex-Theater. Im Juni 1939 fand dann die England-Tournee statt: Elektra und Hamlet in
Cambridge, Oxford und London, insgesamt fiinf Vorstellungen. Der Autor veroffentlicht z.
T. in extenso Presseankiindigen, Kritiken, Berichte, Begleitinformationen, Interviews und
Dankesschreiben in den fithrenden britischen Tageszeitungen. Zusammen mit dem “Konig-
lichen Theater” traf auch Kazantzakis in Grofbritanien ein, ebenfalls from British Council
eingeladen, eine Vortragsreihe in Oxford zu geben. Von England begab sich die Theatertrup-
pe nach Deutschland, wo dasselbe Repertoire in Frankfurt und Berlin gespielt wurde. Der
Autor veroffentlicht die Theaterkritiken in englischer Ubersetzung, die in diesem Fall eher
auf die schauspielerischen Leistungen von Paxinou und Minotis konzentiert waren. Das fa-
schistische Deutschland war zu diesem Zeitpunkt an Auslandskontakten {iberaus interessiert;
soeben waren die deutschen Truppen in der Tschechoslowakei einmarschiert und Mussoli-
ni hatte im April ganz Albanien okkupiert. Die griechische Presse feierte in hohen Tonen
die beiden Auslandserfolge. Die einschlédgigen Verhandlungen mit Italien im Mérz 1940, vier
griechische Tragoddien in Syrakus zu spielen, scheiterten. Die Ergebnisse dieser Untersuchung
sind bemerkenswert: “Beyond a shadow of doubt, the Royal Theatre’s tour of Great Britain
and Germany on the eve of World War II was a landmark in the history of Greek state theat-
re from the date of foundation of the Royal Theatre in 1900 (or, more accurately, 1930) until
today. That it was a tremendous artistic success is indisputable. / From a political perspective,
however, the Royal Theater’s tour of Great Britain and Germany in the run-up to the World
War II had a disturbing hidden agenda because it amounted to the direct political exploitati-
on of a small European state, Greece, not only by its own dictatorship but also by two major
European powers that were at loggerheads at that time, Great Britain and Germany — in this
case the main exploiter was Great Britain” (187). “The British press extolled the importance
of the Royal Theatre’s visit and performances in Great Britain first and foremost as an artistic
event, but also related it directly to the benefits it brought to British foreign policy in a criti-
cal international situation [...]. The German press and critics, apart from covering the official
receptions given in honour of the Royal Theater company in Frankfurt und Berlin, generally
avoided referring to the political regime in Greece. In any case, they had no reason or need to
do so. They well knew that George II and Metaxas were pawns of British foreign policy [...].
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The review of the German critics constitute a rich source of information for the theatrical
interpretations, the quality of the music, the stagecraft and more generally the artistic results
of the historic performance of Electra and Hamlet given by the Royal Theatre in Great Bri-
tain and Germany in 1939, and also for the central position of the study and interpretation of
Greek tragedy in the German theatrical tradition. The extracts from interviews with Alexis
Minotis, Katina Paxinou and Dimitris Rondiris that I reproduced above also constitute a si-
gnificant testimony to the relationship between leading members of Greek theatre and the
German theatre of the pre-war period” (189-190). Diese Quellen sind nun der griechischen
Theatergeschichte zugéngig. Die Studie endet mit einem bibliographischen Appendix zum
griechischen Presseecho der Tourneen in Athen.

Kap. 4, “Art and Power: Observations on Four Pieces of Travel Writing by Nikos Ka-
zantzakis” (193-236), ist auch mit dem England-Aufenthalt des Koniglichen Theaters ver-
bunden. Die Reise-Biicher von Kazantzakis sind nicht hdufig Gegenstand von eigenen
Untersuchungen geworden, beanspruchen jedoch eigenstidndiges Interesse, da der Reisen-
de mit der Brille seines jeweiligen Weltbildes seine Umgebung wahrnimmt. Kazantzakis’
Reisebiicher, in denen auch seine Ansichten iiber politische Konflikte, Ideologien (Sowje-
tunion, Spanischer Biirgerkrieg) usw. ausfiihrlich zur Sprache kommen, haben als Zeitungs-
reportagen vielfach die 6ffentliche Meinung in Griechenland beeinfluflit. Die Zeitungsre-
portagen in Fortsetzungen stimmen dabei nicht immer mit den spater veroffentlichten Rei-
sebiichern iiberein (deutlich im Fall von Spanien und der Sowjetunion). In diesem Kapitel
sind die ausfiihrlichen griechischen Zitate ebenfals ins Englische iibersetzt. Im Spezifischen
geht der Autor auf das England-Buch ein, das einen Hymnus auf die liberale Tradition der
Inselbewohner darstellt (Ta&idevovrag I. AyyAia, Athen 1941). Dieses Buch wurde wih-
rend seines Aufenthalts in England 1939 (Ankunft zusammen mit dem Koniglichen Thea-
ter) konzipiert und 1940 auf Agina, nach dem Einmarsch der deutschen Truppen in Athen,
geschrieben. Im Juli 1946 wurde er neuerlich vom British Council eingeladen und lie3 sich
in Cambridge zu Literaturarbeiten nieder, wurde jedoch im Sept. des Jahres, nach einem
internationalen Friedensaufruf am Jahrestag der Bombardierung von Hiroshima aufgefor-
dert, als persona non grata das Land zu verlassen. Der eigentliche Grund war jedoch der
griechische Biirgerkrieg; Kazantzakis hatte dem Foreign Secretary zu verstehen gegeben,
daf3 die 9,3%, auf die die Linke in Griechenland eingeschitzt wurde, keiner Wirklichkeit
entspriache. Auch dieser Abschnitt verfiigt iiber einen reichhaltigen Appendix, der einschla-
gige griechische Zeitungsartikel in englischer Ubersetzung bringt.

Das letzte Kapitel, “Kazantzakis in Spain: New Literary Directions” (237-260), beschéf-
tigt sich mit seinem Spanienaufenthalt 1932-33, dokumentiert durch seine Briefkorrespon-
denz und die Zeitungsreportagen, seine Ubersetzungen und die Begegnung mit Lorca (die
griechische Ubersetzung von “Ciudad sin suefio” aus dem Zyklus der New Yorker Gedich-
te, war international die erste iberhaupt). Unter den Biirgerkriegsberichten 1936/37, die
in der Kathimerini in Fortsetzungen veroffentlicht wurden, befand sich auch die Nachricht
von der Exekution Lorcas. Der Verf. sieht dies als einen Wendepunkt fiir seine Hinwen-
dung zur Romankunst, wo das Motiv des Scheiterns eine dominante Rolle spielt. Der in-
teressante und detailreiche Band zu den politischen und historischen Rahmenbedingungen
der griechischen Literaturproduktion ist von einem Index beschlossen. Trotz seines ein-
schrankenden Titels, der nur die Prosaliteratur nennt, ist er auch fiir die griechische Thea-
tergeschichte von hoher Relevanz.

WALTER PUCHNER
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Aoyeiov / Logeion. Iepiodwxo yio to agyaio Oéatpo / A Journal of Ancient Theater 3
(2013), S. 262, Abb., 4 (2014), S. IX+397, Abb.

Das wissenschaftliche Periodikum des Instituts fiir Theaterstudien an der Universitit Pa-
tras hat zwei neue Folgebédnde vorgelegt, die an den Band 2 (vgl. Parabasis 13/1, 2015, S.
148-150) anschlieBen. In dieser Rezension wurde auch das Dilemma festgehalten, wie eine
theaterwissenschaftliche Studienrichtung ein ausschlieBlich dem antiken Theater gewidme-
tes Jahrbuch weiterfithren konne, wobei allerdings die Rezeptionsgeschichte, auch in der
Literatur und anderen Kiinsten bis in die unmittelbare Gegenwart, eine gewisse Briicken-
funktion bildet. Die Fortsetzung zeigt, daf3 diese thematische Balance zu halten, die Gesam-
tredaktion von Stavros Tsitsiridis in der Lage ist, und dazu ist dem Periodikum durchaus zu
gratulieren, denn es hat nicht nur seine internationale Reputation beibehalten, ohne den
Binnenmarkt zu vernachléssigen, sondern diese Art von Hybridcharakter entspricht sehr
wohl der neuen internationalen Zusammenarbeit von Klassischer Philologie und Theater-
wissenschaft, die sowohl dem genuinen Interesse der Altertumswissenschaften an der anti-
ken Auffithrung entspricht als auch ihren Ausgriffen in die européische und globale Thea-
tergeschichte, mit einem gewissen Schwerpunkt im 20. und 21. Jahrhundert.

Der dritte Folgeband ist dem Ableben von Nikos C. Chourmouziadis (1930-2013), der
sowohl als Klassischer Philologe als auch als Regisseur sich einen Namen gemacht hat (er
hat auch einige Jahre am theaterwissenschaftlichen Institut der Univ. Athen gelehrt). Sei-
nem Werk und Wirken ist der englische Nachruf von G. M. Sifakis gewidmet (S. 3-10, “N.
C. Hourmouziades (1930-2013)”) sowie der griechische Nekrolog von N. Papandreou (11-
13), welcher im besonderen auf seine Regieleistungen eingeht. Den Reigen der eigentli-
chen Beitrige, die in groben Linien nach chronologischen Kriterien geordnet sind, eréffnet
Yael Young von der Hebriischen Universitdt in Jerusalem; sein Thema ist: “Theatricality in
the Representations of Helmets during the Late Archaic Period” (S. 14-32,7 Abb.). Warum
die Helme mit Haardekoration auf der rotfigurigen Vasenmalerei um 500 ein theatralisches
Element darstellen, wo eigentliche Theaterszenen in der Vasenmaleri doch kaum vorkom-
men, ist in der Einleitung der Studie festgehalten: “The purpose of this article is to offer
a different perspective on the apparent absence of theatrical scenes from vase painting. I
argue that the Athenian theatre did, in fact, have a substantial influence on vase painters,
but that instead of depicting scenes from the theatre, vase painters embedded theatrical
elements into their paintings, revealing the connection between these two artistic media.
In particular, I propose that theatrical elements are present in depictions of warriors, and
are captured in an image that will serve as a case study: Chalkidian helmets decorated with
artificial air on the forehead, an image first seen on Athenian red-figure vases at the turn
of the sixth century. These images convey theatricality by establishing an analogy between
the helmet (and other panoply items) and the mask (and other ornate costume items), thus
defining the role of the warrior and its performativity; I argue that the vase-painters’ choice
to depict the helmets in such a way was influenced by the rapidly developing Athenian
dramatic performances in general and the use of the theatrical mask in particular” (S. 15).
Jeder Artikel endet mit der Bibliographie und einem abstract auf Englisch.

Es folgen weitere Artikel zu eher philologischen und hermeneutischen Problemen: Ele-
ni Gasti von der Univ. Ioannina in einem griechischen Artikel zu einem Passus der Sopho-
kleischen Elektra (147-149), der als metatheatralischer Kommentar des Dichters zu seiner
dramatischen Arbeit verstanden werden kann (S. 33-50), Katerina Synodinou, ebenfalls
von der Univ. Ioannina, “Agamemnon’s Change of Mind in Euripides’ Iphigeneia at Au-
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lis” (S. 51-65), wo sich die Rettungsaktion des greisen Heerfiihrers, seine Tochter vor dem
Opferbeil doch noch zu retten, als so ineffektiv herausstellt, da3 man an seinem ernsthaf-
ten Glauben an die Moglichkeit einer Annullierung der Opferhandlung zweifeln konnte.
Theodoros K. Stephanopoulos von der Univ. Patras bringt in seinen deutschen “Marginalia
tragica I” Stellenverbesserungen zu Tragddienwerken (S. 66-70), und Marcel Lysgaard Lech
von der Univ. of Southern Denmark fiihrt uns bereits in die hellenistische Zeit: “The No-
menclature of the Athenian Artists of Dionysus in /G II? 1132-3” (S. 71-80), wo eine seltene
Bezeichnung der Dionysischen Techniten zur Debatte steht. Die folgenden Beitrédge betref-
fen dann bereits die lateinische Dramatik: Sophia Papaioannou von der Univ. Athen, “The
Cultural Poetics of Terence’s Literary Comedy” (S. 81-100) in Bezug auf den Plagiatvorwurf
der Kritiker von Terenz, Costas Panayotakis von Univ. of Glasgow, “The Collection of Sen-
tentiae Associated with the Mimographer Publilius and its Portrayal of Laughter, Tears, and
Silence” (S. 101-119) und Katerina Philippides, “On the Fourth Choral Song of Seneca’s
Agamemnon” (S. 120-131).

Sodann erfolgt der gro3e Sprung ins 20. Jahrhundert. Es beginnt mit Kavafis und Diana
Haas von der Univ. Patras, die einen inedierten Selbstkommentar des Dichters zu einem
Gedicht, inspiriert vom Schluflvers des Selbstmord-Monologs des sophokleischen Ajax vor-
stellt (“den Rest werde ich denen unten im Hades erzdhlen”, S. 134-144), gefolgt von Maria
Pavlou von der Open University Cyprus, die Elemente des Existenzialismus im Monolog
Ajax von Giannis Ritsos untersucht (S. 145-177), im speziellen den EinfluB der “Fliegen”
von Sartre auf den eher selten untersuchten Ajax-Monolog aus der “Vierten Dimension”.
In die unmittelbare Vergangenheit fithrt dann Constantina Ziropoulou, ebenfalls von der
Open University Cyprus, “Andreas Staikos’ Alcestis and sweet dreams: the Dramatic Trans-
formation of Euripides’ Alcestis” (S. 178-190), ein Stiick, das erst 2012 vom Autor in Zu-
sammenarbeit mit dem Institut fiir Theaterstudien der Univ. Patras verfa3t worden ist. Den
Abschluf} der Studien bildet eine umfangreiche Untersuchung von Konstantinos Kyriakos
von der Univ. Patras, “Ancient Greek Myth and Drama in Greek Cinema (1930-2012): an
Overall Approach” (S. 191-232, Abb.), die zur Grundlagenforschung der Antikenrezepti-
on in Griechenland gerechnet werden muf3: der Appendix mit dem Index der erfaB3ten Fil-
me zéhlt 269 Titel und wird nach mythologischen und anderen Themenkreisen gegliedert.
Der Band endet mit einer Besprechung des Buches von St. Lawrence, Moral Awareness in
Greek Tragedy (2013) durch A. Marinis (S. 233-247 mit Bibliographie) und eine Antwort
von D. Takov auf die Kritik von Th. Stephanopoulos im vorigen Band (S. 248-262). Solche
rebuttals tragen im allgemeinen wenig zur Sachdiskussion bei, aber die ausfiihrlichen Buch-
besprechungen sind durchwegs zu begrii3en.

Der umfangreichere 4. Band ist G. Sifakis zum 80. Geburtstag gewidmet und kiindigt
als Supplementband mit dem Titel “Thalia” einen Studienband von Eric Handley zum an-
tiken Theater an, in der Edition von P. Easterling und J. R. Green mit einem Vorwort von
R. Hunter. Die Studien dieses Bandes sind zahlenméfig nicht mehr, aber umfangreicher;
die abstracts stehen nun schon am Beginn jedes Artikels. Auch diesmal beginnen sie mit
der Vasenmalerei: John Richard Greek von Univ. of Sidney, “Zeus on a See-Saw. A Comic
Scene from Paestum” (S. 1-27, 15 Abb.) analysiert einen Neufund der Vasenmalerei aus ei-
ner Kunstauktion in Wien (aus Privatbesitz), der Zeus in einer komischen Szene zeigt: auf
einem Schaukelbrett mit einer dicken Frau, die ihn hochspringen 146t; Green stellt auch
anderen solche Schaukeldarstellungen der Vasenmalerei zusammen und untersucht Requi-
siten und Kostiim beider Personen: “So what do we have? We certainly have Zeus on a love
adventure, doing his best to excite a married woman” (S. 21). Diese ist zwar sexy in einem
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diaphanen Kleid gezeigt, ihr unformiger Korper entspricht jedoch der Ausstattung der Alten
Komddie. Ioannis M. Konstantakos von der Univ. Athen kommentiert diesen Fund: “Zeus
on a See-Saw: Additional Remarks to Comic Themes” (S. 28-39): es konnte sich um eine Sze-
ne aus einer mythologischen Komodie handeln, wo eine parodistische Inversion eines kon-
ventionellen Zeus-Bildes gezeigt wird, wo er die Schicksale und Seelen von gegnerischen
Helden abwigt. Umfangreicher ist auch der Beitrag von Kazuhiro Takeuchi (Univ. Athen)
und Peter Wilson (Univ. Sydney): “Dionysos and Theatre in Sphettos” (S. 40-69, 2 Abb.); es
geht um die l4ndlichen Dionysien in einem Demos am siidlichen Fuf3 des Osthanges von
Hymettos, wo nach MaB3gabe der archéologischen und epigraphischen Evidenz um die Mit-
te des 4. Jahrhunderts Tragodie gespielt wurde. Georgios Kraias aus Serres geht in einem
griechischen Artikel auf die Demokratie und ihre Beziehung zum Satyrspiel ein (S. 70-92)
und argumentiert, dal das Verschwinden der Gattung nicht nur Euripides zuzuschreiben sei,
sondern vor allem durch das Vorherrschen der Demokratie ab der Mitte des 5. Jahrhunderts.

Von besonderer Bedeutung, auch fiir die Theaterwissenschaft, ist die Arbeit von Rai-
mund Merker von der Wiener Universitit: “Der ITooun0evs Acouwtng auf der Bithne des
5. Jhd. v. Chr. Versuch einer szenischen Rekonstruktion™ (S. 93-126, 10 Abb.). Die Studie
beginnt mit einer bekannten Feststellung: “Kein anderes antikes Drama hat die szenische
Vorstellungsgabe der Interpreten mehr herausgefordert als der gefesselte Prometheus des
Aischylos, und keine andere uns vollstédndig iiberlieferte griechische Tragodie hat diesbe-
ziiglich mehr surreal und bithnenfremd wirkende Rekonstruktionen hervorgebracht als
diese” (S. 93 f.). Es geht natiirlich um den Einzug der Okeaniden, der phantastische Lo-
sungsvorschlidge evoziert hat wie den gefliigelten “Okeaniden-Omnibus”. Die Theorie des
Lesedramas wird von vornherein aus guten Griinden abgelehnt. “Die weit verbreitete Un-
kenntnis der Arbeitsweise eines Theaters sowie deren Herangehensweise an einen drama-
tischen Stoff trégt nach wie vor zum Festhalten an biihnenunwirklichen Interpretationen
bei” (S. 96). Der Autor erklirt die philologische Interpretationsschwiche dadurch, daB die
Biihnengegebenheiten und —-moglichkeiten des 5. Jahrhunderts nicht wirklich in Erwidgung
gezogen werden. “Ziel der Rekonstruktion ist es zu zeigen, dass die vorherrschenden ar-
chitektonischen und bithnentechnischen Gegebenheiten sowie die in Athen in der ersten
Halfte des 5. Jhd. v. Chr. bestehenden dramatischen und dramaturgischen Konventionen
vollig ausreichen, ja geradezu priddestiniert waren, um den Prometheus Desmotes inhalt-
lich schliissig und technisch problemlos am Stidosthang der Akropolis aufzufithren” (S. 98).
Dem Rekonstruktionsvorschlag sind drei Detaildiskussionen vorangeschickt: iiber die Ar-
chitektur des Theaters und des Bithnenhauses, den Einsatz der Biithnentechnik (ekklykle-
ma, mechane) und das gestalterische Prinzip der sogenannten Wortkulisse; damit ist der im
Text gesprochene Bithnenraum gemeint, eine Lokalisierungstechnik zur Gestaltung eines
fiktiven Schauplatzes, der etwa bei Shakepseare oder Brecht wiederkehrt. Die szenische
Rekonstruktion (S. 105 ff.) beginnt mit der Analyse des Textes in der Okeaniden-Szene bis
zum Schluf3 des Stiickes. Die graphischen Darstellungen am Ende des Aritkels zeigen die
Entwicklung des Rekonstruktionsvorschlags, der mit den technischen Méglichkeiten der
Klassischen Biihne operiert bzw. mit der Zuschauerphantasie, die durch den Tragodientext
evoziert wird. Die Biithne zeigt anfanglich schon das herausgefahrene ekkyklema; Promet-
heus wird dort angekettet; die Okeaniden treten durch die Parodoszuginge in die orchestra
ein; To tritt aus der Parodos auf, dann Hermes (wahrscheinlich auf dem Biihnendach); Ha-
desfahrt des Prometheus am Schlu3 — das ekkyklema wird ins Biihnenhaus eingefahren, der
Chor folgt nach. Das Phantasie-Defizit der Philologen-Interpretationen, die die illusionser-
zeugende Macht des gesprochenen Bithnenwortes nicht beriicksichtigen, hat bisher solche
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einfachen Losungsvorschldge unterbunden. Die Konklusion lautet: “Von Anbeginn ist das
dramatische Spiel der Griechen Biihnenspiel. Dieses Spiel manifestiert sich in der kano-
nisierten dramaturgischen und dramatischen Tendenz, iiberwiegend mit sprachlichen Mit-
teln Illusion und Imagination beim Zuschauer zu erzeugen. Anhand der ‘Materialitit des
Textes” sowie der angewandten Methodik der ‘mentalen Inszenierung’ konnten wir zeigen,
dass das architektonisch einfach gehaltene Theater des 5. Jhd. v. Chr. in seiner technischen
und kiinstlerischen Organisation problemlos in der Lage war, mit den bestehenden insze-
natorischen Mitteln, den Prometheus Desmotes dsthetisch, schliissig und nachvollziehbar
fiir ein Auditorium aufzufiihren. So werden auf verbal-performativem Wege immer wieder
dramatische Bilder im Handlungsraum kreiert, die vor dem geistigen Auge der Zuschauer
hoch vom Olympos bis tief in den Tartaros reichen” (S. 120). Ich glaube, mit dieser Studie
ist ein bedeutender Fortschritt in der bithnenméfigen und theaterwissenschaftlichen Her-
meneutik des antiken Dramas erzielt.

Weiter geht es ebenfalls mit dem Okeanidenchor: “Choral Self-Referentiality in the
Prometheus Bound. Song, Dance, and the Emotions” von Chara Kokkiou von der Univer-
sitdt Kreta (S. 127-143), besonders iiber das Fehlen konventioneller Tanzformen des Chors.
Eleni Karampela von der Univ. Patras referiert iiber die Dialektik des Schmerzes in der
“Medea” von Euripides (S. 144-174), die weit komplexer ist als bloB ein revenge drama,
Peter Riemer von der Univ. des Saarlandes iiber “Orest und Orestie bei Euripides. Zur
Chronologie der Elektra-Dramen” (S. 174-192), wo Sophokles Elektra aus textinternen
Griinden noch vor den Elektra-Dramen des Euripides placiert wird. Th. K. Stephanopou-
los publiziert “Marginalia tragica II” (S. 193-200), gefolgt von Stavros Tsitsiridis, der hier
den ersten Teil einer materialreichen griechischen Studie zu den kinaidoi vorlegt (“Miuog,
xivaudor non xvardoddyor (I)» S. 201-226, 13 Abb.). Ahnlich wie in seiner Studie zum Mi-
mus (Logeion 1, S. 184-232) wendet er sich der spithellenistischen Zeit zu, wo es bei den
Theaterformen noch viel zu entdecken gibt; die kinaidoi bilden eine Subspezies des Mimus
und die Studie ist der Interpetation einer Abbildung auf einer Reliefschale aus Megara ge-
widmet, die nicht direkt von einer Auffithrung stammen diirfte, sondern von einem Schrift-
text aus der Feder eines kinaidologos. Der lateinische Abschnitt ist diesmal nur mit einer
Studie vertreten: Lisa A. Hughes von der Univ. Calgari, “Sculpting Theatrical Performance
at Pompeii’s Casa degli Amorini Dorati” (S. 227-247, 4 Abb.).

Der Abschnitt zur Rezeption des antiken Theaters in Neuzeit und Gegenwart beginnt
mit einer materialreichen griechischen Studie von Katerina Arvaniti von der Univ. Patras
iber den Gebrauch der Maske in den neugriechischen Auffiihrungen antiker Tragddien (S.
248-278, 5 Abb.), wo zuerst auf den internationalen Gebrauch der Maske bei diesen Vor-
stellungen eingegangen wird, wihrend der griechische Sektor mit den Delphischen Spie-
len beginnt und mit Linos Karzis’ Prometheus 1931 seine Fortsetzung findet, sowie mit den
Bacchen von Terzopoulos endet. Der Dichtung des zypriotischen Dichters Kyriakos Cha-
ralambidis und seiner mythischen Thematik ist der folgende Beitrag gewidmet: Antonis
K. Petrides von der Open University of Cyprus, “Kyriakos Charalambides and the House
of Atreus: Four Poems” (S. 279-320) mit Beispielen im griechischen Original und in eng-
lischer Ubersetzung. Besondere Beachtung gebiihrt der Trilogie Wiehern (Xhpuivrolouo)
von Marios Pontikas, die Philologen und Theaterwissenschaftler noch mehrfach beschifti-
gen wird: Vaios Liapis von der Open University Cyprus widmet ihr eine Studie (321-342),
die sich als erster Teil einer groferen Arbeit versteht und die antike Themenelemente des
Dramas behandelt. Den Abschluf3 bildet Hannah Silverblank von der Oxford University,
“Spectral Presences and Absences in Anne Carson’s Antigonick” (S. 343-363, 10 Abb.), eine
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freie Ubersetzung der sophokleischen Antigone, die in einer Lesung im Louisiana Literatur
Festival 2012 zum Vortrag gekommen ist.

Die Sektion der Buchkritiken bringt eine Besprechung von rezenten Studien zum Sa-
tyrspiel (R. Lammle, Poetik des Satyrspiels, 2013 und C. A. Shaw, Satyric Play. The Evolution
of Greek Comedy and Satyr Drama, 2014) von A. Marinis (S. 365-386) und von Fischer-
Lichtes Auffithrungsgeschichte der euripideischen Bacchen (E. Fischer-Lichte, Dionysus
Resurrected: Performance of Euripides’ ‘The Baccheae’ in a Globalizing World, 2014) von G.
Sampatakakis (S. 387-397). Die eingangs getroffene Feststellung, da das Periodikum sei-
nen Weg in der Balance zwischen Klassischer Philologie und Theaterwissenschaft gefunden
zu haben scheint, 148t sich abschlieBend nur wiederholen. Die nun einmal erreichte Qua-
litdtslinie und der thematische Reichtum, den der Radius der Mitarbeiter garantiert, hat
sich stabilisiert und wird auch weiterhin dem Jahrbuch einen besonderen Platz nicht nur
innerhalb der Szene griechischer theaterwissenschaftlicher Periodika sichern, sondern auch
international im weiten Feld der Zeitschriften zur Klassischen Philologie.

WALTER PUCHNER

MICHAEL HUTTLER / EMILY M. N. KUGLER / HANS ERNST WEIDINGER (eds),
Ottoman Empire and European Theatre. I11. Images of the Harem in Literature and
Theatre. A Commemoration of Lord Byron’s Sojourn in the Ottoman Empire, Wien, Hol-
litzer Verlag 2015 (Ottomania 5), S. 487, Abb., ISBN 978-3-99012-071-2.

In der Reihe Ottomania des Don Juan Archivs in Wien, einer privaten Forschungstiftung fiir
Oper und Theatergeschichte in Mitteleuropa und im mediterranen Raum, sind bisher erschie-
nen: M. Hiittler / H. E. Weidinger (eds.), Ottoman Empire and European Theatre. Volume I:
The Age of Mozart and Selim 111 (1756-1808), Wien 2013 (vgl. meine Anzeige in Siidost-For-
schungen 72,2013, S. 642-646 und Parabasis 13/1, 2015, S. 156-159), Bent Holm, The Taming
of Turk: Ottomans on the Danish Stage 1596-1896, Wien 2014, M. Hiittler / H. E. Weidinger
(eds.), Ottoman Empire and European Theatre. II. The Time of Joseph Haydn: from Sultan
Mahmud I to Mahmud 11 (r.1730-1839), Wien 2014 und Walter Puchner, Das neugriechische
Schattentheater Karagiozis, Wien 2014. Der oben genannte dritte Folgeband der Reihe Ot-
toman Empire and European Theatre geht auf drei Konferenzen zurtick: 1) auf die Sitzung
“The image of the harem” im Annual Meeting of the American Society for Eighteenth-Cen-
tury Studies, 17.-20. Mirz 2011 in Vancouver, Kanada, 2) das Symposium “Seraglios and Ha-
rems. A Commemoration of the Bicentenary of Lord Byron’s Sojourn in the Ottoman Ca-
pital (1810)” in Wien, organisiert vom Don Juan Archiv Wien, 23.-24 April 2010 und 3) den
zweiten Teil derselben Konferenz im Osterreichischen Kulturforum in Yenikoy, Istanbul, am
27.-28 Mai 2010. Diese Konferenzserie lduft bereits seit 2008 und hat auch die vorhergehen-
den Binde der Reihe “Ottoman Empire and European Theatre” hervorgebracht.

Auch dieser, Lord Byron’s Haremserlebnissen, und davon ausgehend der Byron-Re-
zeption und dem Harems-Image in Musik- und Sprechtheater gewidmet, ist “opernhaft”
untergegliedert in Ouverture mit dem Editorial, Prolog und fiinf Akten. Das Editorial (S.
13-23) erklirt die Widmung und stellt die Einzelkapitel vor, der “Prologue” mit dem Titel
“Enchantment / Disenchantment: Conceptions of Harem and Seraglio in Selected Litera-
ry Sources from 1608 to 1852” von Stefanie Steiner (S. 27-45) gibt stichprobenweise Bilder
von der Literaturbehandlung des Harem-Topos zwischen Fiktion und Realitédt, weiblichem
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und ménnlichem Blickwinkel (Lady Montagu), Reiseberichten des 19. Jahrhunderts (Byron,
Piickler-Muskau, Nerval u. a.). Akt I bringt “English Authors of the Late Seventeenth and
Eighteenth Centuries” und setzt mit Anne Greenfields Artikel ein “Veiled in the Seraglio:
Whig Messaging in Mary Pix’s Tragedy Ibrahim (1696)” (S. 49-64), gefolgt von Hans-Peter
Kellner, “Capturing the Seraglio: from the Life and Work of Aaron Hill (1685-1750)” (S. 65-
109); es geht um einen ldngeren Artikel, der sich mit dem Buch A Full and Just Account of
the Present State of the Ottoman Empire, London 1709 beschiftigt, ein Reisebericht, den der
Autor in jungen Jahren verfat hat und der mit seinen pikanten Beschreibungen ein Verlags-
hit wurde, eine Veroffentlichung auf die Lady Montagu in ihren Tiirkischen Briefen ein paar
Jahre spiter geantwortet hat. Im selben Jahr wurde Hill iibrigens zum Direktor des Drury
Lane bestellt und wurde als Voltaire-Ubersetzer bekannt. Ein weiterer umfangreicher Arti-
kel beschiftigt sich mit dem Roman Roxana von Daniel Defoe: Emily M. N. Kugler, “Playing
the Sultana: Erotic Capital and Commerce in Daniel Defoe’s Roxana (1724)” (S. 111-151).
Den Abschluf} dieses ersten Teils bildet die Studie von Michael J. Chappell, “The Pleasures
of Friendship and Society: Pekuah and the Arab’s Seraglio in Samuel Johnson’s Rasselas
(1759)” (153-164). Jede Studie endet mit einer Spezialbibliographie.

Akt II verbleibt in England: “Britain in the Late Eighteenth and Nineteenth Centuries”.
Es geht los mit einer Studie von Jennifer L. Airey, “Justice and the Bashaw of Merryland:
Harem Fantasy, Rape Narrative, and the Trial of Lord Baltimore (1768)” (S. 167-187); es geht
um einen Prozef3, wo sich ein englischer Aristokrat einen Harem nach osmanischem Vorbild
zugelegt hatte, der im Bericht einer der gefangenen Damen (Sarah Woodcock, Memoirs of
the Seraglio of the Bashaw of Merryland. By a Discarded Sultana, 1768) sowie in den Prozef3-
akten geschildert wird. Der Artikel von Isobel Grundy, “English Women’s Various Harems”
(S. 189-199) untersucht drei Texte: die Briefe der Lady Montagu, das Drama “The Fair Cap-
tive” von Eliza Haywood (1721) und “The Female Captive” von E. Marsh (oder Crisp, 1769),
die durchaus widerspriichliche Bilder vom Haremsleben geben. Goniil Bakay beschéftigt sich
mit einem anderen Augenzeugenbericht einer englischen Dame: “Is it Possible to have Free-
dom in a Prison? Emmeline Lott’s The Governess in Egypt (1765)” (S. 201-213), veroffentlicht
1763 in zwei Banden mit dem Untertitel :”Harem life in Egypt and Constantinople”.

Mit Akt III kommen wir endlich zu Lord Byron: “Byron: the Youth”. Kéthe Springer-
Dissmann beschaftigt sich mit seiner Grande Tour nach Konstantinopel: ““Now at length
we’re off for Turkey, Lord knows when we shall come back!’. Byron’s Grand Tour to the
Bosporus 1809-1811” (S. 217-249); die Reise an den Bosporus galt Ende des 18. Jahrhun-
derts als ein pittoreskes Unternehmen. Hier werden seine Begleiter und Diener geschildert,
die Route nach Albanien, sein Besuch bei Ali Pascha (auch die Oper von Albert Lortzing
Ali Pascha von Janina 1828 ist erwéhnt), seine Landreise nach Athen, die Seereise nach
Smyrna und Konstantinopel, sein lingerer Aufenthalt im Kapuzinerkloster in Athen, sein
zehnmonatiger Aufenthalt in Griechenland. Aus der Bibliographie fehlt die rezente Mono-
graphie von Roderick Beaton, Byron’s War. Romantic Rebellion, Greek Revolution, Cam-
bridge 2013, die mit Gewinn zu benutzen gewesen wire, da sie Byron’s Aufenthalte bis ins
letzte Detail beschreiben, und zwar mit unveroffentlichten Quellen aus Archivstudien und
unter Hinzunahme der einschligigen griechischen Literatur (der KonreB3 war zwar 2011,
aber das Buch hitte nachgetragen werden miissen). Das niachste Referat beschiftigt sich
mit der Gestalt von Ali Pascha in “Childe Harold’s Pilgrimage”: Mi Zhou, “The Monster
within: Ali Pasha’s Seraglio in Childe Harold’s Pilgrimage” (S. 251-267); der Quellenwert
als Reisebericht ist dem Erzdhlgedicht nicht abzusprechen. Der Abschnitt endet mit einem
Referat von Walter Puchner, “The Reception of Lord Byron in Greek Theatre and Drama
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in the Nineteenth Century” (S. 269-277), das sich vor allem mit dem EinfluB von Manfred
auf den Wanderer von Panagiotis Soutsos (1831) beschiftigt sowie dem Byron-Kult in der
griechischen Literatur des 19. Jahrhunderts.

Akt IV hat den Titel “Byron: the Sultana”. Es beginnt mit Laura Tunbridge, “‘The Soft
Hours of Sardanapalus’: Music and Effeminacy in Stagings of Byron’s Seraglios” (S. 281-
295), die die Rolle der Musik im Gedicht iiber Sardanapalus analysiert, das eine nicht un-
bedeutende Karriere auf den Londoner Biihnen des 19. Jahrhunderts gehabt hat. Mit einer
anderen Vertonung beschiftig sich Marian Gilbart Read, “‘Schiava son io, Corsaro!’: Does
the Escape from the Harem Dramatize the Risorgimento Struggle in Verdi’s Adaptation
of Byron’s The Corsair (1714)?” (S. 297-326); Verdis politisches Engagement 146t sich an
mehreren Opern ablesen, I/ corsaro war 1848 fertiggestellt, das Libretto war von Francesco
Maria Piave. Read untersucht die Abweichungen von Byron und verortet sie im politischen
Kontext des Revolutionsjahres 1848; die Auffiihrung fand 1848 in Triest statt. Die Studie
gibt auch einen chronologischen Zeitplan fiir Byron, Verdi und die politischen Ereignisse,
separat dann noch einmal fiir das Revolutionsjahr 1848. Der Abschnitt schliet mit einem
allgemeineren Aritkel von Himmet Umung, “In Search of Exoticism: Byron’s Reveries of
the Ottoman Orient” (S. 327-340), der den orientalistischen Exotizismus von Byron’s Ori-
entbild analysiert. “Hence, the main concern of this paper is to focus on his perception of
the Orient, especially of the Ottoman Orient, and demonstrate, through references to his
fabulations and statements, how this perception was romanticized in terms of fantasies and
exotic reveries” (S. 327). Hier kommen auch seine philhellenischen Interessen zur Sprache.
Auch diese Studie hitte mit Gewinn Beatons Monographie beniitzen konnen.

Akt V ist dann “French Influences” gewidmet, wobei auch das deutschsprachige Thea-
ter gleich mitbehandelt wird. Den Beginn macht Domenica Newell-Amato, “Of African
Monsters and Eunuchs: Colonial Fashioning within the Harem of Jean Racine’s Bajazet
(1672)” (S. 343-375); es handelt sich um den afrikanischen Eunuchen Orcan im orienta-
lischen Harem, ein Stiick das in seiner Zeit niemals aufgefithrt worden ist. Ein breiteres
Spektrum von Theaterstiicken behandelt Michael Hiittler, “‘Five Hundred very Happy
Women!” The Harem as a Locus of Social and National Identities in Eighteenth-Century
German-Language Theatre” (S. 377-388), wobei das Mauerbach-Archiv der Opernlibretti
als Quellenkompendium herangezogen wird. Die Roxelana-Figur kommt zur Sprache, die
Komddien des 18. Jahrhunderts, Karl Starkes Solimann der Zweyte (1765), F. X. Hubers
Fassung fiir das Wiener Karntnertortheater 1799, das Lustspiel Der Harem von Kotzebue
usw. An die Reihe kommt dann Didnemark: Bent Holm, “The Ambiguous Harem: Mora-
lism and Exoticism in Danish Harem Images of the Eighteenth and Nineteenth Centuries”
(S.389-425,7 Abb.), wobei der Verf. aus seiner obengenannten Monographie schopft. Den
Beschluf3 dieses Abschnitts macht wiederum Frankreich: Andreas Miinzmay, “Musical
Representations of the Seraglio in Eugene Scribe’s Vaudeville L'ours et le Pacha and its
Adaptations in Nineteenth-Century European Theatre” (S. 427-454, Abb., Musiknoten);
das erfolgreiche Vaudeville von 1820 mit seinem Tiirkenoper-Sujet konnte jedoch weitrei-
chende Erfolge buchen: auch in Holland, Italien usw. Ein Appendix bringt noch einen Na-
mens- und Titelindex (S. 459-471) und ein Ortsverzeichnis (S. 473-477) sowie Lebensldufe
der beteiligten Autoren (S. 481-487). Der Band ist wie immer in dieser Reihe hervorragend
ausgestattet und bildet einen unabdingbaren Bestandteil der Bibliographie zu Byron, dem
Harem-Topos, dem Orientalismus und den Tiirkenopern.

WALTER PUCHNER
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CHRISTIAN M. BILLING / PAVEL DRABEK (eds), Czech Puppet Theatre in Global
Contexts, theatralia. Revue of Contemporary Scholarship on Theatre Culture, 18/2 (2015)
S. 528, zahlreiche Abb., ISBN 978-80-210-7952-6, ISSN 1803-845X.

Das tschechische Puppentheater gehort international zu den fithrenden Puppentheatern. In
Prag wurde 1929 die UNIMA gegriindet (L’Unione Internationale de la Marionette, heu-
te International Puppetry Association) im Zuge einer Puppentheaterausstellung und einem
Kongrel3 des Masaryk Educational Institutes, seit 1911 existiert die Czech Union of Puppet
Theatre’s Friends, die weltweit édlteste Organisation des Puppentheaters. Schliisselperson
dieser Initiativen war Jindfich Vesely (1885-1939), der seit 1912 auch ein Puppentheaterjour-
nal herausgegeben hat (Loutkdr);ihm wurde auch die erste Présidentschaft der UNIMA an-
getragen, Prag war ihr Hauptsitz und der Loutkdr (Puppenspieler) ihr offizielles Organ. Das
tschechische Puppen- und Marionettentheater steht auch auf der Liste der anzuerkennen-
den Intangible Cultural Heritage of Humanity der UNESCO. All das steht in dem Einfiih-
rungsartikel dieses Widmungsbandes fiir das tschechische Puppentheater, von Christian M.
Billing und Pavel Drabek, “Czech Puppet Theatre in Global Contexts: Roots, Theories and
Encounters” (S. 5-31). Jeder dieser Beitrége ist neben den FuBinoten mit einer Bibliographie
versehen, einem abstract und der Biobibliographie des oder der Autoren. Puppentheaterfor-
men entstehen gewohnlich aus Kulturkontakten und nicht blof3 als lokalen Entwicklungen.
Fiir Zentraleuropa ist weniger die italienische Tradition ausschlaggebend gewesen als die
englische des 17. Jahrhunderts, wo durch die SchlieBung der Theater durch die Puristen in
England die Schauspieler (und auch die Marionettisten) gezwungen waren, “on the conti-
nent” zu gehen. Zusammen mit Schaustellern und Gauklern aller Art zidhlte das Puppen-
und Marionettentheater zu den beliebten spettacoli der Volksschichten. Der Rest dieses
Artikels ist der Geschichte der Griindung des tschechischen Puppentheaters im 20. Jahrhun-
dert gewidmet, sowie der Inhaltsanalyse der Einzelkapitel dieses gehaltvollen Bandes.
Puppenfiguren und Marionetten iiben einen eigenen enigmatischen &sthetischen Reiz
aus, da sie die schier unbegrenzte Moglichkeit besitzen, den illusionistischen Realismus
zu iiberschreiten; der Phantasie sind keine Grenzen gesetzt. Jaroslav Blecha setzt sich mit
dem Werk einer solchen Puppenspielerfamilie in Siidbohmen im 19. Jahrhundert auseinan-
der: der Dynastie Flachs (“The Enigmatic Puppets of Important Czech Marionettists, the
Flachs”, S. 35-69, 25 Abb.) und verfolgt ihr Werk durch drei Generationen von ca. 1850 bis
ca. 1950; hier kommt vieles zur Sprache: von den Lebensumstidnden in einer sozialen Rand-
gruppe der fahrenden Gaukler bis zu den Schnitztechniken der Holzpuppen. Es folgen Ma-
rie Jirdskovd und Pavel Jirdsek, “Puppet Cabaret: Visual Idioms, Performance Technologies
and the Poetics of Czech Special Puppets in a European Context 1850-1950 (From Artistic
Automata through Trick and Variety Puppets, to Puppet Cabaret and Variety Show Clowns
and Acrobats)” (S. 70-134, 58 Abb.). Puppen und Marionetten gehoren auch zu einer gro-
Beren Species, der Varietidtenschau, wo Puppenspieler, Gaukler, Akrobaten, Clowns usw.
zusammen agieren. Hier ist ein unglaublich breites Spektrum von Formen und Asthetiken
in historischen Abbildungen dokumentiert (Verwandlungspuppen, Bewegungspuppen/
Kunststiicke, Trickpuppen, Tanzmarionetten, Marionetten als Jongleure und Akrobaten,
Trapezkiinstler, der Konig der zum Walfisch wird, Pferdemarionetten, bewegliche Drachen-
darstellungen, Skelette in Faust aus Puppenspiel, Teufel als Ziege, Flugeist usw.). In den
ersten Jahrzehnten des 20. Jahrhunderts gab es eigene Clubs fiir solche Vorstellungen und
die Asthetik der Figuren (z. T. vom Expressionismus beeinfluBt) erreichte eine erstaunli-
che illusionsfreie Phantastik; das Volkspuppenspiel wurde zu einer artistischen Species des
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Hochtheaters (kunstvolle Darstellung von Insekten, Fischen und Oktapussen in Aquarium,
Kunsttanzmarionetten, Kénig Asinus mit den Eselsohren, Gewichtheber, Equilibristen, eine
Musikkapelle, eine Jazzband usw.). Beliebte Typen wurden kreiert, wie Spejbl und Hurvi-
nek. Diese Umwandlung einer Volkskunstform zu einer hochkiinstlerischen Ausdrucksform
der Moderne um 1900 ist der Artikel von Martin Bernédtek gewidmet: “The Renaissance of
Czech Puppetry and Cinema” (S. 135-167); in dieser Renaissancebewegung entstand Pup-
pentheater nicht nur als Alternativform von Theater mit lebendigen Schauspielern, sondern
auch als dsthetische Kontrafaktur zum frithen Kinofilm. Charakteristischerweise spielte das
Puppentheater als Ausdrucksform auch eine gewisse Rolle in der Theatersemiotik der Pra-
ger Linguistischen Schule. Die Konklusion beschreibt diesen Wandlungsprozef3 folgender-
malen: “From an aesthetic point of view, the period of the Puppetry Renaissance, delineated
here within the timeframe 1895-1929, was a period of transition from traditional folk pup-
petry to Modernism and the gradual professionalization of puppet theatre. I have presented
the period of emerging modern Czech puppetry within a context of a conservative/ modern
binary of cultural emancipation. This transformation was part of the similary ambivalent
changes occurring in Czech society at the turn of the twentieth century — a culture whose
cultural and political emancipation created and made ample use of folk culture and images
of the past. This self-historicisation becomes part of the process of modernity for both Czech
society and Czech puppetry; in this process, the old and the traditional were revived and
reinvented for the conditions and aims of the new age. The interest in puppet theatre was
accompanied by serial publications of folk play texts and by reflections on their utilitarian
application in education and on the art form’s aesthetic specifics. These aspects cannot be
separated; an account of the modernization of Czech puppetry would therefore not be given
adequate justice if discussed only in terms of its aesthetics” (S. 159 f.).

Der folgende Artikel, von Pavel Jirdsek, “Josef Skupa: the Birth of a Modern Artist”
(S. 168-230, 48 Abb.) beschiftigt sich mit einer der fithrenden Gestalten dieses modernen
tschechischen Puppentheaters in der Zwischenkriegszeit, Josef Skupa, und seinen Kreatio-
nen: Handpuppen mit geschnitzem Kopf und einer enormen expressiven Ausdrucksfahig-
keit, modernistische Bithnenbilder auch fiir das Theater (Pilsen), wobei auch Kunstrichtun-
gen wie der Futurismus aufgenommen sind (z. B. S. 185 Abb. 16 Kasparek als Futurist und
Parodist). Er vervollkommnete auch die typisierten Mausfiguren von Spejbl und Hurvinek,
fiir die von 1998-2007 sogar ein eigenes Theater eingerichtet worden ist. In der Zwischen-
kriegszeit agierte das komische Paar noch als Handpuppenspiel, spiater dann als Mario-
netten, zuerst mit blof} improvisiertem Dialog, wobei Skupa bis zu sechs Stimmen in einer
Auffithrung imitieren konnte. Ende der 20er Jahre griindete er sein eigenes Theater und
unternahm auch Tourneen nach Wien und England.

Katefina Leskova Dolenskd, “Czech Puppet Theatre Dramaturgy as a Specific Pheno-
menon” (231-276, Abb. 18) liefert eine historische Ubersicht, die mit der Frage beginnt, ob
es eine spezifische Puppenspieldramaturgie gibt oder ob es sich einfach um eine Applikati-
on von Dramentexten in einem anderen Bithnenmedium ohne Schauspieler handelt. Dies
ist von vornherein im allgemeinen positiv zu beantworten (und unabhingig von diesem
Buch): 1) weil der Spieler die Sprechstimmen imitieren mufl (meist mehrere, wenn nicht
alle), und 2) weil, je nach MaBgabe der Spieltechnik, die Anzahl der sprechenden Biih-
nenpersonen einer gewissen Beschrankung unterliegt, aber auch der stummen Personen
(beschréinkter Bithnenraum), also eine gewisse Tendenz zu Kammerstiicken vorliegt. Die
historische Ubersicht beginnt mit wandernden Puppenspielern gegen Ende des 18. Jahrhun-
derts und ihrem Repertoire (Dr. Faustus u. a.). In der zweiten Hilfte des 19. Jahrhunderts



126 BOOK REVIEWS

erfiahrt das Amateurspiel einen groen boom, worauf die schon erwihnte “Renaissance” im
Modernismus einsetzt. Damit einher geht eine sukzessive Professionalisierung, die in der so-
zialistischen Ara dann auch eine Institutionalisierung mit sich bringt. “In relation to puppets,
theatres with permanent (or just slightly changing) ensembles of actors, management and
repertory production style are dominant in the former Eastern bloc, which opened just three
of four new productions each year, accompanied with the concomitant closings after appro-
ximately a three year run of each production and its ‘playing out’ (there are, of course, shor-
ter exceptions and long-standing star shows on the repertoiries, too)” (S. 245). In den 50er
Jahren dominierten Stiicke des Sozialistischen Realismus, in den 60er Jahren Reformstiicke
des “Prager Friihlings”, worauf wieder die “Normalisierung” mit staatlicher Kontrolle und
Zensur (bzw. Selbstzensur der Autoren) folgte. Ein eigener umfangreicher Abschnitt ist der
Phase nach der Wende 1989 gewidmet. Neben Kinder- und Jugendtheater kultiviert das Pup-
pentheater auch Originalwerke fiir Erwachsene, gemischte Produktionen mit Schauspielern,
auch Stiicke, wo Schauspieler Marionetten darstellen. Die Auflosung der Puppentheater-
Akademie in den 90er Jahren hat zu einem gewissen Riickgang der Spieltétigkeit gefiihrt.

Die folgenden Arbeiten gehen dann auf einzelne Ensembles ein: Kasia Lech, “Puppets,
Dogs, and Vegetarian Angels: Ecocriticism in Jakub Krofta’s Polish Productions” (S. 277-302,
4 Abb.) und Georgia Chryssouli, “Surreally Human: Jan Svankmajer’s World of Self-De-
structive Puppets” (S. 303-328, 7 Abb.), worauf ein Artikel von Dan North folgt, “Forgotten
Toyhood” (8. 329-346), wo drei tschechische Spielfilme tiber das Schicksal von Spielpuppen
analysiert werden. Diesen Abschnitt beschlie3t Nina Malikovd, “Czech Puppet Theatre —
Tradition, Legend, and Reality: or, is Contemporary Czech Puppet Theatre an Endangered
Space?” (S. 347-383, 15 Abb.), wo auf die schwierige Gegenwartssituation eingegangen wird,
die der bedeutenden Tradition des Puppentheater in diesem Lande nicht mehr entspricht. Im
Abschnitt “Documents” gibt es eine Reportage “Backstage and on Tour with Yorick’s Ma-
rionettes” von Agneés Novak und Dusan Petran (S. 387-414, 16 Abb.); die Gruppe Yorick’s
Marionettes war in den USA zwischen 1990 und 2010 tétig, dann in Frankreich als Les Ma-
rionettes de Yorick (der Artikel gibt einen bebilderten Uberblick iiber ihre Produktionen
und andere Aktivitdten). Einen anderen Bericht legt Joseph Brandesky vor: “Stasis and Flux:
Czech Puppet Culture in Columbus, Ohio (Winter/Spring 2013)” (S. 415-428, 8 Abb.),; zum
SchluB gibt Martina Packova Cernd eine “List of Puppetry Exhibitions by Czech Organisers
in the Czech Republic and Abroad 1989-2015” (S. 429-459). Der Abschnitt “Reviews” bringt
mehrere Buchbesprechungen (463-502), die iiber das Puppenspiel bereits hinausgehen, und
der Abschnitt “Archive” einen historischen Artikel von Otokar Zich iiber “Puppet Theatre”
(S.505-513). Alles in allem ein stattlicher Widmungsband, der sich sehen lassen kann, und auf-
grund seiner reichen Bebilderung auch beim Durchbléttern optischen Genuf bereitet.

WALTER PUCHNER

Tazos AITNAAHE, Kottixés Oedtoov. Neoednvixn Apauatoveyio (1975-1989), puhoroyixn
empérera Kaitn Alapavidrov-Aydadov [Tasos Lignadis, Theaterkritiken. Neugriechi-
sche Dramatik (1975-1989), ed. Kaiti Diamantakou-Agathou), Athen, Tdouuoa Koota
& Elévng Ovoadvn 2015, S. 675, ISBN 978-960-7316-66-0.

2013 hatte dieselbe Autorin, in der gleichen Reihe der Veroffentlichungen der Kulturstif-
tung von Kostas und Eleni Ourani in Athen, die Theaterkritiken von Tasos Lignadis zu den
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Antikenauffithrungen herausgegeben (vgl. meine Besprechung in Parabasis 13/1, 2015, S.
145-147); diesmal stehen die Vorstellungen mit Werken von neugriechischen Autoren zur
Debatte. Es soll noch ein Band mit den Theaterkritiken zu Auffithrungen von Werken der
internationalen Dramatik folgen. Wie schon in der vorigen Besprechung erwihnt, haben
die Theaterkritiken in der 70er und 80er Jahren einen anderen Status und eine konzisere
Form als heute und sind daher als Quellen fiir die Theatergeschichte hoher einzuschétzen
und insofern auch wertvoller, als sie das Denkprofil und den Wertehorizont des Kritikers
deutlicher wiedergeben. In diesem Zeitraum war Lignadis Theaterkritiker fiir die Zeitun-
gen Esperini (1975 «Abendblatt»), Mesimvrini (1980-83 «Mittagsblatt»), auch in der Zeit-
schrift Epikaira (1975-83 «Aktuelles»), dann Kathimerini (1983-89 «Tagesblatt») und in der
Zeitschrift Ena (1985-89 «Eins»). Mehrere Kritiken sind auch in zwei verschiedenen Jour-
nalen veroffentlicht; in diesem Falle wurde die jeweils umfangreichere fiir die vorliegende
Edition beriicksichtigt. Insgesamt sind 171 Kritiken ausgewihlt und publiziert. Auf die Per-
sonlichkeit und das Wirken von Tasos Lignadis (1926-1989) braucht an dieser Stelle nicht
mehr eingegangen zu werden (vgl. die analoge Einleitung in den Band zu den Theaterkriti-
ken von Antikevorstellungen Parabasis 13/1, 2015, S. 145-148).

Die historische Phase der Dramen- und Theaterentwicklung féllt in etwa mit der Wende
zu einer mehr introvertierten Thematik in der neugriechischen Dramatik zusammen, wo
statt sozialen und politischen Problemen mehr individualpsychologische und autobiogra-
phischen Fragen im Vordergrund stehen und die konventionelle Realistik der dramatur-
giedsthetischen Leitlinien einer freieren Handhabung von Bithnenraum und Biihnenzeit
weichen (vgl. W. Puchner, «Le tournant vers I'intérieur. La dramaturgie grecque apres le
retour a la démocratie (1974-1985)», Annuaire Thédtral 48,2010, S. 12-20). Diese sukzessive
Wende ist an den Theaterkritiken von Lignadis auch abzulesen. Der Theaterkritiker hat al-
lerdings Vorstellungen jeglicher Art besucht: kretisches und heptanesisches Theater der Re-
naissance und des Barock, Charakter- und Situationskomodie des 18. und 19. Jahrhunderts,
klassizistische Tragodie, Komidyll und dramatisches Idyll, biirgerliches Drama, Dokumen-
tartheater, Dramatisierungen, Musikdrama, Szenensynthesen aus verschiedenen Werken,
Revuetheater, Mimodramen, ernsthafte Komaodie, Farcen, surrealistisches und absurdes
Theater, poetisches und philosophisches Drama, Mérchenstiicke, Parodien, historisch-bio-
graphische Stiicke, soziales und politisches Drama, Sittenstiicke usw.

All das findet sich in systematischer Reihenfolge analysiert in der Einleitung der Her-
ausgeberin (S. 9-43). Dort wird auch eine Untergliederung der kommentierten Stiicke nach
Perioden und Thematiken vorgenommen. Mit besonderer Emphase begriiit Lignadis die
Versuche des Amphi-Theaters von Sp. Evangelatos, die dltere neugriechische Dramatik aus
Kreta und den Ionischen Inseln auf die Biithne zu bringen, wobei ein besonderer Meilen-
stein dieser konsequenten Repertoire-Politik, die nur wenige rezente Autoren auf die Biih-
ne gebracht hat, die Bithnenbearbeitung des «Erotokritos» von Vincenzo Cornaro 1975 ge-
wesen ist, die auch in Wien, Ziirich, Miinster, Moskau und Tiflis zu sehen war. Besonderes
Interesse darf auch die Gruppe von Kritiken beanspruchen, die sich mit den jungen Dra-
matikern der Gegenwart beschiftigt; dies gilt sowohl fiir die dltere Generation, die schon
in den 60er Jahren sich einen Namen gemacht hatte, als auch fiir die jiingere, die erst nach
dem Fall der Obristendiktatur in Erscheinung getreten ist. Lignadis ist dabei auch nicht
der Qualitdtssprung entgangen, den etwa das Werk von Kambanellis mit «Personen fiir
Vionine und Orchester» (1976 im «Kunsttheater» von Karolos Koun aufgefiihrt) und «Die
unsichtbare Truppe» (1988 im Nationaltheater in der expressionistischen Inszenierung von
G. Michailidis) verzeichnet hat, wihrend ihm die Augenzeugenschaft des Qualitétssprungs



128 BOOK REVIEWS

der Werke der 90er Jahr durch sein frithes Ableben versagt geblieben ist (an dieser Stelle
wire vielleicht ein Hinweis auf meine Monographie Towia yvyig xat uvbot molireiag. To
Oeatoixd ovumav tov laxwfov Kaumwavéiin, Athen 2010 angebracht gewesen, immerhin
die einzige ausfiihrliche Monographie, die es zum Gesamtwerk von Kambanellis gibt). Mit
dem richtigen Instinkt fiir Qualitdt und Talent erkennt der Kritiker die Entwicklungsmog-
lichkeiten vieler Dramatiker, die zum erstenmal ins Rampenlicht der Biihne treten, verteilt
Lob und Tadel, greift helfend und beratend ein.

Ein anderer Abschnitt der Einleitung beschéftigt sich mit den Regisseuren und Schau-
spielern, die in den Kritiken von Lignadis Erwidhnung finden und deren Leistung beurteilt
wird. Er hat auch systematisch Vorstadttheater und Experimentbithnen besucht, auch Kom-
merztheater und Revuen, und der Themenkreis seiner Problematik beschriankt sich nicht
nur auf Regie- und Schauspielleistungen, Interpretationsfragen usw., sondern geht auch auf
die Verdnderungen der Biithnenusancen und Inszenierungspraktiken ein, was den Raum
und die Zeit betrifft, ausgehend von der Dramatik aber nicht nur auf diese beschréankt:
dies betrifft vor allem die steigende Liquiditdt und Relativierung eines realistischen Raum-
begriffs und Zeitverstdndnisses, welche in gleitende und traumhafte Bewuftseinszustédnde
iibergehen, wo der gestaltenden Phantasie keine illusionistischen Grenzen mehr gesetzt
sind. Diese Tendenz ist freilich im Jahrzehnt vor und nach dem Millennium noch deutli-
cher geworden, Entwicklungen, die Lignadis selbst nicht mehr miterleben konnte. Inter-
essant sind auch die Kommentare von Lignadis zur Sprachentwicklung der Dramatik, die
ja Sprechsprache in der direkten Rede ist; immerhin sind in der Phase seiner aktiven Kri-
tikertédtigkeit zwei markante Zasuren zu verzeichnen, die die Sprachentwicklung bis heute
priagen: die Erkldarung der Volkssprache (dimotiki) zur obligaten Nationalsprache 1976 und
die Einfiihrung des monotonischen Notationssystems 1981, dem Lignadis gegeniiber eine
kritische Position bezogen hat als erstem Schritt in Richtung Einfiihrung des lateinischen
Alphabets fiir das Schriftgriechisch. Diese Sprachentwicklung ist auch an dem stilistischen
Duktus der Kritiken selbst nicht spurlos voriibergegangen.

Der Text der 171 Kritiken selbst beansprucht den grofiten Teil des umfangreichen Ban-
des (S. 45-633). Darauf folgen noch die Indices: Titel von Werken und Auffiihrungen (S.
637-645) sowie Namen und Personen (S. 647-666). Mit der Ausgabe des zweiten Bandes
dieser Trilogie zu den Kritiken von Tasos Lignadis geht die Ausgabe der Ouranis-Stiftung
mit groflen Schritten auf eine Gesamtausgabe der Kritiken von Lignadis zu und schlief3t
damit eine weitere empfindliche Liicke auf dem Quellensektor der Geschichte der griechi-
schen Theaterkritik im 20. Jahrhundert, welche nur durch solche Sammelbiande ermdoglicht
werden kann. Die Editionsleistung ist wie immer sorgfiltig und systematisch.

WALTER PUCHNER

MANTO MALAMOU, Ta mpoowmeia tov Arovvoov. H @uuéhn tov Ayyelov Sixeliavov
xau to agyalio dpdua [Die Maske des Dionysos. Die Thymele von Angelos Sikelianos
und das antike Drama], Athen, Grigoris-Verlag 2014, S. 479, ISBN 978-960-333-770-6.

Es handelt sich um eine philologische Dissertation, die den einfachen Titel “Das theatra-
lische Werk von Angelos Sikelianos und die antike Tragodie” hatte, aber im Laufe einer
langen Inkubationszeit verschiedene Phasen durchlaufen hat, die zu dem etwas komplexe-
ren Titel in der publizierten Letztfassung gefiihrt haben. Sikelianos ist keine einfache Lek-
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tiire und diese Dissertation auch nicht, versucht sie doch, die weltanschauliche Essenz des
Lebenswerkes des Dichters der Delphischen Idee, - und als solches hat Sikelianos selbst
seine Theaterstiicke der “Thymele” angesehen — theoretisch in den Griff zu bekommen,
was zwangsweise in den Bereich anthroposophischer Esoterik fithrt und ein Weltbild be-
trifft, das letztlich weder der antiken Tragodie noch der griechischen Volkskultur entspricht,
obwohl es von diesen beiden Bereichen inspiriert ist. Die Schwierigkeit der intertextlichen
Spurensuche besteht auch in der Tatsache, daf3 Sikelianos vielfach seine Inspirationsquellen
verschweigt und es nicht leicht ist, aus der hochgestochenen Verssprache seiner Tragddien
die Leitlinien seines initiatorisch-mystischen Weltbildes herauszulesen. Dabei erweist sich
der Dichter aus Lefkada jedoch als belesener Rezeptor der internationalen esoterischen
Literatur, Philosophie und Dichtung, doch die vielfache textliche Abhéngigkeit von der
antiken Tragodie wird durch diese umfangreiche Studie in philologischer Kleinarbeit iiber
jeden Zweifel nachgewiesen. Der Faszination, die von der Gedankenwelt und Poetik von
Sikelianos ausgeht, stehen auf der einen Seite die Verstdndnisschwierigkeiten gegentiber,
auf der anderen Seite der pompose prophetische Messianismus, der ihn, dhnlich wie Ka-
zantzakis, in die Reihe der Denker und Dichter eigentlich des 19. Jahrhunderts einreiht,
trotz seiner Wende, in der Spatphase, zur politischen Linken, die sich vor allem in seinem
Drama zum Tod des Digenes seinen Ausdruck findet. Mit dieser reifen philologischen Ar-
beit ist ein groBer Schritt zum besseren Verstdndnis des enigmatischen Organisators der
Delphischen Festspiele getan, den die zahlreiche Literatur, die zu seiner Personlichkeit und
seinem Werk existiert, in einer gewissen Ratlosigkeit bisher nicht getan hat.

Die Dissertation von Malamou kehrt in gewisser Weise das existierende Bild iiber das
Theaterwerk von Sikelianos um, das darin bestanden hat, da3 man angenommen hat, daf
das Frithwerk (Asklepios, Dddalos auf Kreta, Dithramb der Rose) den altgriechischen Mythos
zum Ausgangspunkt nimmt, wihrend das Spétwerk (Sibylla, Christus in Rom, Der Tod des
Digenis) einen christlichen Mythos kultiviert, nach seiner Abkehr von den utopischen Visio-
nen der Delphischen Idee und seiner Hinwendung zur politischen Linken. Malamou plédiert
dafiir, daB3 Sikelianos seit seiner ersten Gedichtsammlung des “Leichtschattigen” bis zum 7od
des Digenis und den letzten Gedichten des “Lyrischen Lebens” ein- und derselbe ist, was sei-
ne Weltanschauung und das prophetische Apostolat betrifft: die Einheit alles Seienden, wie
sie sich in Religion, Kunst und Philosophie duBert. Seine Antikenrezeption im Drama erfolgt
unter besonderen Vorzeichen, da er sich als “Pddagoge des Gesamtlebens” versteht, verlauft
parallel zu seiner lyrischen Produktion und hat als zentralen Heros den Dichter-Dionysos.
Im Lichte der europiischen Esoterik der Zeit und der Nietzscheischen Idee der Tragodie als
Sakraldrama vom Leiden und Sterben des Dionysos glaubt er an einen Einheitsmythos und
interpretiert die antike Tragodie nach seinem Gutdiinken, verwendet allerdings auch Ideen
der platonischen Dialoge, wie das Konzept der agathé mania (Phaidros), der schuldlosen Ra-
serei. Als Laienschauspieler bei Christomanos und Rezeptor des Wagner-Kults der Zeit stof3t
er friih schon auf die esoterische Literatur eines Edouard Schuré und seine Theorie von der
Entstehung der Tragodie aus den Eleusinischen Mysterien. Aus solchen Ingredienzen ist der
Einheitsmythos von Dionysos-Christus konstruiert; in jedem Drama gibt es eine Biihnenge-
stalt, die diesen einen Mythos prophezeit und propagiert. Insofern sind die Dramen von Si-
kelanos Initiationsakte in die letzten Wahrheiten des Lebens, der jeweilige Heros durchlebt
die Phasen der Initiation (Isolation/Krankheit, Heilschlaf/Tod, Wiederkehr/Auferstehung,
mania, Hieros Gamos, omophagia); dieser Heros ist aus altgriechischem Sprachmaterial in
neugriechischer Gewandung gestaltet, unterscheidet sich als Zentralfigur eines Sakraldramas
jedoch grundsitzlich von der existenzialistischen Geworfenheit der antiken Heroen.



130 BOOK REVIEWS

Dieses interessante Buch ist in drei Teile geteilt: im ersten Teil wird 1) die geistige “Bi-
bliothek” von Sikelianos rekonstruiert, seine EinfluBrdume und der Ideenfundus, der zur
Delphischen Idee und dem Konzept des Sakraldramas gefiihrt hat, und 2) die Poetik sei-
ner Tragodien analysiert. Der zweite Teil geht dann auf die philosophischen Spielarten der
dionysischen Manie ein, die Grundmotive seiner Tragddienwelt und ihre Auffindung in
der altgriechischen Tragodie und Philosophie. Ein dritter epilogischer Teil fait dann dieses
Grundkonzpet eines archaischeren Dionysos zusammen. Der erste Teil geht unter anderem
auch auf die Fundamentalidee der Isolation des Menschen von der universellen Einheit
des Seienden ein, an sich eine romantische Idee, die in der Neuromantik wieder présent
ist. Dazu kommt noch das Konzept des Wagnerschen Gesamtkunstwerkes, der Einflufl der
Ideen von d’ Annunzio, Schuré, die Beeinflussung von Eva Palmer durch den franzosischen
Symbolismus, Christomanos, die Matriarchatsidee (ohne Bachofen gelesen zu haben), die
englische ritualistische Schule, Steiners anthroposophische Ideen, die Psychoanalyse von
Jung, die deutsche Literatur (Goethe, Holderlin, Rilke).

Sikelianos hat die Dramenwerke seine “Thymele” als Gipfelpunkt seines Schaffens be-
trachtet, doch begniigt er sich nicht mit ihrer dsthetisch-sprachlichen Geformtheit, sondern
verfolgt “hohere” Ziele: die Initiation in sein dionysisches Weltbild. Der Synthesevorgang
der Nachverfolgung dieser Stellenkombination in der altgriechischen Literatur und seinem
eigenen Literaturwerk 146t sich nun in einer Buchbesprechung nicht im einzelnen doku-
mentieren. Die Einzelabschnitte dieses Teils der Arbeit gehen auf die heilige Raserei des
Ajax ein, auf den Mythos von Eros und die platonische mania, die poetische Manie, die
Rolle Apollons.

Diese Spielarten der ekstatischen Raserei werden im Hauptteil der Arbeit bis ins Detail
nach ihrer Herkunft in der Alten Literatur und ihrer Funktion im Gesamtwerk von Sikelia-
nos analysiert. Die Einzelkapitel beginnen mit dem “Leidenden Helden und der poetischen
Manie”; dieses Konzept wird exemplifiziert in der Figur des Athleten Hegesias im “Askle-
pios”, gefolgt vom Motiv der Verwundung des Helden und der Manie, dem Initiationsschlaf
und der Metamorphose (prophetische, transformative und poetische Wirkung des Schlafs
nach der Jungschen Theorie): das Traum-Wagenrennen des Hegesias. Darauf folgt ein Ab-
schnitt: “Das geheime Universum des Dionysos” mit Analysen zum Wirken von Dionysos
und Apollo im “Dithyramb der Rose”, zum Motiv der vielnamigen Mutter (Nacht, Natur,
Erde), den Gottheiten, Dionysos als Herrscher. Es folgt eine Untersuchung zu den Spu-
ren der platonischen mania im Dramenwerk von Sikelianos. Dies beginnt mit der rituellen
Raserei (Bacchen) mit Initiations-Bergwanderung, Reinigung und Homophagie (Daidalos
auf Kreta), es folgen das Motiv des Heros als Jager und Wild zugleich, die Riickkehr (Si-
bylla), Berufung und Aufbruch, Herakles als Schopfer der Dinge, die Berufung des Dich-
ters, Schweigen als Inititiationspriifung und die Tragik, der Tdnzer Dionysos und Chronos
als Python, die Begleiter des Dionysos, Dionysos-Jesus-Tanzer (Christus in Rom). Es folgt
die erotische Manie: Hieros Gamos und Stierkampf (Berufung der Gottesbraut und Auf-
bruch zur Hochzeit, die Krankheit des Eros, Dionysos als Stier, das Schleier-Motiv) und die
prophetische Manie: die Erwartung des Konigs (BegriiBung des Tags — Einheit der Biih-
nenzeit, Delphi und die Tempeltherapeuten), Elektra: das Feuer und das Wasser der Tré-
nen (Sibylle), Kassandra: prophetische und erotische Raserei im Orakel. Es folgen noch
Abschnitte zum Kulturheros (Dionysos-Herakles im Tod des Digenes, Dionysos-Promet-
heus): prometheische Helden im Dramenwerk von Sikelianos, Kommunion: Dionysos als
Nahrungsspender, Threnos und Aufbahrung; zum purgatorischen Feuer und Salvatores Dei
(Dionysos als Prometheus pyrphoros, als Kleinkind); zu den Einfliissen der Komddie; zum
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tragischen Tod und der Hochzeit mit der Mutter (Dionysos-Odipus): Tod als Befreiung und
Vereinigung mit der Mutter Natur (Nacht).

In Form eines Epilogs beschiftigt sich die Verf. mit dem Problem, ob es eine gehei-
me Maske des Gottes der Verwandlung gibt, die sich im Versteckspiel der Illusionen der
Wahrnehmung entzieht; Sokrates als archetypisches Vorbild des initiierten Helden (Beru-
fung und “Musik” als Logos der Musen, Traum und Damon, Wéchter der Wahrheit). Es
ist deutlich geworden, daf3 es nicht leicht ist, mit diesem Buch zu kommunizieren, da alt-
und neugriechische poetische und philosophische Lexikalik durcheinanderwirbeln und das
Weltbild von Sikelianos rationalen Argumentationen nicht zugénglich ist. Das belastet na-
turlich doppelt jegliche Form von verkiirzender Darstellung, wie es eine Buchbesprechung
ist. Das Werk mit seinem bedeutenden Tiefengang und seiner langen Reifezeit ist von einer
reichhaltigen Bibliographie, einem Index und einem Stellennachweis sowie einem English
summary beschlossen.

WALTER PUCHNER

MELIKE NIHAN ALPARGIN, Istanbuls theatralische Wendezeit. Die Rezeption des west-
lichen Theaters im 19. und friihen 20. Jahrhundert des Osmanischen Reiches, Miinchen,
Herbert Utz Verlag 2013 (Miinchener Universititsschriften. Theaterwissenschaft, Band
23),S.305,48 Abb., ISBN 978-3-8316-4130-7.

Eine Tiirkin zweiter oder dritter Generation hat am Theaterwissenschaftlichen Institut der
Univ. Miinchen 2011 eine Dissertation approbiert, die aus Zeitschriften, Tageszeitungen
und anderen Quellen (Memoiren usw.) eine Art alternativer Theatergeschichte der Bospo-
rus-Metropole erarbeitet, die von den tiblichen etwas abweicht, indem sie a) nur die alaf-
ranca-Periode der tanzimat-Zeit behandelt (also 1839-1908, aber noch tief bis in die repubi-
kanische Zeit hineinreichend, etwa 1930, insofern ist der Titel, der sich auf das Omanische
Reich bezieht, etwas irrefithrend, vgl. M. And, Tanzimat ve Istibdat Doneminde Tiirk Ti-
yatrosu (1839-1909), Ankara 1972, ders., Mesrutiyet Déneminde Tiirk Tiyatrosu (1908-1923),
Ankara 1971; warum ist eigentlich Ozdemir Nutku, “Tiirkei”, in H. Kindermann, Theater-
geschichte Europas, Bd. X. Salzburg 1974, nicht einmal in der Bibliographie erwihnt?), b)
ausschlieBlich tiirkisch-osmanische Quellen benutzt und sich c) fast ausschlieflich auf das
turkophone Theater von Kostantiniyye (wie der offizielle Titel der Stadt bis 1930 lautete)
beschrinkt, obwohl im Titel von der Rezeption des westlichen Theaters die Rede ist. Sol-
che Ungenauigkeiten in der thematischen Rahmensetzung wiren etwa dem sachfremden
Doktorvater M. Gissenwehrer anzulasten bzw. als Zweitkorrektorin der Expertin Suraiya
Faroqghi, doch geht es fiir das Miinchener Theaterwissenschafltiche Instititut mehr um eine
Informationsdissertation, das den Informationswert eines verstreuten Quellenkompen-
diums in unzugénglicher Sprache und Schrift zugidnglich gemacht bekommt (Tagespresse
und Periodika noch in osmanischer Schrift); es handelt sich um eine Art “weicher” Thea-
tergeschichte, nicht nach chronologischen Prinzipien geordnet, nach Mafgabe der Quel-
len z. T anekdotenhaft, die die Kenntnis des Verlaufs der tiirkischen Theatergeschichte be-
reits voraussetzt (vgl. jetzt W. Puchner, Die Literaturen Siidosteuropas (15. bis friihes 20.
Jahrhundert). Ein Vergleich, Wien/Koln/Weimar 2015) und das Zusammenspiel verschie-
densprachiger Theaterformen in der kosmopolitischen Bosporus-Metropole (das iiberaus
vitale hellenophone Theater ist nicht einmal in einer Zeile erwahnt vgl. W. Puchner, Hel-
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lenophones Theater im Osmanischen Reich (1600-1923). Zur Geschichte und Geographie ei-
ner geduldeten Titigkeit, Wien/Berlin 2013, S. 86-97, und in iiberwiltigender Quellendichte
aus der griechischen Presse Konstantinopels erarbeitet bei Chr. Stamatopoulou-Vasilakou,
To eldnvixo Oéargo otnv Kwvoraviwovmodny to 19° auwva, 2 Bde. Athen 1994/96 und
die Fortsetzung bis in die 1922 in der Dissertation von G. Pezopoulou, To Oéatoo otnv
Kovotavtwvovmodn 1900-1922, 3 Bde., Athen 2002, die auch Auffithrungen des nichtgrie-
chischen Theaters registriert). Insofern ist das gegebene Bild bruchstiickhaft, denn das
nichttiirkische Theater war bis tief in die Zwischenkriegszeit zahlreicher und wichtiger
als das tiirkische; von diesem internationalen Panoptikum ist nur das armenischsprachige
Theater zum Teil beriicksichtigt, weil manche Schauspieler auch in der Lage waren, auf
Tiirkisch zu spielen und zur Organisation des tiirkischen Theaters wesentlich beigetragen
haben. Dariiberhinaus wird diese fast hundertjéhrige Periode als eine Einheit betrachtet,
und die Erzdhlung macht laufend zeitliche Spriinge vom Spédtosmanischen Reich in die re-
publikanische Zeit und wieder zuriick, so daf} fiir den von der osmanisch-tiirkischen Ge-
schichte und Theatergeschichte uninformierten Leser eine Zeittafel von Nutzen gewesen
wire. Insofern ist auch der im Titel gebrauchte Terminus “Wendezeit” nicht ganz zutref-
fend, da es eigentlich um die Entstehung und die Konsolidierung des professionellen und
organisierten tiirkischen Theaters geht, das nur im Zusammenspiel mit den anderssprachi-
gen Theatertruppen ambulanter oder ortsfester Art sinnhéltig zu untersuchen ist.

Abgesehen von diesen vorwiegend methodischen Vorbehalten und Verbesserungsvor-
schldgen ist die Arbeit aber hochwillkommen, da aus den Zeitungsberichten qualitative
Informationen hereinkommen, die in den Theatergeschichten sonst kaum beriicksichtigt
sind. Die Kapitelfolge ist thematisch locker gehalten, berticksichtigt aber prismatisch die
verschiedenen Fragefelder rund um das tiirkische Theater, ganz bewuf3t von einer Ereig-
nisgeschichte abweichend. Die Qualitdt der Einzelkapitel ist direkt von der Qualitét der
Quellen abhingig. Die Rahmenbedingungen der Arbeit formuliert das Eingangskapitel (S.
7-17), das folgende Themen anschneidet (Uberschriften): Die Motivation, ein etwas ande-
res Geschichtsbuch zu schreiben, Das Problem mit den Quellen, Die Bedeutung von Zeit,
Sprache und Perspektive, Der lange Weg der Entwicklung. Eines der Kernkaptiel ist das
2.: “Ein Blick hinter die Kulissen”, besonders aufschluBreich und mit GenuB} zu lesen (der
Leser kann die Zustidnde laufend mit den griechischen Verhiltnissen vergleichen), das sich
in zwei Unterkapitel gliedert: 1. Zustidnde in osmanischen Theatern (Heruntergekommene
Gebiude und umfunktionierte Raumlichkeiten, Der Zuschauerraum: Gaststitte mit halben
Sitzplitzen, Von der Ollampe zur Elektrizitiit: technische Fortschritte und die Bedeutung
des Theatertechnikers, Das Biithnenbild als illusionsschaffendes Stilmittel, Kostiime und
Maskenbild) und 2. Auf den Brettern, die die Welt bedeuten... sollten (Schauspielerische
(Miss)-Leistungen [Autodidakten, die Karriere von Ahmet Fehim 1857-1930], Die Sprache
der Schauspieler [zu Beginn Armenier, die auf Tiirkisch spielen, fehlerhafte Aussprache],
Der Regisseur, ein autodidaktischer Handwerker? [nur Mushin Ertugrul war tatséchlich
ein “gelernter” Regisseur|, Die Kurzlebigkeit der Ensembles und Auffithrungen [kein Re-
pertoiretheater, fehlende Disziplin, Fluktuation, fehlende Arbeitsaufteilung]). All dies wird
anhand von Zeitungsdiskussionen, Reportagen, Leserbeitrdgen, Schauspielermemoiren
usw. abgehandelt; die haufigen Originalzitate sind im Text ins Deutsche iibersetzt, in den
FuBinoten in lateinischer Umschrift und osmanischem Original gebracht.

Das dritte Kapitel, “Das aufregende Leben der Theaterleute” (“aufreibende” wire
vielleicht zutreffender gewesen) (S. 73-108) geht auf die soziale Stellung der Schauspie-
ler und das Berufsklima ein. “Zu einer Zeit, in der die Unterhaltungsbranche auf Thea-
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tervorstellungen, traditionelle Formen a la Karagoz und Orta Oyunu und spéter das neu
aufkommende Medium Kino begrenzt war, waren Schauspieltruppen und findige Thea-
terdirektoren darum bemiiht, Zuschauer mit allen Mitteln zu koédern, egal, ob nun von
Mund-zu-Mund-Propaganda, marktschreierischen Ankiindigungen oder aufwendigen
Werbeplakaten. Dariiber hinaus musste man sich dem Gusto der Bevolkerung gegebe-
nenfalls unterordnen, auch auf die Gefahr hin, dass der Geschmack der zahlenden Klien-
tel dem eigenen Kunstverstdndnis widersprach” (S. 73). Hier geht es also um: Finanzielle
Probleme und mogliche Auswege (Die stindigen Begleiter Geldmangel, Arbeitslosigkeit
und Existenzangst, Not macht erfinderisch: Tricks, um die Zuschauer anzulocken [Wer-
bung, Mundpropaganda, ausgefallene Kostiime, Namen prominenter Personlichkeiten, im
Dariilbedayi-i Osméani Bereitstellung von StraBenbahnverbindung nach der Vorstellung],
Der ewige Kampf um die Spielerlaubnis - ...gegen streng religiose Gruppen, ...gegen die
Polizei, ...gegen ortliche Behorden), “Ehrlose Idole” der Gesellschaft (beriihmt und verehrt
einerseits..., ...verachtet und verarmt sterbend andererseits), Kabale ohne Liebe: Neid und
Intrigen in den eigenen Reihen. Der Diskussion um die Sendung des Theaters ist das 4. Ka-
pitel gewidmet: “Das Theater zwischen Unterhaltungsort und Bildungsstétte” (S. 109-129),
eine Diskussion, die im 19. Jahrhundert mehr oder weniger in allen Balkanldndern stattge-
funden hat. Die thematischen Einheiten sind hier: Fortschritt oder Riickschritt? Zustidnde
im Theater (eine Diskussion die nach den ersten Vorstellungen der armenischen Truppe
1857 einsetzte; besonders unter dem absolutistischen Regime von Abdiilhamit II. 1878-
1908 mit Zensur und Polizeispionage ist eher von Riickschritten zu sprechen, auch nach
der Jungtiirkischen Revolution war die Lage nicht viel besser), Die Biithne als moralische
Anstalt mit Bildungsauftrag? (konservative Reaktionen, Theater als Sittenverfall, anderer-
seits: Theater als Schule fiir das Leben, wegen 90% Analphabetenrate notwendig), Sprache
als Werkzeug der Bildung (Forderung nach der Alltagssprache, Vereinfachung der Sprech-
sprache, Erfolg von Vatan yahut Silistre [Vaterland oder Silistre] von Namik Kemal 1873
wegen verstindlicher Sprache; S. 123 wire vielleicht anzufithren gewesen, daf} es auch eine
deutsche Ubersetzung dieses Stiickes gibt: Kurzanalyse bei W. Puchner, Historische Drama
und gesellschaftskritische Komddie in den Lindern Siidosteuropas im 19. Jahrhundert. Vom
Theater des Nationalismus zum Nationaltheater, Frankfurt/M. etc. 1994, S. 60, 94; der Erfolg
bestand allerdings auch darin, daf3 hier zum erstenmal moderne nationalistische Ideologie
formuliert wurde), Osmanische kontra europiische Stiicke: Fiirsprecher und Gegner (die-
selbe Diskussion auch in Griechenland und anderen Balkanldndern).

Der Konkurrenz des Prosatheaters ist das 5. Kapitel gewidmet: “Theater kontra...” (S.
130-158): dazu zdhlen Musik, Gesang und Tanz, Opern und Operetten (besonders 1840-70
im Naum-Theater), das Stegreiftheater Tuluar (beeinflut vom traditionellen Orta Oyunu,
aber ohne komische Stereotypfiguren, von den Gebildeten verachtet), die frithen Kinofil-
me (Ertugrul hat auch mehrere Filme gedreht). Das 6. Kapitel dhnelt schon mehr einer
konventionellen Theatergeschichte: “Wichtige Theater und Schauspieltruppen gegen Ende
des Osmanischen Reiches” (S. 159-192): das Naum Tiyatrosu (1840-70, zweimal abgebrannt,
spielt auch Musiktheater, 1857 erste tiirkische Vorstellung von einer armenischen Amateur-
truppe), Osmanl Tiyatrosu (von Giillu Agop im Gedikpasa-Theater, 1872-1882 Monopol-
stellung, 1884 abgerissen), Sahne-i Alem (ab 1898, weibliche Leitung von Peruz Terzakyan,
Operetten, Vaudevilles), Sahne-i Osmaniyye (ab 1908), das nationaltheaterartige Dartilbe-
dayi-i Osmani (ab 1914 Konservatorium, organisiert zum Teil von André Antoine, spéter als
“Nationaltheater”). Kapitel 7 geht dann auf die weiblichen Schauspieler ein, die ganz wie
im Balkanraum schwer zu finden waren: “Mehr als zwei Seiten einer Medaille: Frauen im
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Alltag und auf der Biithne” (S. 193-243): Rollenverteilung im Wandel oder “Wie gebildet
sollten Frauen sein?” (Beginn einer Frauenbewegung), Der steinige Weg auf die Theater-
biithne, Armenische Schauspielerinnen (mehrere Biographien und Beispiele), Tiirkische
Schauspielerinnen (Biographien und Beispiele). Kapitel 9 ist den ménnlichen Schauspie-
lern gewidmet: “Die Allrounder: Schauspieler, Regisseure und Direktoren in einem” (8.
244-277): Armenische Theaterkiinstler (Mardiros Minakyan 1839-1920, Giilli Agop 1840-
1902, u. a. — die Frage, was aus den armenischen Schauspielern im Genozid von 1915 gewor-
den ist, wird nicht tangiert), Tiirkische Theaterkiinstler (Ahmet Fehim 1854-1930, Burha-
nettin Tepsi 1882-1947, Mushin Ertugrul 1892-1979 auch Regisseur und Filmemacher).

Es folgen noch ein SchluBwort (278-281, das Abbildungsverzeichnis, die Bibliographie
(mit all den Zeitungsartikeln) und das Inhaltsverzeichnis. Register gibt es leider keine, ob-
wohl diese bei der Nennung sovieler Namen, Titeln, Theaterorganisationen usw. eigentlich
unabdingbar sind. Zeittabellen wiren, wie angefiihrt, fiir eine chronologische Orientierung
angebracht gewesen. Die Arbeit gibt im sinne der hard facts keine eigentliche Theaterge-
schichte, sondern nach MafBigabe der vorhandenen und ausgewerteten Quellen eine qua-
litative Fldchenanalyse zu den Entwicklungsphasen der verschiedenen Theatersektoren,
ohne jedoch auf die Synergien der vielen auslédndischen Truppen, aber auch des blithenden
Laienspiels (z. B. nennt die Arbeit von Stamatopoulou-Vasilakou mehr als 800 Namen von
professionellen Schauspielern und Dillettanten) einzugehen; damit geht aber die Dynamik
der Entwicklungen verloren und die Arbeit gibt blof3 eine Facette der tiirkischen Theater-
geschichte wieder. Es ist mehrfach von Tourneen nach Thrakien und nach Thessaloniki die
Rede; man hitte gerne mehr iiber diese Tourneetitigkeit tiirkischer Truppen erfahren. Das
ist freilich auch eine Quellenfrage, und die Autorin gesteht, daf ihre Forschungen noch kei-
neswegs abgeschlossen sind. Die Autorin verweist auch im Nachwort auf das dreibéndige
Werk Gelecege Perde Acan Gelenek: Gegmisten Giiniimiize Istanbul Tiyatrolari, Istanbul
2011, wo Theater, Lichtspielhduser und Kulturzentren im européischen Teil des alten Ko-
stantinyye aufgelistet und beschrieben sind, im dritten Band auf der asiatischen Seite des
Bosporus. Eine interessante Arbeit, die die Lust auf mehr erregt.

WALTER PUCHNER

NIKOLAOS VAKONAKIS, Das griechische Drama auf dem Weg nach Byzanz. Der euripi-
deische Cento Christos Paschon, Tiibingen, Narr Francke Attempto Verlag 2011 (Classi-
ca Monacensia 42) S. X+184, ISBN 978-3-8233-6582-2.

Die 2007/08 an der Univ. Miinchen approbierte Dissertation iiber den XoLotdg maoymv
bringt die einschldgige Forschung kaum weiter und ist eher als eine Informationsdisserta-
tion fiir die Klassischen Philologen zu verstehen, die die iiber hundertjdahrige Kontroverse
um Datierung und Autor des umfangreichsten cento-Gedichts im Griechischen aufs Neue
aufrollt, ohne bedeutende Neuerkenntnisse einzubringen, au3er dafl der Autor seiner Zu-
stimmung oder Ablehnung zu der einen oder anderen Forschungsmeinung Ausdruck ver-
leiht, ohne von der communis opinio der Datierung ins 11./12. Jahrhundert, die sich heute
zumindest in der Byzantinistik fast tiberall durchgesetzt hat, abzuweichen, wéihrend fiir die
Autorenfrage kein neuer Vorschlag eingebracht wird. Eingepackt ist diese Forschungs-
iibersicht in einen Ubertitel («Das griechische Drama auf dem Weg nach Byzanz»), der
in mehrfacher Hinsicht etwas irrefiihrend ist und nicht ganz das einhélt was er verspricht:
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der Ubergang von der hellenistischen Dramenproduktion zur Dramenlosigkeit des byzan-
tinischen Jahrtausends und von den hellenistischen Theaterformen des Mimus und Panto-
mimus zur Absenz von organisierten Theatervorstellungen im Byzantinischen Reich schon
in der ikonoklastischen Periode ist zu allgemein, simplifizierend und belegarm dargestellt,
um dem Buchtitel wirklich gerecht zu werden (vgl. z. B. W. Puchner, «To té\og tov aQyaiov
Oedtoov», Keoxides xar dwalouata. Meléteg yia to agyaio Oéatpo xar tyv moalinyn
Tov, Athen 2016, S. 55-100). Der Autor diirfte Theologe sein, denn sobald der Bereich des
patristischen Schrifttums betreten wird, fiihlt er sich auf sichererem Boden. Dazu tritt eine
erstaunlich ungeschickte Ausdrucksweise, die dem ganzen Unterfangen etwas verklemmt
Schiilerhaftes verleiht, obwohl dies der soliden Sachkenntnis in Teilfragen keineswegs ent-
spricht. Meines Erachtens ist der Erste Teil «Das griechische Drama auf dem Weg nach
Byzanz» iiberhaupt iiberfliissig, war aber wahrscheinlich notwendig, um die Dissertation
bei den Klassikern einzureichen.

Nach dem kurzen Vorwort (S. VII-X) entrollen sich die 60 Seiten des Ersten Teils (S.
5-60). Dieser Teil steht in seinem Stenogrammstil jedoch unter dem Stand der einschlégigen
Forschung, sowohl was die Bibliographie angeht wie auch die Detailkenntnis in Sachfragen:
zuerst kommt die Griechische Tragodie und Komdodie im 4. Jh. v. Chr. zur Sprache und zéhlt
fiinf Dramatikernamen auf (manche FuBnotenerkldrungen sind fiir ein gebildetes Leserpu-
blikum redundant), es folgt ein Kapitel zum griechischen Drama in der hellenistischen Zeit
(die Originalzitate aus dem Buch von Marios Ploritis iiber das byzantinische Theater 1990,
die sich in der ganzen Arbeit hdufen, sind unangebracht, da Ploritis zwar ein bekannter
Drameniibersetzer, Journalist, Feuilletonist, Theaterkritiker, Kommentator der politischen
Aktualitdt und Buchautor, u. a. zu Shakespeare, gewesen ist, aber kein genuiner wissen-
schaftlicher Forscher im hellenistisch-byzantinischen Bereich, sondern seine Ausfithrungen
stiitzen sich durchwegs auf Sekundairliteratur), wobei etwa die Angaben zum Mimus vollig
ungeniigend und dilettantisch sind; weiter geht es mit der griechischen Tragddie und Ko-
modie in der Kaiserzeit, um dann beim Abschnitt «Byzanz» zu landen. Dieser Abschnitt ist
auch bibliographisch mit Zufallszitaten vollkommen unzureichend belegt (z. B. das klassi-
sche Werk von G. Sifakis, Studies in the history hellenistic drama 1967 ist nicht einmal in der
Bibliographie angefiihrt).

Der Abschnitt zu Byzanz setzt mit einem Forschungsiiberblick ein, beginnend mit Sa-
thas 1878 (die griechischen Zitat bleiben im Original stehen), der Widerrede von Krumba-
cher, die Dissertation von Cottas 1931 usw. (ihre zweite Dissertation, die direkt der «Chri-
stus patiens» betrifft, ist nicht einmal in der Bibliographie angefiihrt, V. Cottas, L’influence
du drame «Christos Paschon» sur Uart chrétien d’Orient, Paris 1931). Die Thematik «Die
Kirchenviter und das Theater am Ende der Spatantike und zum Beginn der byzantinischen
Ara» ist mit Beispielen der verbalen Verdammung seitens der Kirche besser belegt (die
Verdikte im 41. Kanon der Synode in Trullo wéren doch wohl besser aus G. Rallis / M.
Potlis, Zvvrayua twv Ociwv xaw leoav xavovov s OpbodoEov Avatotuns Exxlnolag,
6 Bde., Athen 1852-1856 zu belegen als Puchner 1984, S. 35-36). In der gesamten Mono-
graphie ist eine tibermaBige Abhingigkeit von meinen dlteren Arbeiten zu der Frage nach
Theater in Byzanz festzustellen (bibliographisch nicht erwihnt sind allerdings B. [Touyveo,
«To BuCaviivo ©£0t0o. Oe0tQOMOYILES TOQOTIQENOELS OTOV EQEVVNTIXG TTQOPANUATIONO
™G Vmaegng Bedtoov oto Buldavtior», Exetnols tov Kévtpov Emotnuovixawv Eosvvav
XI, Nicosia 1981/82, S. 169-274), aber auch von den neueren (nicht erwéihnt der vielzitierte
Uberblick W. Puchner, “Acting in Byzantine theatre: evidence and problems”, P. Easterling /
E. Hall (eds.), Greek and Roman Actors. Aspects of an Ancient Profession, Cambridge 2002,
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S. 304-324 und ders., The Crusader Kingdom of Cyprus - A Theatre Province of Medieval
Europe? Including a critical edition of the Cyprus Passion Cycle and the “Repraesentatio
figurata” of the Presentation of the Virgin in the Temple, Athens, Academy of Athens 2006, S.
20-56), ohne diese tiberall ausreichend zu erwihnen. Die Literaturangaben zum kretischen
Theater (S. 31, Anm. 40) sind vollig unzureichend.

Der Abschnitt «Das ‘Theaterleben’ in Byzanz» beschiftigt sich zuerst mit den Quel-
len (auch hier ist Ploritis als Sekundédrprodukt tiberzitiert, zu Mimus und Pantomimus ist
die Anfiithrung von Theocharidis 1940 iiberholt), dann mit byzantinischen Texten in dra-
matischer Form (zum zypriotischen Passionszyklus fehlt die kritische Neuausgabe, von
W. Puchner, The Crusader Kingdom of Cyprus - A Theatre Province of Medieval Europe?,
op. cit., S. 189-249). Im Abschnitt «Die Bedeutungen von ‘Drama’, ‘Tragodie’ und ‘Komo-
die’ in Byzanz» ist die einschligige Dissertation von 1. Vivilakis (H Oeatowxn ogoloyia
otovg Iatépeg g exxunoiag. Zvupoin oty ueAétn twv oyéoewv Exxinoiog xar Ocatoov,
Athen 1996) zwar erwihnt (nicht allerdings in der Bibliographie), wurde aber nicht be-
niitzt (statt dessen wird auf die Lexika von Lampe und Dimitrakos verwiesen); zu ergénzen
sind auch W. Puchner, «Ou tiyeg g Oe0toinng 0Q0ohOYIaS TNG 0QYAOTNTAS OTNY EAAVIXY)
TOQAO00N, Mveies xal uvijues. Aéxa Oeatooloyixd uedetiuata, Athen 2006, S. 19-84 und
ders., “Zur Geschichte der antiken Theaterterminologie im nachantiken Griechisch”, Wie-
ner Studien 119 (2006), S. 77-113. Zur Vorbereitung des Kapitels iiber die Cento-Dichtun-
gen wird ein Abschnitt iiber die Rezeption des antiken Dramas in Byzanz eingeschoben
(Psellos, Katomyomachia). Auf die Gattungsbestimmung der Stellencollage folgt ein kurzer
Abschnitt iiber die Urspriinge, die Homer-Centonen im Eudokia-Corpus im 5. Jahrhundert
und ein Vergleich mit dem Christus patiens.

Sodann erfolgt der zweite, wesentlich umfangreichere Teil der Arbeit: «Der Euripide-
ische Cento Christos Paschon» (S. 63-162). Wie erwihnt, bestehen erkleckliche Teile die-
ser Analyse aus den Ergebnissen meiner Studien zu diesem Thema, vor allem «Xoto1dg
TAoYWY ®ow aQyole TEAYWALa», Aviyvedovtas ) Oeatowxn maoadoon, Athen 1995, S. 51-
113 (hingegen sind die fiir ein deutsches Leserpublikum zugénglicheren Studien “Theater-
wissenschaftliche und andere Anmerkungen zum ‘Christus Patiens’”, Anzeiger der phil.-
hist. Klasse der Osterr. Akademie der Wissenschaften 129 (1992) S. 93-143 und “Christus pati-
ens und antike Tragodie. Vom Verlust des szenischen Verstandnisses im byzantinischen Mit-
telalter”, Von Herodas zu Elytis. Studien zur griechischen Literaturtradition seit der Spdtan-
tike, Wien/Koln/Weimar 2011, S. 41-86 nicht erwihnt). Die Forschungsgeschichte wird in
zwei Teilen relativ ausfiihrlich dargestellt: von der editio princeps bis zum Ende des 19.
Jahrhunderts (S. 65-85), wo der Verf. einige Zusitze zu meiner Forschungsgeschichte macht
und ausfiihrlicher vorgeht, und vom Beginn des 20. Jahrhunderts bis zur Gegenwart (S. 86-
96), wo meine einschldgigen Arbeiten iiberhaupt nicht vorkommen, so also ob es sie nicht
gegeben hitte und sie nicht die wesentlichste Informationsquelle fiir diese (erginzte) Zu-
sammenstellung gewesen wiren. Erst im Abschnitt zu “Uberlegungen zur Autor- und Da-
tierungsfrage” wird meine griechische Arbeit herangezogen (siehe oben) in Bezug auf die
Judas-Fliiche aus dem Mund der Mutter Gottes, die fiir eine spétere Datierung ins Mittel-
alter pldadieren. Die beiden anderen, wesentlich bedeutenderen Argumentationslinien be-
ziiglich der Handhabung von Zeit und Biithnenort bzw. der Widerspriichlichkeit der Hand-
lungsangabe off- und on-stage und der von der Ikonographie abhingigen Szenensequenz
Kreuzigung — Kreuzabnahme — Threnos sind an dieser Stelle iibergangen. Statt dessen wird
ein szenischer Gliederungsversuch nach Elissen 1855 gebracht, dem ein eigener Gliede-
rungsvorschlag des Autors in Akte (6 Akte) und Szenen folgt (mit Festlegung des Hand-
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lungsortes und der anwesenden Personen), doch hat eine solche Gliederung nicht viel Sinn,
weil der Handlungsraum der “Biithne” durchwegs ein gleitender ist und in die “Biihnen”-
Zeit Zeitspriinge eingelagert sind, die sich erst einer genaueren Analyse erschlie3en. Selbst
die Bithnenan- oder abwesenheit von Personen ist bis zu einem gewissen Grad “gleitend”:
der einheitliche Kommunikationsraum einer “Biihne” wird mehrfach unterbrochen, so daf3
mit verschiedenen Abstandsverhiltnissen zu rechnen ist, die ein Zuhoren bzw. die Kommu-
nikation nicht mehr und dann wieder erlauben (vgl. auch W. Puchner, “Three dialogic cen-
to compositions from the middle and late Byzantine period: Christus patiens, The Cyprus
Passion Cycle, and Oxford Bodleian Gr. Barocci 216. Traces of Byzantine ‘drama’?”, Para-
basis 13/1, 2015, S. 81-90). Insofern ist die Inhaltsanalyse nach diesem Akt/Szenen-Schema
auch problematisch (S. 110-139), da es sich eben um kein Drama bzw. Theaterstiick mit fest-
stehendem Raum und festgelegtem und nachvollziehbaren Zeitkontinuum handelt, und
nach Mafigabe des in der einschldgigen Literatur vielmals nacherzdhlten Inhalts ist eine
solche Analyse auch bis zu einem gewissen Grad redundant. Ein anderer Abschnitt, iiber
die Dramaturgie der Cento-Komposition und ihre Beziehung zur Tragodie geht auf sol-
che Fragen ein (S. 140-152), geht jedoch von der Aristotelischen Definition der Tragodie
aus und kommt diesbeziiglich zu negativen Ergebnissen (zur eigenartigen Chorfithrung der
Begleitfrauen Marias vgl. nun W. Puchner, «Die Chorfiithrung im mittelalterlichen Christus
patiens», Acta Universitatis Carolinae Philologica 2016/2, S. 25-32). In der Frage, wer der
eigentliche Protagonist dieses Werkes sei, nicht der im Titel indizierte Christus, sondern die
Gottesmutter, und es sich unter strukturellen Gesichtspunkten eigentlich um einen planc-
tus Mariae handelt, hat sich der Verf. meinen Ansichten angeschlossen. Die Briiche und
Spriinge in der Orts- und Zeitstruktur haben eine Auffiihrung allerdings nicht annuliert,
denn der Xpuot0g mdoywv ist in der Bearbeitung von Thrasyboulos Stavrou 1973 in Athen
aufgefiihrt worden.

Es folgt noch ein eigenstidndiges Kapitel “Die Bedeutung des Christos Paschon fiir die
Euripides-Textkritik (insbesondere fiir die ‘Medea’ und die ‘Bakchen’” (S. 153-162) mit Ge-
geniiberstellung der entsprechenden Stellen, doch kommt es zu keinen wirklichen Emenda-
tionsvorschldgen, was methodisch ja auch nicht moglich ist, da der Cento nicht unbedingt
wortwortliche Zitate bringt, sondern mit Textanpassungen an allen Stellen zu rechnen ist.
Eine Zusammenfassung (S. 163-168) verzeichnet in etwas rechnerischer Art die “Ergebnis-
se” der Studie, die jedoch im Vergleich mit der bisherigen Forschung eher mager ausfallen.
Es folgt das ergidnzungsbediirfte Literaturverzeichnis (S. 169-178 und ein knapp gehalte-
ner Index (S. 179-182). Die vorliegende Dissertation hat das Verstandnis dieses ldngsten
griechischen Cento-Textes in seiner einmaligen Stellenkompilation aus Tragddien- und Bi-
belzitaten, der aber weder eine Tragddie noch ein Passionsspiel ist, kaum weitergebracht.
Eine strengere Uberwachung seitens der Doktorviter hitte wahrscheinlich auch zu einem
besseren Ergebnis gefiihrt und ein stilistisches Lektorat den stellenweisen Eindruck eines
Schulaufsatzes gemildert.

WALTER PUCHNER
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rQrQ BAPZEAIQTH
H @ryotga 1ov 00.0%3A0V 0TO DQOUOTOUQYIXA KEUEVA TNG FEVETORQUTOVUEVTS
Ko1tng ®ou 1 TaQouoio Tov 0TI VOTOQLAXES TTNYES TNG ETTOYNS

AVTIKEIUEVO TG QYOG OITOTELEL 1) LEAETY TNG OQAUATOVQYILXNG PLYOVQUS TOV
Aa.ornGhov, eVOS OTT0 TOVG ONUAVTIXOTEQOVS TUITTOUS TNG KONTXNG RWUWILOS TNG
AVOAYEVVIOTNG, 0L O QOAOG TOU 0TIV ROLVVIO, UECT ALTTO TO 0LQYELAXO VALKO, ®VQL-
g To ovuPoraia podnteios. H mapovoio Tov 0Tig TaQamdve myég GuvOEETL Ue
TLG OUUOIVIOTIXES LOEES TNG ETTOYNG KOl GUUPBALLEL 0T OLEQEVVHON TOU EXTTOULOEVTL-
%0V Tomiov g Pevetoxgatovuevns Konme.

APETH BAZIAEIOY
Yregathaviirt téxvn xow Ole0vig ohrtixy.
To %0oVIrd TG TAQAOTAONG TNG «ACiRNG OTEQUS»
tov George Gershwin Porgy and Bess otnv ABnva tov Wuyeov ITokéuov (1955)

H mopdotaon g «hainng omegac» Porgy and Bess tov ovvOétn George Gershwin
nat tov Apmeetiota DuBose Heyward otnv A0rvo tov Iavovdgro tou 1955, oto
TTAOLOLO TNG TETQAYQOVNG VITEQUTAUVTIXING TTEQLOOELOLS TOV ALPQOUUEQLRAVIXOD OL-
aoov Everyman Opera twv Robert Breen — Blevins Davis, dev amotéheoe wovo
ONUAVTIZO ROOWRO YEYOVOS YLOL TOV EYYMOLO TTOMTIRO ROL ROAMTEYVIRG ROOUO,
OMAGL ETULTTAEOV UETEPEQE KAL TLS TTOMTIOWHAES OUYRQOVOELS TTOV 1) OTEQCL TTQOX .-
AEOE OTNV QLUEQLHOVIXTY YEVETELQA TNG KATA TS TOQOEVIRES TAQAOTACELS TS OTO
Broadway 1o 1935 %o 1o 1942-1944. OL 0uy%QOVOELS QUTES 0lPOQOVOALY OTNV €LDO-
hoyn1] ®OTATOEN TOU £0YOV OTOV XMQEO TNG OTEQAS 1) TOV WOVLMak, 0To TyTnua
NG VITOTTTNG «AOIROTNTAS» TOV %L TNG TAOOTOYQAPNONG TNG RAONUEQLVIG CL(pQO-
opeQRAVIXNG Tomg, »aOMG ®xal 0TNY TQOOPAMTLXY] (PUAETIXT] GTEQEOTUTTLCL TOV KL
OTNV TOMTIOUXT] ROL OLXOVOLXT] TOU EXUETAAAEVON ATTO TOUGS AEVROVG ONULOVQ-
youg tov. Extdg amd ta xowvogpavy axovouata uovorig blues xou spirituals sov
TTEOOPEQE OTOVG 0ONVOLOUG 0MQOATES/OEUTES TG, O ONUAVTIXOTEQOS CVTIXTUITOS
TG TOQAOTAONS OTNV EMANVIXY] TOMTEVOUOU APOQOVOE O€ CHTHUATO CLUEQLLAVL-
UNG EEWMTEQUANG TTOALTLIXIG KOLL TTQOTTOY VIS, UEGC. OTO TTAGLOLO TG UETATTOAEULATG
moltiopxng detoduong tov Néov Koouov ot ynoaid NwelQo #otd T dLdoreLa
tov Wuypov [Toréuov. Evo telind 1 yonuatodotovuevny xotevbeioy amo to State
Department meQLodgict TOU ALpQOAUEQLRAVIXOV OLAOOU OEV ETTELOE TNV TAELOYN IO
TV EYXMOLWV INUOOLOYQAPWYV, KOLTIXMYV ROL AOYIWV OYeTnd Ue TO CiTnuo Tg
ATAAEVPNS TOU PUAETIXOV QOTOLOUOV OTNV Aueuxt] g emoyng (uehavd onuelo
OV EXUETOMAEVOTOV OXQIPMOS 1) COPLETIRY] TEOTTAYAVOL), EVTOVTOLS TOVS TTOQU-
%IVNOE VO A0 OANO0UV L0 TOMTY POQA GEXETA COPAQA UE TO TNTHUC TG VY-
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YQOVNG ROWVWVIXNG OE0MG TV APQOUUEQIXAVMV, OE U0 ETTOYT] XKOQUPWONG TV
OLEROUNOEDV TOVS OTNY OUEQLLOVINT] HOLVDVICL.

BAAENTINA T’KAPABAAIA
H avayévvnon tov Ogoatounmv deoumv g Meooyeiou:
UETAEY BONOREVTIXOV %Ol AOTXOV TVEVUATOG.
Ta Mvotiowa g M. TTagaoreunig oto Toasdve Tng Zinehag

Teo naw BEPNA0, POAXAOQ %o TAQEAOOOM, TEAETOVQYLA ®aL OEATQO, TLOTH KoL OU-
VoLoOMUa, ELVAL TO, OTOLYELD. TTOV EVAWVOVTOL AOLABANTO OTHV TEAETOVQYLXY TOUTY
tv Mvotnoiov mov haufdver yooa tv Nuéga ts Meyding ITagaoxreung oty
emayia Toasmave g Zineliog. H ovyrexouuévn sui generis 0Qauatomoinon a.pn-
VELTOL L€ ALVNOLOAOYIHOUS RMOKES, XELQOVOULES, VEDUATO, YOV ®oL AEEELS, TNV
€VVOLOL TG VITAQENG ROl TG OVUUETOYNG OE UL RAELOTY ROLVOVIO TTOU OITOQQOPA.
0L EXTTVEEL TNV YO TNG peooyetov. Ta Mvotioia AettouQyouv mg TOUTTOL dLoyE-
TEVONG TOV APNYNOEWV TG BONOUEVTIXNG TAQADOONS £XOVTUS OULY®S Deatouxy
oY1), AUETO. VTIANITTY] OITO TOVG TTOQEVOLOROUEVOUS. AVALOYES LEQES TENETOVQYIES
ue T oy “théatre vivant” cuvaviovue xoL o€ dALES YEITOVES TTEQLOYES RO OYE-
OOV 0g OAES TS XDQEES TOV ALOTALOVTOL TOV RAOOMALOUO.

Av, dtog avapégetal ®ot oty IMAda, oL TEAETES ELVOL 1) TTQOKTIXY] EQOQUOYT|
tov pubwv, Tote ®o ta Mvotioia 0to Teamavt £XoVTag rallteyvint) TQoEhevon,
QITOTELOVV T UETEVOUQRWOT] TMV OQNOXEVTIXMY UNVUILATOV OF TOLQOOELYUOTIRES
0eaTOIRES PLYOVQES UECH TV OTTOLMWV 1] (OLOL 1) ROLVOTHTA ETOPQAYITEL TNV VITOQ-
E1 ™E 070 AVERES TOU YQOVOU.

XPIZTINA OIKONOMOITIOYAOY
TomoyQapLxy TAVTOTNTA — TAVTOTIXES TTQOOOOXRIES: 1] TEQLTTMON TOV OedTEOU
tov Thierry Debroux

H magotoa ggyaoia €xeL wg 0TOYO TNV AViYVEVOT] ROl EQUIVELD TOV QOAOU TOU
doauatinot ymeov oto B¢ateo tov Thierry Debroux, ovyyoovou Péhyov yak-
Mogaovou dnuoveyov. ‘Exovtog wg avtixeiievo perétng ta Oeatowmd tou €Qya
«Cinecitta», «<Eros Médina» »xaw «Made in China», o emygionjoovue vo. avodei-
Eovue TV TEWTOTUITY XONOT TG OQOUATIXNG TOTILOYQOAPLOS, PAOLOUEVNS 0T Ot
XOTOUNON UETOED OQOUOTIXOU GRIVIXOU YMQOOU %L OQOUUOTIXOU «AOYOYWQOU».
AvaliovTog T AELTOUQYIXY] OROTUOTNTA TV VO QUTMOV XWQIXOV TALGiwV, O
EMUEIVOUUE 0T GUVOEDT] LETOED TMV LOLUTEQWY YAQOXTNQLOTIXMDV TOVG KL TG
TOVTOTIXNG AvVOTTNONG TOV NEO®Y. AVAIEXVUOUEVE WS RATAAVTIXOL TAQAYO-
VTEG TG OVTOAOYIXTG EEEMENS TV TQMTAYWVIOTMV, TAL JVO dQAUATIXG, TOTILOYQO-
(PLRA TAOLOLOL, GUYRQOVOUEVO AALG ®ow GAANAOCUUITAQOVUEVE, OO OTTORAADYPOUY
™V PeudaodnoLaxy] QUoT TWV OVERMV %ol TWV PILOOOELDV TOVS, GAAG ®VQIWG
TOV TTQOYUOTIRO YOQUXTIQO TNG VITAQELAXRNG TOVGS ava.LiTnong.
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BAATEP ITOYXNEP
Mo Tutohoyio TNG OUTIXTS LOVOLXYS %O TNG OEATOLHNG OQOOTIQLOTNTOG
ot Notoavatohur) Evoman, thv Avatohnr) Meodyelo xa
™ Maven Odlaooa ot mpovemtegrt emoyr] (160g - 190¢ awmvag).

To 0o avtd VINEEE WELOLO REVTQLXT ELOTYNON O¢ ouVEDQLO Tov Tunuotog
Movaowohoyiag tov ITavemomuiov tg OEpoedng tov Noéufioto tov 2016 »on
OLVEL oL CUVOMLXT] EWOVA TG DEQTOIXNG ROl LOVOLKNG OQOOTHELOTNTAS OTH Pe-
vetoxparovuevn Konm, ta Iovia vnoid (ue diaiton Eugaor otny OTeQo. ®aL TV
Entovnotonr Zxohn), tig 00NorevTInég ToQO0TAOES 0TO Alyaio TEAAYOS, TV
raAMEQYELD TNG dUTLYS povorns oty O0wuavien Avtorgatogia oty alafranga
71€QL0J0, TNV TUYN TOV MUTQETWY TOV METAOTAOLOU, WAGEL YLOL TO LETUXLYOVUEVC
WITOVAOV%LO. TTEOG TO TEAOS TOU 190U cudVaL, TNV AyOQG %Ol TO QETEQTOQLO TOVG,
TOVG €OV ueh0dQOUATIXOVS Bldoovg, TN Yewyoopxy euPélela tg daoTh-
QLOTNTAG TOVG OTLG EAMAMNVIXES #OWVOTNTES £g TOV Kavxraoo xau tn Teweyio, ol
0.0y OoAelTaL ®OL PE TN OQAOT TWV EQUOLTEXVIXMY OLACWV OTLG EAANVIRES HOLVOTNTES
™5 Mavong O®dahaocoag »at To 0xoMxo Toug B€atpo, oty OdNoood, Touv Bovxou-
0€0TL xat to Idoto, tnv Kovotaviivoumohn, T Zuvevny xou Ty AAeEAvOQeLa ®TA.
AiveTol €upaon ot Yemyoapuxy] dLaomaQon tg Oeatouxng ®ot (duTinig) Lovot-
%1g dpaotnoLdTtnTog otov eAAado yweo (Ildtoa, Epuovmoln, Entdvnoa) »au
T OLALOTTOQAL, TNV TEOOMIPY TG LTAAKNG OTEQUS XAl TNG YOAMMXNG 0TTEQETAC, T
AUTIXY LOVOLKTY TOV ROUELOVAM®Y XL TNG TTQWOLUNG ETOEMENONG %.T.A.

KAEIQ ®ANOYPAKH
E-Avtiyovn péoa omtd 1o Ocatpo / Agdua oty Exmaidevon
ue ™ xonon twv Ungwaxav Teyvohoyiwv

To maEov eBEO peletd oVYYQOVES TAOELS ROL TTQOOEYYIOELS 0T dLOAORAMO TNG
Avtiyovng tov Zogorln uEoa atd 1o OE0TQO/dQAUO. 0TV EXTTALOEVON UE T YON-
01 TV PNPLOXDVY TEXVOAOYLMV. ZTNV EVQUTEQT] £VVOLL TOV «PNLakoy Bedtoov/
OQAUATOG OTNV EXTAUOEVOTN» AVITLOUY OAES OL LOQPEG, TO, UEGT, KOLL OL TEYVIXES TOU
0edTEOV/OQAUNTOS TO. OTTOL0. WTOQOVV VO, EVIOYVOOVY UE TNV TAQOVOLO TWV P PL-
oxwv texvoloyiwv. To véo avtd eldog (1) o)) tov Bedtoou otV exmaidevon
elvaLl LOLAUTEQIC TTQOOLTO GTOVE VEOUS TTOV, EX (PUOEMGS TTAEOV, ELVOL EEOLXELMUEVOL
ue v texvohoyia. H o0yyoovn égguva yia Tig téyveg oty exmtaidevon Poioxreton
oe dLaExn) dLIGhOYO UE TIg TEYXVOLOYIES, dlvovTag TO €Q€0LoUa Yio TV avVAITTUEN
OLETLOTNUOVIXMV EQEVVITIXMV TTQOYQUUUATMV KOl TTQUXTIXMDV EQPOQUOYMYV UETO.
omo T OoUCEVEN TV TEYVOV %L TV TEXVOLOYIwV. H e-Antigone sotidler ot
ddaonalio xal T udbNnon TG OUMVUUNG CLOYOLAG EAANVIXNG TOOYWOLAS ELTE WG
PLLOAOYIXO LAONUO ElTE MG CLPOQUT| 1] KOL OXOTTOS VLo TN INULoVQYle OeaTourng
TOQAOTAONGS YLO. TO OY0Ael0 1] ®at Yo To [TavemoTuo. AlEQEVVMVTOL TAOELS 0T
ddaxtinn pebodoloyio Tov OedTEOV TNV EXTAUDEVTT UE TIS TEYVOLOYIES TTOV €l-
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VoL %OTA ®VQLO AOYO VAOTTOMOLUES 0TOVGS Y weovg s Exmaidevons. H Avtryovny
TEOOEYYILETOL UECO OO T OQUUOTOTTOUEVT] AELOTTOINOT TG NAEXTQOVIXNG TA-
ANAOYQa®LOG, TWV EEVTTVIV (POONTMV CUCKEVMY, TMV VITOALOYLOTMV, TS YPIPLAKRNG
POTOYQAPIOS KL OADV EXEVWV TOV YPNPLOKOV UECOV TTOV PEIOROVTOL 1) PeTa-
PEQOVTOL OTNV TAEN %Ol OTNV ABOVGH RO TTOV UITOQOVYV VO, TTQOTPEQOVV UITELQES
AUVATOTNTES OYEOLAOUMY UALONUATOV ROL EQEVVMV YLOL TO ALQY A0 EAANVIRO OQdaL
%o T OeaTourn aywyn.
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