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A’ Aiebvég Zuvébpio
Oéarpo ka1 Bearpikég onoudég oro katdph Tou 21” aidva
(Iavemoripio ABnvav, 28 Xemepfpiou — 1 Oxwfpiou 2005)

Z1dyo

H npéogatn Beatpikh mpaxuxh apgroPntel ug ohomnxés npooeyyioeig tng Bewpiag rou Bedrpou, driwg tov
Bojpuopé ka1 T onpeiodoyia kai éxer A6n ogetkonoifoel, kard pia évvora, ke Eeywpiotsd otorgeio g na-
pdotaong wg enikoveviakos yeyovotog petabi nfonoia kan Beatdv. Luykekpipéva, dpot dnwe kdSikac,
pavupa, kwdikonoinon kai anokwdikonoinon, onpaciodoyia, vonpa, mhokd, yapaxkrhpag, pblog i,
énwe enfong kai o {Bia n enkovevia wg pia neprypdpipn Sradikaofa o oknvi, kabég kal petagi okn-
viig kau axpoatnpiou —&ev eivai miéov adiapgioPiro: kar avtanéSeikror napdyovieg avdhuong. H ena-
vaotaon twv Snpeupydv tou Bedrpou evavtiov 1ng Bewpiag tou Bedtpou kai n enavéoraon tov vémv
QVOIKTEY OPPEV MPAKTUKAG, nov pepikég popég unepfaivouv ta napabomakd épia tng oupParikiic Bea-
TPIKAG KatdoTaong, iowg eivar Suvardv va auvoynatoiy oe ouvBiipata dnwg «dy1 dhleg Bewplecy, «pakpia
Ta yépia 0ag and 10 pUotipio te napdoTtaongy, «a@riote Toug Snpioupyotg tou Bedrpou va Snpoupyh-
oouv ereliBepar xai ottw kaBeghc. Auth n xavolpya kardotaon éyel éva onpavoké averKTuno ot pek-
Aovukn Bewpia tou Bedrpou, orov ibio Tov dpo «Béatpon, xabdx enfong kar oug Beatpikés onoubiéc,

H perapovrépva tdon anhoroinong piyvel, axbpn, véo pag otn Bearpiii iotopioypagia, n onofa — Gote-
pa ané pia nepiodo dpvnofic g efvar §avd to kévipo tng npoaoyfic ka1 Tou evSiagépovrog. Ta SiapBpawr-
TIKG poviéda tou efehiktiopon égouv booer m Béon Toug o mo ouykekpipéveg kar Siapoponoinpéveg jie-
Bobodoyies, o1 onoleg dpa Sivouv nepioodtepn Eugacn oy NPOCNIKATNTA KAl GTAV ATOIKA aphynon
Tov 1oTopIoypdpoy — undpyouy povo iotopieg tou Bedrpou kar dy1 pla 1otopia — ka eoudlovy oug Sia-
KOTIEG, OTIG TOREG KQI OTIG Véeg anapyés Tou pavtaciakol ouveyotg g eéhéng. O fetikionixdg oy
opog g mbavétntag avastiotacng napactdoewy Tou napeAfiéviog éxer nepiopiatei Téhpa amiag otn Su-
vatomTa kataypagig kal expnpinong wov alobnukav tonwy tne Beatpikic mapaywyhg kat g npdoin-
wng piag ouykexpipévng nepidSou i evée kadhteyviko eiboug,

Kard g ahMayég tou kavéva tov peneptopiou mou onpepa nepihapfdve: SiamoArmopuég napaotdoei,
peta-anomard Spdpa kai yevikdrepa Bearpicés npakticég tou Tpitou Kéopou, opiopéve nepioSol e Be-
artpikiig 10Topiag @aiveral neg elval nepiocdTEPo «apolioegy and Tig unbiomeg: autd oupPaiver yia na-
pdberypa otnv nepimeon g avafiwong kar tg npdoinpng tou apyaiow Elinvikot Spdparo, to onofo
ofipepa KATEYE! Eva ONPAVTIKG NOC0OTS 0T0 IAYKOGOpIO PEneptdpio kar akilel ot autév Tov Topéa va yivouy
peyahitepes kai mo évioveg npoondBeies akabnpaikic épeuvag. H khaoikn griohoyia napadéyerai éu n
npéopatn eppnvela wu apyaiou Spdpatog and toug Snpoupyols Tou Bedtpou kai n oknvIKA ToU Na-
pouciaon pnipootd ot oliyypovo akpoatnpio eivar Suvatd va Schoer pia kavopyia Sidotaon ota napado-
oiakd kefpeva. Onwg, enfong, o1 dvBponor tou Bedrpou avuhapPavovtar kakd éu n axadnpdikd napdSo-
on 10U oYohaopot kal tng eppnveiag autdv v kepévav Sev apkel va efvar anddg Soudeid ypageiow mou
yiverar niow and g kheiotég népreg twv navemomnpiov. Ta npofifpata tg perdppacng eivar ofipepa mo
npaypatikd and noté.

Zrevd ouvbebeptvo pe tov aldayh g Sopfig 1wy Beatpixdiv onoubdv o npomwyakd kai petamr-
jraxd enfnebo eivar eniong o epdtnpa tng Iavonointikig anoppé@nong wy anogoftwy Bearpodoyiag
and v ayopd epyaoiag, n Bearpohoyia Snkabi we anacybinen ka g endyyedpa. H katdoraon oe kdfe
xopa Siapépe onpavikd. TToid opamyixd npéner va axohouBiioouv o1 Beatpixés anovséc; a énpene to
npdypappa onmoudav va efval mo otevd npocavatohiopévo npog Tig enayyeApariég ouvBike kai Tic avd-
yxeg g ayopds fi n Beatpicd exnaibevon anotehel auth kabaut pia a§idhoyn embiown aveEdprnta and




g adhayég otn Soph tng okovopfas Ka Tov noArtiopol;

Ta navemorhpia eivan§pipara yia my nepaywyih Simhwpdoy yopls avtkpiopa oty ayopd epyaciag
# anotehodv miAes exnaibeutikdv 18ewddv mou Ba énpene va avuotaBoty otoug oupPiaopotc — avefdpma
and TG evoeyopeveg akhayeg g Béong Tou Bedtpou péoa oy kevwvia;

To Béarpo otnv exnaibevon pnopef va wpenBel and auté 1o kawotipyio anéBepa avorgrev Hopepchv
napactdoeoy: and 1o maviéi wv pdlwv, 1o puyéBpapa, Ty «avaBedpnons g Kovaviag kai g 1oto-
piag oe avtooytdia épya avePaoptva and naibid, pabntég ka gormtég kaboe kar ané v enavdotaon ka-
1d v napadooiakdv oxoikdy napaotdoewy kai mv andkhion and autée. KaBnpepivd auldveral n Gie-
Bvig PiBhioypagia eni tou Bépatos, ypappévn and yuyohdyoue, naibaymyotis kai Bewpnuikots tou Bed-
Tpou kar ot oulfitnon epmiékoviar dleg autég ol ebikéTTeg,

Ze autd 1o ouvedpio Ba yiver pia npoondBeia va ol epwrhoeig kai Gy 1600 va Sofotv anaved-
oeis, lowg o kaipds yia anavidoeg va pnv éxer épBer akdpa — eipaote oty apyn evig Kavoupyiou aiva
kau npogavess piag kavolpyag enofi. AMd an’ 6,u galverar elvar ot Paciké va Siatunwhouv epe-
ioelg kal pdhota katd 1010 Tpdmo, chote ol pehlovkég anavrrices va efval Suvarés, Abhwote 1o va Sia-
WNGEIG 0wotd pia epditnon efvat ok mo Siokoko and to va v anavrices. Kébe naisf priopel edko-
Aa va kdvel noAG epwiceg, 0T onofeg kat o1 mo cogoi éouv pévo pia andvinon: ook, AMG noo
efvai 10 owot6; Tows 1o avtifieto tou cwotol va pnv eivar To AdBog aAkd kdu Ao omoTd.

BAATEP ITOYXINEP
Kabnynuig, Avamdnpeouig Mpéebpog Tipatog @earpay Enoubdv

First International Conference
Theatre and Theatre Studies in the 21* century
(University of Athens, 28 September — 1 October 2005)

Objectives
Recent theatre praxis is questioning the holistic approaches of theatre theory, as structuralism and semiorics, and
has already relativized in some sense every single element of the performance as communicative event between
actors and spectators. Specifically terms as code, message, encoding and decoding, semantics, meaning, plot,
character, role etc. as well as communication irself as a describable process on stage and between stage and
audience are notany longer unquestionable and self evident factors of analysis. The revolurion of theatre makers
against theatre theory and the new open forms of practice, sometimes crossing the traditional borderlines of
the conventional theatrical situation may be possibly summarized in slogans as “no more theories”, “take your
hands off the mystery of performance”, “let theatre makers create freely” and so on. This new situation has a
significant im pact on furure theatre theory, on the term “theatre” itself and on theatre studies as well.

Postmodern particularism sheds also new light on theatre historiography, which after an a-historic period
is again in the centre of attention and interest. The integral models of evolutionism have given place to more
particular and differentiated methodologies, emphasizing now more on the personality and the individual
narration of the historiographer — there are only histories of theatre, not justa single one — and focusing on
breaks, cuts and new beginnings in the imaginated continuum of evolution. The positvist optimism of the
possibility of reconstructing performances of the past now is limited down to the ability of documenting just
the aesthetic norms of theatre production and reception of a certain period or genre,

In the changes of the canon of repertoire, stressing out today intercultural performance, post-colonial



drama and theatre practice in the Third World in general, some periads of theatre history seem to be more
actual than others: this is happening for instance in the case of the revival and receprion of Ancient Greek
Drama, which holds today a significant percentage of the global reperroire played worldwide and is worth
greater and more intensive efforts of scholarly research. Classical philology admits that recent interpretation
of theatre makers and staging in front of a contem porary audience may show the traditional texes in some
new light, as well as theatre practitioners understand that the scholarly tradition of commenting and interpreting
these texts is not just paperwork done behind the closed doors of universities, The problems of translation
are today more actual than ever.

Closely connected with the restructuring of theatre studies on the pre- and posigraduate level is also the
question of satisfactory absorption of the alumni by the business market, - theatrologist as an occupation and as
an profession. The situation in every country is remarkably different. What stracegy should theatre studies follow?
Should the curriculum be more closely orientated to professional conditions and the needs of the market, or is
theatre education a worthy goal in itself, independent from changing strucrures of economy and culture? Are
universities institutions of fabrication of diplomas without response on the labor marker, or threshholders of
education ideals which should resist farming compromises with the every changing funcrions of theatre in society?

Theatre in education may profit from the new reservoir of open forms of performances, between free
role-playing, psycho-drama, rewriting society and history in improvised plays staged by children, pupils and
students, revolting against and deviaring from traditional school performances. A numerous international
bibliography on this topic written by psychologists, pedagogues, thearre theorists and actors is growing daily.

This congress will mostly try to put questions, not so much to give answers. Maybe the rime for answers
has not come yer — we are in the beginning of a new century and obviously of a new era. But it seems very
essential to formulate questions in such a way, thar future answers are possible. To put a right question isa more
difficult task than to answer it. Every child can easily ask a lor of questions, where the wisest men have only
one answer: silence. Bur what is the right thing? May be the opposite of right is not false, bur another right.

WALTER PUCHNER
Professor, Vice-President of the Department of Theatre Studies

Premier Congres International
Théitre et études théitrales au seuil du XXI™ siécle
(Université d’Athénes, 28 septembre — ler octobre 2005)

Objectifs

La praxis théirrale récente met en doute les approches holistiques dela théorie du drame, telles que le structuralisme
etlasémiotique. Par ailleurs et, dans un certain sens, elle a déja relarivisé chacun des éléments de la représentation
en tant que fait de communication entre les acteurs et les spectateurs. En particulier, des termes tels que: code,
message, encodage et décodage, sémantique, signification, intrigue, personnage, réle, etc., ainsi que la
communication elle-méme en rant que processus descriptible se déroulant sur la scéne er entre la scéne et le public
ne constituent plus de facteurs d'analyse fiables, allant de soi ni vérifiables. La révolte des gens du thétre conrre
la théorie et les nouvelles formes liminales de pratique qui, parfois, vonr au-deli des frontiéres traditionnelles de
la situation théitrale conventionnelle, pourrait éue résumée en quelques slogans—étiquettes, tels que «s'en est fini
des théories», «bas les mains du mystére de la représentation», «laissez les gens du théitre créer en route libertén,




etainsi de suite. Cette nouvelle situation a un impact significatif sur toute théorie fture visant le thétre, sur le
terme de «théirres lui-méme ainsi que sur les études portant sur cet objet.

Le particularisme postmoderne éclaire d’une nouvelle lumiére Ihistoriographie du thétre qui, aprés une
période anhistorique, se trouve 4 nouveau au centre de I'attention et de I'intérér. Les paradigmes de
I'évolutionnisme ont cédé la place 4 des méthodologies plus spécifiques et différencides, qui metenta présent
I'accent sur la personnalité et la narration individuelle de I'historiographe — il existe des hisoires du théitre
et non une seule — et concentrent leur attention sur les interruptions, les ruptures et les nouveaux commencements
dans le continuum imaginé de I'évolution. L'optimisme positiviste qui considérait qu'il érait possible de
reconstituer des représentations du passé sc voit, a pressent, limité i la capacité de ne documenter que les normes
esthétiques de la producrion théirrale et de I'accueil se rapportant 4 une période ou un genre précis.

Dans les changements du canon du répertoire, qui metrent actuellement en évidence les représentations
interculeurelles, le théitre et la pratique thérale post-coloniaux au Tiers Monde en général, certaines périodes
de I'histoire du théitre semblent érre plus d'actualité que dautres: C'est, par exemple, le cas en ce qui concerne
l'intérée renouvelé et la réception du théitre grec ancien qui, de nos jours, représente un pourcentage significatif
du répertoire qui est joué dans le monde entier et qui mériterair que des effores plus importants et plus intensifs
de recherche spécialisée lui soient consacrés, La philologie classique admet que I'interpréation récente proposée
par les gens du théitre et la mise en scéne présentée au public actuel peuvent jeter quelque nouvelle lumiére
sur les anciens textes en méme temps que les acteurs du théitre comprennent que la tradition érudite du
commentaire et de I'interprétation de ces textes est plus qu'un travail de paperasse mené derriére les portes
closes des Universités. Les problemes de traduction sont, de nos jours, plus d’actualité que jamais.

Parmi les questions érroitement liées aux études de thétre, aux niveaux aussi bien du premier que du troisiéme
cycle, figure celle de l'absorprion & un taux satisfaisant des anciens édiants par le marché de l'em ploi, -4 savoir,
la question du spécialiste du théitre en tant qu'occupation et profession. La situation présente des différences
significarives entre les pays. Quelle devrait étre la seratégie poursuivie par les éudes de théiere? Le programme
des cours devrait-il étre orienté vers les conditions professionnelles et les besoins du marché ou bien 'éducation
au théitre peut &tre un but ayant sa propre valeur, indépendamment des strucrures économiques et culturelles
qui changent? Les Universités, sont-elles des établissements de fabrication de diplémes qui n'ont pas leur
contre-partie sur le marché de I'emploi? Ou bien, sont-elles les gardiens des idéaux de I'enseignement qui
devraient résister aux compromis avec les fonctions en constant changement du théitre dans la sociéé ?

Dans le domaine de I'enseignement, le théitre pourrait profiter du nouveau réservoir des formes ouvertes
de représentations, entre le libre jeu de réle, le psychodrame, la réécriture de la société et de Phistoire dans
des pieces improvisées par les enfants, les éléves et les étudiants, dans un mouvement de révolte contre et
d’éloignement par rapport aux représentations scolaires traditionnelles, De nom breux travau de psychologues,
pédagogues, théoriciens et acteurs du théitre viennent tous les jours enrichir la bibliographie internationale
portant sur cette question.

Ce congres, & notre avis, s'efforcera surtout de poser des questions et pas tellement de donner des réponses.
Peut-étre que le temps des réponses n'est pas encore i —nous sommes au début d’un nouveau siécle et, de
toute évidence, d'une nouvelle ére. Mais, il apparait particuliérement imporeant de formuler les questions de
maniére 4 ce que les réponses futures soient possibles et non a priori exclues. Poser la bonne question est une
tache plus difficile que d'en formuler la réponse. Les enfants peuvent poser plein de questions tandis que les
sages n'ont qu'une réponse: le silence. Mais, quelle serait la réponse correcte? Il se pourrait que le contraire
de «correct» ne soit pas «faux» mais quelque autre «carrect.

WALTER PUCHNER
Professeur, Président Suppléant du Département d'Frudes Thérales
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20.00":

Evapkuipia Zuvebpia

Opening Plenary Session
Séance plénitre d’ouverture

Tetaprn, 28 ZentepPpiov 2005
Wednesday, 28 September 2005
Mercredi, 28 Septembre 2005

IMavemaoripio ABnvedv, Kevipixé Kripio, Aiffouoa Tedetdw
University of Athens, Central Building, Ceremony Hall
Université d’Athenes, Bitiment Central, Salle des Cérémonies

Yrnodoyn v EuveSpwv
Welcoming of participants and registration / Accueil des participants et inscription

Tehett avaydpevong tou kabBnynth Marvin Carlson oe enfupo &i8dxropa tou Tpapatog
@earpikcdv Enoubdv wou Mavemotnpiou Anvav

Ceremony awarding the title of Doctor Honoris Causa to Professor Marvin Carlson by
the Department of Theatre Studies of the University of Athens

Cérémonie de nomination de M. le Professeur Marvin Carlson au titre de Docteur Honoris
Causa par le Département d’ Erudes théitrales de 'Université d’ Athénes

"Evapén tev epyaoidv tou Zuvebpiou ané tov [pitavn tou [avemotnpion ABnviy,
kabnynt Fedpyro Mnapmviden

Formal opening of the Congress by the the Rector of the University of Athens,
Professor Georgios Babinioris

Allocution formelle d’ ouverture du Congrés par Le Recteur de 'Université d’Athenes,
Monsieur le Professeur Georgios Babiniotis

Xaipeuopol / Welcoming Adresses / Allocutions:

* Kafinyntiig @eobborog [eheypivng, Koopritopag ®ihocopikng Eyohnic / Professor
Theodosios Pelegrinis, Dean of the School of Philosophy / Monsieur le Professeur Theodosios
Pelegrinis, Doyen de la Faculté des Lettres

* Kabnyntic Znipog A. Evayyehdroc, [Tpdebpog rou Tppatog @satpikdy Znouddv /
Professor Spyros A. Evanghelatos, President of the Department of Theatre Studies / Monsieur
le Professeur Spyros A. Evanghélatos, Président du Département d’ Erudes théirrales

* Kafinynuig Bakeep [ lotyvep, Avaninpartic IpdeSpog tou Tiaparog sarpixav Lnouby
/ Professor Walter Puchner, Vice-President of the Department of Theatre Srudies / Monsieur
le Professeur Walter Puchner, Président Suppléant du Département d’Erudes Théirrales

Acetiwon / Reception / Réception

12 2 —ar 22
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[Tépmrn, 29 EentepPpiov 2005
Thursday, 29 September 2005
Jeudi, 29 Septembre 2005

Havemarripo Abnvav, Kevipiké Kuipio, Apgibéatpo lwdvvng Apaxémouocy
University of Athens, Central Building, Auditorium “loannis Drakopoulos”
Université d"Athénes, Bitiment Central, Amphithéitre «loannis Drakopoulos»

Ocwpia rou Bedrpou - Owerg g Pearpixris 1otopiag xar 1otopioypagpiag
Theories on theatre - Aspects of theory and historiography
Autour de la théorie du drame - Questions d” histoire et d’ historiographie théitrales

Hpwivii Zuvebpia / Morning Session / Séance du matin

ITpdedpor: Marco de Marinis, Badtep Totgvep
Presidents / Présidents: Marco de Marinis, Walter Puchner

10.30°-10.50": Marvin Carlson

“The impact of new digital technology on theatre research”

10.50°-11.10": Stratos Constantinidis

“The emotional problem in the theatre and the courtroom”

11.10-11.30": Claudine Elnécavé

«Quelques réflexions sur les métamorphoses de la theoric de la mise en scéne»

11.30°-11.50": J. Michael Walton

“Crisis, whar crisis?”

11.50-12.10": Zu{nnon / Discussion
12.10-12.30": Asdherppa / Coffee break / Pause café

IIpdebpor: Marvin Carlson, Zmépog A. Evayyeldrog
Presidents / Présidents: Marvin Carlson, Spyros A. Evanghélatos

12.30°-12.50": Lila Maraka

“Activating imagination: Myth, History and Literature, Memory and Remem brance as
material in a Theatre of Images. A tendency of contemporary theatre with reference
to the works of Heiner Miiller”

12.50"-13.10"; Zoé Samara

«Routine dénuée d’art (ou Qui a tué la Théorie?)»

13.10"-13.30": Anna Tabaki

«La réceprion et ses méamorphoses: 'exemple grec moderne»

13.30'-13.50": Walter Puchner

“Historiography of theatre after evolutionism and formalism. The Greek case”

13.50"-14.10": Zulshnon / Discussion
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BOcwpia tou Oedipou - Owerg g Bearpixric 10topiag ka1 iotoproypagpiag
Theories on theatre - Aspects of theory and historiography
Autour de la théorie du drame - Questions d” histoire et d’ historiographie chéitrales

Anoyevpauvh ZuveSpia / Afternoon session / Séance de 'aprés-midi

17.00'-17.20":

17.20'-17.40":

17.40'-18.00":

18.00'-18.20":

18.20"-18.40":
18.40'-19.00":

19.00-19.20":

19.20°-19.40":

19.40°-20.00":

20.00'-20.20":

20.20'-20.40":

[Ipdebpor: Zwn Lapapd, Stratos Constantinidis
Presidents / Présidents: Zoé Samara, Stratos Constantinidis

Georges Pefanis

«Le maitre omniporent de la scéne: aspects et limites de la métaphore théitrale au début
du XX sigclen

Kyriaki Petrakou

“Appeal of Modern Greek Theatre abroad. The case of Nikos Kazan tzakis”

Sirkku Aaltonen

“Does the Eel Have Gender? Processes of interpreration in the translation into English
of three plays by Laura Ruohonen™

Pirkko Koski

“Anna Liisa”

Eulstnon / Discussion
Awdheippa / Coffee break / Pause café

[Tpdedpor: LaPag INarearibng, Oliver Taplin
Presidents / Présidents: Savas Patsalidis, Oliver Taplin

Kalina Stefanova

“Theory vs Theatre”

Erika Fischer-Lichte

“Culure as Performance. Defining a concept of Performance”

Henri Schoenmakers

“I.am the other (sometimes). The dynamics of involvement processes during the reception
of thearrical events”

John Somers

“Creating a Bridge: interactive theatre and audience involvement”

Zulditnon / Discussion




ITapaoxevn, 30 LZentepfpiou 2005
Friday, 30 September 2005
Vendredi, 30 Septembre 2005

Havemouipio Abnvev, Kevipixs Kripio, Apgifiéatpo «lwdvvng Apaxénouogs

University of Adhens, Central Building, Auditorium “Toannis Drakopoulos”

Universicé d’Athénes, Bitimenc Central, Am phithéitre «[oannis Drakopouloss

09.30°-09.50":

09.50"-10.10":
10.10°-10.30"

10.30°-10.50":

10.50°-11.10":
11.10°-11.30"

11.30"-11.50":

11.50-12.10":

12.10°-12.30":

12.30"-12.50":

12.50'-13.10":
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Avafiwon ka1 npéehnyn rou apyaiow eAdnvikot Spdparog
Revival and Reception of ancient Greek drama
Renouveau et réception du théitre grec ancien
[paivii Luvebpia / Morning Session / Séance du matin

Ipéebpor: Henri Schoenmakers, EAévn ®eood-Eppavourih.

Presidents / Présidents: Henri Schoenmakers, Helen Fessas-Emmanouil

Herman Altena, Platon Mavromoustakos

“Hard Data —Tricky Numbers: Quantitative research and some comparative results
concerning modern productions of ancient drama”

Jose Luis Navarro

“Ancient greek drama in spanish secondary school»

Maria de Fatima Silva

“The Nurse. An Euripidean motif in the production of Hilia Correia”

Freddy Decreus

“The POMO interpretation of Greek tragedy in Europe”

Zulsimon / Discussion
Awdheyppa / Coffee break / Pause café

[Tpdedpor: J. Michael Walton, Naoog Bayevig

Presidens / Présidents: ]. Michael Walton, Nasos Vayenas
Kaiti Diamantakou
«La réception de la Comédie Nouvelle et Romaine par la scéne Greeque moderne: sur
les traces d une absence brillantes
«La Tragédie au Festival d’Athénes (1955-1960). Promation du tourisme ou nouvelles
quétes esthétiques?»
Helen Fessas-Emmanouil
“Eve Palmer-Sikelianos: her contribution to the staging of ancient Greek drama”
Spyros A. Evanghelatos
«Aspects contemporains du renouvellement du drame grec antique»

Lu(dtnon / Discussion



Avafiwon ka1 npéodnyn tor apyaiou ednviket Spdpatog
Revival and Reception of ancient Greek drama
Renouveau et réception du théitre grec ancien

Anoyevpauvii Zuvedpia / Afternoon session / Séance de I' aprés-midi

Ipéedpor: Thdrwy Mavpopototakoes, David Wiles
Presidents / Présidents: Platon Mavromoustakos, David Wiles

17.00°-17.20": Carol Gillespie - Lorna Harwick
“Theory and pracrice in researching Greek drama in modern cultural contexts”
17.20"-17.40": Ketevan Gurchiani
“Sophocles in 20* century Georgian theatre; Revival and Reception of Ancient
Greek Drama”
17.40°-18.00": Dina Mantceva
aLes tragédies grecques dans I'interprétation de la dramaturgie symbolistes
18.00"-18.20": Chara Bakonikola
«Deux Phedres “bourgeoises” du XXeme siecle

18.20'-18.40": Tulhnon / Discussion
18.40-19.00": Aiddeppa / Coffee break / Pause café

1pdedpor: Erica Fischer-Lichte, Afha Mapdxa
Presidents / Présidents: Erica Fischer-Lichte, Lila Maraka i

19.00°-19.20": Keti Nadareishvili
“Medea on the Georgian scene”
19.20°-19.40": Savas Patsalidis
“Lang-scapes of Death, Inscapes of Memory: The Politics of the (Dis)Embodied Self
19.40-20.00": Cleo Protokhristova
“The Bulgarian Oedipus”
20.00"-20.20": Bernd Seidensticker
“Satyroi redivivi, The Reception of the Cyclops on the Modern stage”

20.20°-20.40": Zulrinon / Discussion
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EZaBBaro, 1 OxtwPpiov 2005
Saturday, 1 October 2005
Samedi, ler Octobre 2005

Iavenotipio Abavisv, Kevepixd Kuipio, Apgiféarpo «Jaxivvng Apaxénovogs

University of Athens, Central Building, Auditorium “foannis Drakopoulos”

Université d’Athénes, Batiment Central, Amphithéitre «loannis Drakopoulos»

09.30'-09.50";

09.50'-10.10":

10.10°-10.30":

10.30'-10.50":

10.50°-11.10":

11.10°-11.30":

11.30-11.50'":

11.50-12.10":

12.10°-12.30":

12.30'-13.00":
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Avapivon ka npéoAnyn 1ov apyaiou eAinvikod Spdparog
Revival and Reception of ancient Greek drama
Renouveau et réception du théitre grec ancien

IMpwivit Zuvedpia / Morning Session / Séance du matin

IIpdedpor: Steve Wilmer, Kupiaxd [Netpéxou
Presidents / Présidents: Steve Wilmer, Kyriaki Petrakou

Graiyna Golik-Szarawarska,

“Christianization of antiquity in the tragedies of Sophocles translated

by professor Tadeus Zielinski”

Dmitry Trubotchkin

“Theatre theory and practice working together: ancient drama in post-revolutionary
Russia and in the beginning of the XXI century”

Nourit Yaari '

“Greek tragedy on the Israeli stage”

Chrysothemis Vassilakou

«La réception du théitre grec ancien dans le bassin oriental de la Méditerranée:
le cas de Smyrne et d’Alexandrie (19 sidcle: début du 20e siecle)

Zulntnon / Discussion
Aréherppa / Coffee break / Pause café

ITpoedpoi: Bernd Seidensticker, Kaftn Aiapavrdxou
Presidents / Présidents: Bernd Seidensticker, Kaiti Diamantakou

Oliver Taplin

“How the lyric passages in tragedy are handled by Seamus Heany and some other
recent translators into English”

David Wiles

“Practice and Theory in the teaching of Greek theatre”

Steve Wilmer

“Women in Greek tragedy: Reconsidering the Misogyny of the Classics”

Zuldmon / Discussion



Hpoomuxés twv Oeatpixdv onouday - @éatpo kar exraiSevon
Perspectives of theatre studies - Theatre and education
Stratégie et perspectives des études théitrales. Théitre et éducation

Amnoyevpauvi Zuvebpia / Afternoon session / Séance de I'aprés-midi

16.30'-16.50";

16.50"-17.10";

17.10°-17.30";

17.30-17.50":
17.50"-18.10";

18.10°-18.30":
18.30°-18.50"

18.50°-19.10":

19.10°-19.30":

19.30'-21.00":

21.00"

Ipéebpor: Maria de Fatima Silva, Xpuobé8epug Baothdxou
Presidents / Présidents: Maria de Fatima Silva, Chrysothemis Vassilakou

Evelyne Ertel

«Les Etudes Théitrales 4 'Institur d’ Erudes Thérrales de Paris 11I- Sorbonne Nouvelles
Chantal Hébert

«Une pratique théitrale actuelle: Le théirre de I'image»

Marco de Marinis

«Le XX* siécle et les Erudes Théitrales: questions méthodologiques»

Eulfitnon / Discussion
Aséhesppa / Coffee break / Pause café

Ilpdebpor: Evelyne Ertel, Avva Tapndkn
Presidents / Présidents: Evelyne Ertel, Anna Tabaki

Iréne Perelli - Contos

«Une approche pédagogique du théitre 4 I' Universicé»
Iréne Roy

«Un outil pédagogique de création: Les Cycles Reperen
Don Rubin

“The future of Theatre Studies: dim and darkening”

Zulritnon / Discussion

Erpoyyuré Tpané(s / Round Table / Table Ronde:

“Theatre and Theatre Studies in the 21 century / Théétre et érudes théirrales au seuil
du XXTI*™ siecle”

Moderator / Modérateur: Walter Puchner

Participants: Marvin Carlson, Stratos Constantinidis, Spyros A. Evanghélatos,

Erica Fischer-Lichte, Henri Schoenmakers, Oliver Taplin, Michael Walton

Téhog twv epyaoidv / Closing of the Proceedings / Cléture des travaux




[TEPIAHWEIE / ABSTRACTS / RESUMES

Marvin Carlson
The impact of new digital technology on theatre research

The rise of digital technology presents both rich possibilities and formidable challenges to theatre
researchers. This paper will consider several of the ways such technology is already enhancing thearre research,
particularly in the digiralization of archival material, as seen in such projects as the digital archives of m edieval
material in major libraries in France and the Netherlands, the development of hypertext archives such as the
Global Performing Arts Consortium, and the creation of virtual thearre spaces as in the European Theatron
and performances, as in the Virtual Vaudeville developed at the University of Georgia. | will providea detailed
description of the Virtual Vaudeville, perhaps the most am bitious such project so far created. [ will conclude

by considering some of the major challenges presented by digital technology, especially those of related to
preservation of material, rapid obsolescence of formats and ongoing access to material.

Stratos Constantinidis

The emotional problem in the theatre and the courtroom

The main role that emotions play in the theatrical experience —for both performers and spectators— has
had its critics (from Plato to Brecht) and its apologists (from Aristotle to George Lucas). In recent decades,
emotions rein supreme not only in “fiction shows” but also in “reality shows,” including “reality shows” such
s televised courtroomwork performances in series like Judge Judy, Judge Joe Brown, or Judge Mathis. The
legal filters designed to suppress emorions fail repeatedly to keep courtrooms free of emotions. Judges and
contestants in the “reality shows” bring their emotions (anger, revulsion, sorrow, hatred, vengeance, pity; fear,
compassion) to the courtroom and their “performances” are overtly or covertly evocative. In this talk T will
briefly analyze the com parative role thar emotions play in the theatre and the courtroom, and will tackle two
questions: If emorions are in part instincrive and in part cognitive, does this mean that em otions are malleable
to developing new cognitive understandings and experiences? If so, what are some of the new understandings
and experiences that “fiction shows” can offer but “reality shows” cannot.

Claudine Elnécavé
Quelques réflexions sur les métamorphoses de la théorie de Ia mise en scéne
Le sujet que j'ai choisi est assez com plexe. Un coup d'ceil jeté sur les différentes théories, démontre une
mutation de la mise en scéne, représentation visuelle du texte théitral,

Les questions épineuses qui se posent sont: Oti en est la mise en scéne aujourd’hui? Peut-on parler d” une
théorie ou des théories?
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Je ne prétends pas donner de réponses mais plutdt d’essayer de mettre en lumitre les problémes que pose
la mise en scéne, & savoir par quels procédés les merreurs en scéne ouvrent-ils un éventail de possibilités.

J. Michael Walton

Crisis, what crisis?

Is Theatre Studies in crisis? The theatre is always in crisis and probably the berter for ir. My aim in this
paper will be to look at any ‘crisis’ in Theatre Studies, less in terms of the potential for failure which that term
might imply than in the purer sense of the ancient Greek krisis, judgement, interpretation, decision. What
are the areas of study and research which will carry Theatre/Drama forward in a time of cultural upheaval,
as a legitimate discipline in its own right, rather than as a cross-disciplinary offshoot of literary theory,
psychoanalysis, linguistics, anthropology, philosophy or cultural studies? Is there a necessary link to professional
training? What should be the relationship between an academic system and the world of the professional
performer if they are to be mutually supportive?

Lila Maraka
Activating imagination: Myth, History and Literature, Memory and Remembrance
as marerial in a Theatre of
A tendency of contemporary theatre with reference to the works of Heiner Miiller

Starting point for this topic is the observation thar in contem porary theatre there is a tendency to be
distinguished which prescribes a course of future development: The dispute of the binding priority of the
word in favor of a theatre of descriptive picture, which aims to activare the imaginarion of a public participating
in the production of the final artistic work, which is the theatrical performance. In order to achieve this resule
it is necessary that the picrures, which come as proposal from the crearive imagination of the artist, have a
correspondence to the receiver recalling coherently new pictures. For this purpose theatre elaborates marerial
which is drawn up from the tank of the whole human heritage (as it is Myth, History, Literature etc.), while
memory and remembrance, as well in personal as in collective level, is elevated to the main lever of the roral
effort. Subsequently using as example the works of the German author Heiner Miiller it is atempred to
illustrare this procedure which, by drawing up material from the tank of common deposit, engenders coherent
pictures which concern the present time of every performance. In this manner the play contains the possibility
of going beyond the present time of its creation, since in furure performances always a new public will
participate in the production with all its new, enriched experiences,

Zoé Samara
Routine dénuée d’art (ou Qui a tué la Théorie?)

Assis & 'ombre d'un haur platane — scéne trés rare dans les écrits de l'antiquité grecque —, Socrate et
Phedre examinent un discours de Lysias. Le philosophe se demandesi la rhétorique est un art ou, au contraire,
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un exercice mécanique, une espece de routine, car I'art des discours n'est pas digne de son nom il n'est pas
attaché  la Viérité (Phédre 260e). Il oppose  la rhétorique devant les tribunaux une rhétorique philosophique.
Selon lui, Phedre sera incapable de parler de quoi que ce soit §'il n'a pas d'abord « dignement philosophé »
(261a). Or, beaucoup de théitrologues ne croient pas que le théitre puisse étre un objet d’analyse, oubliant
que le mot analyse est un terme philosophique (voir, par exemple, la logique générale de Kant, la phénoménologie
d"Husserl): le mot analyse marque le retour au point d’origine, la remontée de la conséquence au principe,
du spectacle 4 la théorie du specracle.

Apres la mort de lauteur et de ses prédécesseurs, la Théorie a célébré la mort de I'oeuvre. Alors, il est
temps que I'empire de la Théorie s'effondre (cf. Theory’s Empire. An Anthology of Dissent, New York,
2005). Tour d'abord, rem plagons Théorie par théories. Et 4 la place de I'lm pératrice, il yaura, il ya déj, un
vide intellectuel.

Il se peut que la meilleure théorie du théitre soir écrite par les praticiens du théacre. Sileur spectacle réfute
leur théorie, nous autres « théoriciens » nous avons beaucoup 4 gagner, car la théorie devient un intertexte
négarif du produit artistique. Nous devenons alors témoins de la naissance d’un arr authentique.

Lart oratoire, dit Socrate i Phedre, est une psychagogie (261a), 4 la fois « récréation » et « une fagon de
mener les dmes ». Pourquoi le plaisir devant le texte a-t-il disparu? Pourquoi I'ime ne participe-t-elle pasd la
réception de 'oeuvre d’art? Er enfin, qui veur wer la Théorie?

Anna Tabaki
La réception et ses métamorphoses: I'exemple grec moderne

Partant de quelques réflexions préliminaires, qui mettront notamment 'accent sur la pauvreté ou méme
Pinexistence d'érudes herméneutiques concernant la dramaturgie grecque moderne dans sa diachronie,
examinée surtout en tant que genre, 4 l'exception de deux cas limitrophes — i savoir Iere de la Renaissance
créroise et la production contemporaine (deuxiéme moitié du XXe siecle), I' auteur essaiera de focaliser
l'incéréc de sa communication sur la question cruciale de la réception et de la polymorphie que celle-ci révele.

En se basant sur le matériau polyvalent offert par le cas grec, pendant que l'activité théitrale se déployait
dans une aire culturelle aux frontiéres géographiques quasiment fluides et élargies, €mergeant en tant qu'une
notion de modernité dans la sociéeé balkanique d’alors aux tenants traditionalisres (XVTI]e siecle), et formant
son noyau d'ceuvres dramariques par rapport au discours idéologique fortement motivé qu'a cultivé le nouvel
Erar grec (XIXe, début du XXe siécle), 'auteur va s'interroger sur la validicé de Tapplication de cerrains
concepts, comme les «analogies», les «parallélismes» ou chomologies» entre cultures, les affiniés éclectiques
déterminées, ou enfin ce qu'on a défini plus tard et en d’autres termes, comme I'chorizon d'atrentes et Penjen
de I'esthétique. C'est en particulier le ‘discours préfaciel’ qui sera exploité ici, servant de paradigme 4 la mise
au point d’une réceprion, tantér limitée et timide, tantét dynamique, se révélant dans la plupare de cas
éclectique, s'efforgant d” activer, 4 maints niveaux (esthétique, idéologique, stylistique), les éléments qui
attribueront au théitre grec moderne sa physionomie et sa spécificité.

En guise de conclusion, on pourra réfléchir, a Iére justement de la postm odernité, sur Putilité d’ une approche
comparative, ayant comme exem ple un terrain d’investigation multi-culturel et polymorphe de sa narure, comme
il estsitué & un carrefour de civilisations, formant des noyaux-satellites dans le bassin oriental de la Méditerrande
etles centres de la diaspora en Occident, et transpercé d'une dichotomie capitale entre le bagage idéologique
de son patrimoine antique et sa soif, son besoin pour incorporer la modernité.
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Walter Puchner
Historiography of theatre after evolutionism and formalism. The Greek case

This shore communication tries to formulate some thoughts on theatre historiography after the interregnum
of mainly a-historic approaches, The absence of evolutionistic concepts and the postmodern aversion to any
holistic views seem to give way to a new emphasis on ruptures and turning points instead of the presentation
of history as a harmonious continuum. The history of Modern Greek thearre from the Renaissance to the
end of the 20" century is a good example for this new way looking at theatre history, because there are at least
four main breaks of conri nuity after Antiquity: Byzantium, the end of the Cretan theatre of Renaissance and
Baroque in 1669, the turning point of 1800 and the deep rupture between the 19* and 20 century in ca,
1900. In this way the history of Modern Greek theatre is not really in danger the reproduce evolurionistic
concepts. Actually, it has to be written a new due to the many discoveries of recent research: of new facts,
texts, performances, actors, theatres and details of thearre life. Thar means that consequenty all the older histories
of Modern Greek theatre are definitely out of dare and, as it seems, this history is much more im portant than
it has been considered before. Furthermore, it is also “postmodern” in the sense that it take place in a
geographically decentralised way on entirely different language and style levels following various dram aturgical
models, the performances are undertaken by socially and artistically very different actors in the frame work
of distinctive ideologies and adressed to inhom ogenous audiences.

Georges Pefanis

Le maitre omnipotent de Ia scéne: aspects et limites de la métaphore théitrale
au début du XX siécle

La méraphore thé4rrale est présente dans la configurarion de I'esprit européen du moment que la premiere
forme de I'art théirral et de la réflexion philosophique apparussent dans la Gréce. Le XXéme sitcle a souvent
exploité les aspects de la méraphore théirrale de plusieurs manieres et dans des champs scientifiques divers:
dans la sociologie de la connaissance et des réles et dans la critique des Médias ou dans 'anthropologie
herméneurique et la thérapie, de telle fagon que la distinction du théitre de la vie quotidienne soit difficile.

Dans cette perspective, on va présenter huit critéres pour la différenciation de deux mondes (répétitivité,
réflexivité, interaction ouverte, participation, corporéité, autonomic du discours scénique, disjonction du
monde extérieur, engagement moral), qui permetrent en méme temps la formation des régions communes
ot les érudes théitrales peuvent créer des cadres de recherche et des champs nouveaux de réflexion,

Kyriaki Petrakou
Appeal of Modern Greek Theatre abroad. The case of Nikos Kazantzakis
In this paper the condensed results of two long research programs, which produced two self-contained
publications, are presented combined. As far as the appeal of Modern Greek Theatre abroad is concerned,

judging by translations of modern Greek plays and performances in foreign countries in translation, it can
be scen that there is a great number of both, buc still Modern Greek drama cannor be pronounced an
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autonomous artistic product in the charr of the world theatre; its presence ousside the Greck borders is still
rather  cultural procedure and marginal in theatrical life. Moreover, this presence practically started after the
Second World War and the first writer whose plays were staged in foreign countries was Nikos Kazantzakis,
possibly because of the increasing fame of his novels and poetry abroad. They are still played until today, and
that is the reason why his case is presented here. He scems to have paved the way for other playwrights to
venture into the same course,

Sirkku Aaltonen

Does the Eel Have Gender? Processes of interpretation in the translation
into English of three plays by Laura Ruohonen

Playscript interpreation in theatre translation is a heuristic problem of deciding on the potential significance
ofarange of elements on different levels of the text. It involves a search for meanings which the stage director
can use for directing characters, living people, speaking and acting in a living, for them, real everyday world.
Some meanings will be turned into signs belonging to non-verbal sign systems. In my presentation | will
look at the process of interpretation in the translation into English of three plays by Laura Ruchonen, one of
the most prominent contemporary Finnish playwrights. The process has involved both intralingual and
intersemiotic queries and the playwright herself, translators and stage directors have been involved. My
purpose in this presentation is to locate the textual elements which were deemed potentially significant for
how the plays mean and how they work in another language and culture.

Pirkko Koski
Anna Liisa

Yes, that was when I felt the lictde body twitch under my hand and then it was still. [ took my hand away
—no more sounds, life had gone out. (P. 52.)

Oh, what I would have given to have had the child there were beside me, alive again. (P, 53.)

In her play Anna Liisa, Finnish classical dramarist Minna Canth has given the lines above to the main
character, Anna Liisa, who is missing her newborn baby, killed by her in despair after secret birth in forest,
Mikko Roiha, the director of the Vaasa City Theatre’s production, has multipled the latter lines, and except
Anna Liisa, the whole village is repeatedly whispering them like a classical chorus. The lines are foregrounding
the beginning of the story-line, a tragic event in the past, and frame Roiha’s interprettion in a way which
clearly differs from the performance tradition of this classical work.

Nor only reiteration foregrounds Anna Liisa’s longing and penance. The child, who in the play gets litde
space and even that only in speech, appears onto stage in the performance. Four years have passed since her
unhappy birth and death, and she is in abour that age, passing repeatedly the stage in her white shirt. Before
the end Anna Liisa lowers tenderly her body into a kind of grave, a hole on the sloping floor, which however
gives an image of something beteer than a grave in forest. The interpretation has still one special feature more:
Anna Liisa’s figure has been duplicated into two, and two actors of faintly different character but in similar
dresses share or utter together her lines. In certain moment one shoots another, and caries alone the play out
until the end.
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Anna Liisa, writcen in 1895, has a strucrure typical to its period, where Henrik Ibsen’s influence was
apparent. The point of actack comes late in the story and everything happens in few days. Anna Liisa lives
then as a highly appreciated daughrer of a prosperous farmer and plans to marry a respectable man in the
neighbourhood, She has hided her crime and tries o forget it. Her former socially disregarded lover, after
having got some money, returns then and demands her to himself. His mother who had buried the child
follows him. When the crime is recovered, Anna Liisa’s family promises their daughter to him in order to
avoid social shame, but it would be realized only after the banns of marriage with her groom which has
already been announced to the neighbours. In this celebration Anna Liisa confesses her guilty and is ready to
go to jail, terrifying bur also winning the approval of her surrounding. This has been traditionally seen as a
religious move, contrition asking forgiveness by the others. Her groom’s lines show this clearly: “May God
be with you, Anna-Liisa. Just one word more — you are, after all, the person I thought you were from the
very beginning,” (P. 105.)

The traditional interpretation shows how the main character becomes whole, finds harmony by confessing
and atoning her sins. The child has no central role; Anna Liisa’s crime and punishment have importance. The
interpretation follows Lutheran moral codes very clearly, and except Thsen's influence, the intertextual links
to or similarities with other artworks of the original period are clear.

Roiha’s interpretation breaks in many ways the traditional model, seen on Finnish stages during a century.
Instead of a character who learns to submit God's will, becomes filled with contrition and regains her status
as a socially appreciared individual, Anna Liisd’s survival bases on killing of the contradictory character — a
part of herself — and leaving only another half, making the spectator face human destiny instead of social and
individual reconciliation. This interpretation comes closer to tragedy, and leaves the spectator in front of an
open question about choices and repentance — not punishment — in life.

Anna Liisa’ story on stage is cruel and very beautiful, and especially when it’s religious fearures have been polished
away or diluted. Roihas interpretation is very sensual and strongly embodied. Anna Liisa’s tragedy does not
concentrate on the conflict between her deed and the moral codes of her surrounding religion included. It bases
on the ultimate absence of a child, physically seen on stage. Instead of childish innocence and an unmeral man
in her early age, she had been betrayed by her own feebleness and also by her love which seems to have been real.

Since Medea, the woman who kills her child has been portrayed in different plays and on num erous stages.
What makes us enjoy this terrifying theme? Is it sim ply the Aristorelian concept of pity and terror? Is it what
Anne Ubesfeld proposes as a pleasure of the spectator, the feeling of relief that it concerns the other and not
me? | will search for an answer to this peculiarity by surveying Anna Liisa on stage, concentrating on Roiha’s
divergent interpreration and its corporeality especially. I will apply what E. Husserl and his successors have
written abour the corporeal base of the encounter between “I” and “the other” — “T” meets “the other”
primarily in perception —and how Kuisma Korhonen discusses the question of poetics and ethics, mim-
ethics, encounter and recognition. My claim is that the beauty of Roihas cruel story bases on theatre’s ability
to touch evil as another, as embodied and imaged, non-transparent, and my aim is to show that this leads
beyond good and bad, from moral concerns to more abstract ethical field.

Instead of the conflict berween Anna Liisa and sociery, Anna Liisa’s character as such becomes central:
her desire for reaching “the other” in the past — not only her child bur love as well — and through this idea
of an attainable, a question abour responsibility and liability. Roiha’s production emphasizes Anna Liisa’s
longing, contradictions in her female love and her social context which asks for destruction of her another
self. Her memory of the child becomes embodied emphatically and repeatedly. The production ends in a
traditional reconciliation and illum ination but in an untraditional context of maternal, sexual and patriarchal
contradictions. The play parts from its historical origin and approaches tragedy?
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Kalina Stefanova
Theory vs Theatre

My intervention will dwell on the role of theory in the theatre studies and in particular in the studies of
theatre criticism. The role of theory is certainly a positive one, when theory is used as a starting point. However,
when, along with a point of departure, theory becomes an ending point as well, theory could turn into a rather
stifling factor in the development of student’s creative thinking and in the mastering of their creative writing
abilities. A direction into which theatre studies are, alas, moving more and more. And this tendency is becoming
an obstacle especially in a discipline like theatre criticism. Because theatre criticism in its essence is a means of
translating the language of theatre into the language of life, and one needs to allow for a hands-on approach
or at least a balance between theory and a hands-on approach in teaching the future theatre critics.

I'll touch upon the difference berween real theorericians who have contributed enormously to the
development of theatre studies and those who just transmit other people’s theories and stop right their in their
teaching. That is: between real theory and only “chewed up” theory.

[lalso talk about the situation of theatre criticism and theatre studies in Bulgaria as a springboard of such
thoughes. While in the West the problem is a lack of sound education of theatre critics, could the opposite
be a problem roo?

Tknow my thesis could be perceived as a heretical one but the dominance of theory could deprive students
of the lively language they need to communicate with the readers/audience.

Erika Fischer-Lichte

Culture as Performance
Defining a Concept of Performance

During the last years, our understanding of cultural processes has changed considerably; and so has our
concept of culture. We do not proceed any more only from the assumption that culture has to be understood
as a text, made up of signs that has to be read as the concept of culture will have it thar dominated since the
linguistic turn in the seventies: “Culture as text”. We rather have come to understand that culture is also, if
not in the first place, performance. It can hardly be overlooked to whar an extent culture is broughe forth as
and in performances — not only in performances of the different arts but also, and foremost in performances
of rituals, festivals, political rallies, sport com petitions, games, fashion shows and the like - performances which,
in a mediatized form, reach out to millions of people. Hence it follows that the concept of performance, that
performance theory is in the centre and at the heart of all debates in cultural, social and art studies.

I shall present and explain the concept I have developed by pursuing four arguments;

A performance comes into being by the bodily co-presence of actors and spectators, by their encounter
and interaction,

What happens in performances, is transitory and ephemeral. None the less, whatever appears in its course,
comes into being hic et nunc and is experienced as present in a particularly intense way.

A performance does not transmit pregiven meanings. Rather, it is the performance which brings forth
the meanings that come into being during its course.

Performances are characterized by their eventness. The specific mode of experience they allow for is a
particular form of liminal experience.
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In the end I shall draw some conclusions regarding theatre studies, in particular the fields of theatre
historiography, performance analyses and theatricality,

Henri Schoenmakers

I am the Other (Sometimes)
The dynamics of involvement processes during the reception of theatrical events

In wraditional drama, performance and media theory, the concepr of identification is used as a rather static
concept. The dominant assum ption is that specrators identify themselves with the supposed hero in the fictional world.

In this presentation the relationships berween characteristics of the theatrical works at one hand and the
characteristics of the spectators at the other hand, will be discussed as causes for a greater diversity and more
dynamism in processes of involvement of spectators during the reception of theatrical and media events.
Identificarion is considered as just one of the possible processes of involvement.

First of all we will discuss proposals for different sub processes under the general heading of involvement,
sub processes as illusion, identification, emparhy and kinaesthetic involvement.

Secondly we will discuss the possible causes for changes in the involvement processes during reception
of theatrical events from the perspective of a single spectator.

Thirdly we will discuss how the relationships between characreristics of theatrical events and the characteristics of
spectators may cause differences in the kind of involvement processes of involvement for different groups of specrators.

John Somers
Creating a Bridge: interactive theatre and audience involvement

Interactive theatre consciously attempts to create a bridge berween audience mem bers and the fictional
story enacted. This presentation will deal with such marters as pre-performance audience engagement; audience
as active witness; audience exercising concern and responsibility; moving from the specific narrative to the
general context, and ‘the well-made play’ in relation to interactive thearre. It will explore ways in which this
process works, drawing theory from the presenter’s long experience of interactive theatre. The presentation
will use a case study of a six-month English tour of the play, On the Edge which deals with mental illness,
drawing on extensive research outcomes from a comprehensive evaluation of the play’s effectiveness. I will
claim that, unlike most forms of theatre, this kind of interactive theatre aims ‘to do a specific job’ and, once
this is defined, the skill of the theatre team is to make sure thar job is done.
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Herman Altena - Platon Mavromoustakos

Hard Data — Tricky Numbers: Quantitative research and some comparative results
concerning modern productions of ancient drama

The paper is based on the quantitative elaboration of several archival sources of performances of ancient
drama due to research work done by the European Network of Research and Documentation of Performances
of Ancient Greek Drama (Arc-Net) and the Archive of Performances of Greek and Roman Drama (APGRD).
These sources show a vast increase in the number of performances of ancient drama in the last quarter of the
20" century. However, when this general increase is compared to evidence from the theatre practice in The
Netherlands and Greece, a more nuanced picture emerges. Factors thar affect the general image comprise
such issues as: what constitutes the classical repertory, what is a theatre or media event, and how is the
performance of ancient drama determined by production circumstances?

Jose Luis Navarro

Ancient Greek drama in Spanish secondary school

Theatrical education is nearly absent from Spanish curriculum. 2 hours a week at the age of 16 as a kind
of workshop is the only possibility the scholars have to be in touch with theatre. Theatrical practice must be
achieved away from the scheduled timetable.

Some schools have been successfully working in the field of classical Spanish theatre together with ancient
classical drama (Greek and Latin). Since 1981 a big event has been taking place in Segobriga, an ancient
roman town 100 km away from Madrid. A School Festival of Ancient Drama started then and spread out
t some other roman theatres in Spain. Nearly 100.000 students attend the performances every year in sprig-
time. Tragedies and comedies are performed by scholars and students. A small book including the text with
an introduction is given to those scholars attending the Festival. Young people, so, will have the chance of
being better instructed having the real possibility of reading, watching and performing Ancient Drama.

The Nutse. An Euripidean motif in the production of Hilia Correia

In her play about Antigone and Helen, Hilia Correia puts in evidence the role of the Nurse. In its main lines,
the Portuguese author follows the ereator of Medea's and Phaedra’s Nurses; she puts them in connection with their
mistresses and shows the great influence they have in the fate of the family's house. But making their interference
stronger, Hilia gives them the narure of a true daemon, a kind of shadow of 2 human being, in life and death.



Freddy Decreus
The POMO interpretation of Greek tragedy in Europe

Post- modernism introduced an epistemological and ontological doubr thar no longer considered the western
subject the unique center of humanism. From the Renaissince, the start for the ‘modern age' onwards, many attem prs
were made to justify a certain type of knowledge and rational discourse that resulted into the unique value of Western
civilization (Descartes, Aufklirung, Marxism, phenomenology, philosophical idealism ). Today, however, all
totalizing narratives no longer seem valid. That is why post-modernism is out to find new solutions for philosophical
doubrs and the individual existence, not relying on universal, rationalistic and dogmatic perspectives, but on
poins of view which render a multi-layered consciousness and a physically nurtured intensity (Deleuze).

In this lecture, we would like to study the consequences of these shifts in terms of the changes that have
been made in the acrual staging of classical tragedies. Therefore, we will question the following four categories:
Text, space, body and time, Many POMO performances only playfully stage post-modern characteristics, very
few are radically post-modern. Mostly a POMO- performance of a Greek tragedy has to be situated somewhere
on a gliding scale between modern and post-modern. Finally one cannor escape the next two questions: can a
POMO-version of a Greek tragedy still be tragic, and does it still have the potential to generare political meanings?

Kaiti Diamantakou
La réception de la Comédie Nouvelle et Romaine par la scéne Grecque moderne:
sur les traces d’ une absence brillante

Contrairement  la grande popularité de Ménandre auprés les érudirs, depuis I'antiquité grecque et romaine
jusqu’au siécle des Lumiéres néo-hellénique, la scéne grecque du XXes. s'est plutdr avérée parcimonieuse 4 son
égard, d’autant plus & I'égard de ses héritiers Romains, Plaute et Térence, comme l'inventaire des représentations
modernes des com édies ménandriennes et romaines en fait preuve, A partir de cet inventaire et du méta-texte
critique existant, la présente étude essaiera de distinguer les différentes tendances, finalités er tactiques qui ont
prédominé lors des représentations modernes en question; de les placer dans le contexte de la culture politique
nationale et/ou de l'esthétique artistique particuliére de chaque metteur en scéne; de comparer leur réception
a la réception d'autres genres comiques (Comédie Ancienne, comédies de Molitre ou de Shakespeare etc.)
ainsi qu'a leur réception respective au niveau curopéen; finalement, de résumer les raisons de cette absence
scénique —plus ou moins remarquable— de la Comédie Nouvelle et Romaine, en fonction de leur structure
textuelle spécifique et de facteurs sociologiques tels que la configuration et I horizon d attente du public.

Konstantza Georgakaki
La Tragédie au Festival d’Athénes (1955-1960).
Promotion du tourisme ou nouvelles quétes esthétiques?

Dans la Gréce de I'aprés-guerre, les manifestations culturelles du Festival d’Athenes ont pour fonction
d’assurer la promotion du pays 4 I'étranger, de drainer les touristes et de faire affluer les devises. Pour leur
mise en ceuvre, parallelement aux artistes et aux groupes de renom international qui sont invités, la
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participation grecque est également requise, Tirer parti de la tragédie antique, en connexion avec des
souvenirs de I'Athénes de I'époque classique, apparait, aux yeux des responsables de la culture, comme la
solution idéale pour atrirer les spectateurs. La conjonction d’un passé grec antique et de messages diachroniques
a 'ombre de I'Acropole souligne la grécité du Festival et est 3 méme de renforcer lactivité touristique.
Parallélement, la marginalisation d’une approche muséale dans cette résurrection du passé et la recherche
d'une interprération résolument néohellénique constituent un défi pour les artistes et témoignent des
nouvelles quétes esthétiques. Au demeurant, les choix du gouvernement, durant les cing premiéres années,
couvrent-ils les deux objectifs 4 la fois ou sont-ils 4 sens unique? Et quelles sont les réactions des autres
formations politiques face 4 ces nouvelles tendances ?

Helen Fessas-Emmanouil
Eve Palmer-Sikelianos: her contribution to the staging of ancient Greek drama

The presentation deals with the contribution of Eve Palmer-Sikelianos (1874-1952) to the choreography
and the stage-costume design of the ancient Greek drama, by focusing on two issues: First, the historic
significance of Eve’s innovations regarding the costumes, the setting and the chorus in two Aeschelean
tragedies, Prometheus Bound and the Suppliants, which were presented in the ancient Theatre of Delphi
in the framework of the Delphic Festivals of 1927 and 1930, Second, the fertile influence of Eve on the
pioneers of 20* century Greek scenography and choreography in the staging of ancient drama, such as
the incom parable costume designer Antonis Fokas (1889-1986), the charismatic painter and stage designer
Yannis Tsarouchis (1919-1989) and the gifted disciples of the grear paedagogist Koula Pratsika (1899-
1984). These pioneers have laid the foundations of the two Greek schoals of staging ancient drama,
namely the Neoclassical school of the National Theatre and the anti-academ ic schoaol of the Karalos Koun
Art Theatre.

Specific references and comments are made on the following topics: the cultural framework of the Neo-
romantic enterprise of the American lady, lover of ancient Greece, and its relation to the utopian Delphic
Idea of her husband, the poer Angelos Sikelianos (1884-1951); the artistic genius of Eve, her handwoven costumes
and her pioneering effort o reestablish chorus —the “heart” of ancient Greek tragedy —as a dancing, playing
and singing ensemble at the performance of Prometheus Bound in the first Delphic Festival (1927); the
scenic, costume and choreographic refinements in the staging of Prometheus and The Suppliants in the
framework of the second Delphic Festival (1930). Finally, the basic shortcomings of Eve's approach to the
role of chorus in the ancient drama are pinpointed.

Carol Gillespie - Lorna Harwick
Theory and practice in researching Greek drama in modern cultural contexts

With reference to particular examples from the last 30 years this paper will identify aspects of the modern
performance of Greek drama that have particular significance for the understanding and critique of broader
cultural contexts, including reconstruction and exchange. It will discuss how these contexts and the trends
that they reveal may be theorised and will identify and analyse the types of performances sources that enable



researchers to integrate evidence from theatrical practice with theoretical frameworks, The speakers will
display and demonstrate ways in which theatrical ephemera such as costume may be incorporated into Visual
Record Archives and will consider the problems raised for researchers in the use of evidence from photographs
and videos.

Ketevan Gurchiani

Sophocles in 20th century Georgian theater:
Revival and Reception of Ancient Greek Drama

The paper will address the question of popularity of Sophoclean dramaturgy in 20* century Georgia.
1912 Georgian Theater of Drama presented Antigones, 1913 Oedipus Rex was put on stage followed by a
long interval from 1913 until 1956, when Rustaveli-Theater staged Oedipus Rex. The same tragedy was
presented again, after more then 20 years in 1978 by two different theaters in Thilisi and Barumi.

Questions arise concerning the choice of the tragedy, of characters and themes that could be put on
Georgian stage during the Soviet regime. It is interesting o ask, why always Oedipus Rex was chosen and
nor e.g. Antigones: one of the most popular Sophoclean tragedics and protagonists. The paper will also focus
on the post soviet Georgian theater and the place of Sophocles in it.

Dina Mantchéva -
Les tragédies grecques dans I’ interprétation de la dramaturgie symboliste

La communication étudie, du point de vue typologique, la rendance symboliste A la reconstitution des
tragedies perdues d’ Eschyle (Prométhée porteur du feu, Prométhée délivié), de Sophocle ( Tantale) et d’ Euripide
(Mélanippé la Philosophe, Le roi Ixion, Laodamie) et 4 la réécriture de leurs ceuvres connues (Sophocle:
Edipe-roi, (Edipe & Colone, Antigone, Euripide: Médée, Eschyle: Prométhée enchainé).

Le corpus comprend les dramaturgies francophone (belge et frangaise) et slave (russe, polonaise, bulgare)
qui illustrent les deux contextes européens fondamentaux er dont les périodes de marurité (les années 90 du
19 5. pour la production francophone, les années 1900 pour les drames russes et polonais et les années 10-
20 pour les ceuvres bulgares) synthétisent la mouvance intérieure du courant, Les auteurs analysés sont Péladan,
Hérold er Lorrain, Vielé-Griffin pour le fonds francophone et Ivanov, Annenski, Brid oison, Sologoub,
Wyspianski, Stoyanov, Popdimitrov pour le fonds slave.

Le rapport entre la tragédie grecque et sa structuration moderne illustre les tendances symbolistes
(christianisation, approche syncrérique, mise en scéne suggestive) qui transforment le caractére du tragique
hypotextuel. D’ autre part, alors que les auteurs francaphones élargissent la significarion philosophique des
intertextes antiques, les dramaturges slaves les enrichissent de connotations sociales et parodiques pour les
rapprocher de la conscience moderne.




Chara Bakonikola
Deux Phédres «bourgeoises» du 20° siécle

Miguel de Unamuno et Gilbert Cesbron nous ont donné respectivement deux variantes dramatiques du
mythe de Phedre qui divergent, tout en suggérant un terrain culturel er intellectuel commun aux dewx auteurs,
Unamuno a comme point de départ la piece euripidéenne (Hippolyte), Cesbron la piece racinienne (Phadre).
Le premier en fait sa Fedra, une tragédic, le sccond sa Phédre 3 Colombes, un petit drame (que lui-méme
traite de comédie). Leurs différences de style, de structure dramatique, d'élaboration des caracréres sont
évidentes. Pourtant, les deux pitces sont non seulement des transcriptions de I'histoire dans le monde moderne
(ce qui fait que le temps et I'espace dramatiques sont presqu’ identiques), mais refletent un point de vue
commun sur les relations interpersonnelles, qui émane discrétement d'une culrure bourgeoise éclairée, aussi
bien que d’une foi chrétienne vivante et nullement dogmatique. Au fond des deux trames, on entrevoir
l'amour pour autrui et l'indulgence envers tout ce qui est « profondément humain », que les deux auteurs
éprouvent constamment, sans pour auant suggérer I'idée d'un théitre engagé ou d’une piéce A thése.

Ketevan Nadareishvili
Medea on the Georgian Scene

Although the staging of the ancient tragedies in Georgian professional theatre begins from 1912, Euripides
“Medea” has not been performed unril 1962. It seems, that the Georgian theatre consciously tried to avoid
the “Medea theme” as it was problematic for Georgian mentality in the whole to see Georgian (kolchean)
woman as the murderer of her own children. In 1962 A.Chartishvili has surpassed this psychological barrier,
Although his play followed the plot of Euripides’ “Medea”, the performance wasn't the simple restoration of
the ancient tragedy. Aiming to discover the tragic essence of Medex's personality, the director interpreted the
terrible deed of the heroine, Alongside with Euripedes’ version another reception of “Medex’s theme was
very popular on the Georgian stage as well. According to this interpretation (L.Sanikidze) the murderer of
the children is Corinthian folk, not Medea. During 20-25 years the plays based on this reception were
performed on the stages of Georgia’s theatres from 1960-ies.

Savas Patsalidis

Lang-scapes of Death:
The Politics of the (Dis)Embodied Self

In the last ten or twenty years there has developed a significant group of writers who clearly place themselves
ourside the tenets of realism, traditional plots and character development and venture into other areas of
interest, like structures, sounds and most im portantly, the evocative possibilities of language itself. At a time
when technology and virtual realities invade everything, the word comes back in full force, to explore verbally
the language of space itself, of geography. Of course one might claim that this is no different from traditional
naturalism. In fact, it is, for unlike the detailed physical landscapes of naturalism, that were created for the
eye”, this generation of artists creates langscapes that are often not seen, they are simply heard and imagined

28




(Carlson 2002: 147). Richard Foreman, Suzan-Lori Parks, Mac Wellman, Len Jenkin, Addrienne Kennedy,
Eric Overmyer, Erik Ehn, John Jesurun, Heiner Miiller, Stefan Schiitz, Sam Shepard, Maria Irene Fornes,
David Greenspan, seem to share the aversion to climaxes, “refining techniques to avoid them while expanding
the possibilities open to their plays if they succeed, ingeniously com plicaring the process of writing, and thus
extending the Stein wradition one generation further” (1994: 180)." Instead of climaxes they opt for intense
dramatic moments, a language that hums, bobs and dances, a self-reflexive discourse whose complex narratives
follow the “disobedient” instincts of the imagination rather than the orderliness of the intellect, thus adding
to the readers’ (or viewers') frustration, since they are always trying to figure our whar he is trying to do and
how he fits in with the things they know about drama, which in this case provides no sequence of events, no
comfort of a narrative continuum. Everything is fragmented, juxtaposed, mulri-layered, contradicrory, high
and low at the same time, a hard to distinguish mixture of presence and absence, a collage microcosm of
quotations, analogies and images, where the acrors are not expected to create coherent roles but rather serve
as icons of something,

What this paper claims is that this fused and confusing world is the writers’ response and expression of
our culture, which is made up of contradictory ideas, events, and images that exist side by side, layer upon
layer. The paper shares their claim that says no matter how timely some of the classical themes appear to be,
the passage of time and social change incvitably leave their mark. As director Peter Sellars claims, prefacing
the run of his Gulf War adaptation of Aeschylus' The Persians (1993), “a classic is a house we' e still living
in. And as with any old house, you're going to fix it up and add a new wing, It's not an exhibit. Its meant to
belived in, and not admired”, Which means that to make this old house a home to reflect the social, political
and aestheric parameters of the contemporary, it takes redecorating, repainting, refashioning, new mirrors,
new sofas, new sound and lighting systems, new words, high tech gadgets and spectacular iconography,
popular and high culture. And John Jesurun's Philoktetes is a case in point.

The writer turns the body as the site of a trauma, an endless replay of the ecstasies of social and political
violence, an object of observation and site of suffering and also abhorence. Starting with the idea that the
play presents an interesting case of metadrama, my intention is to show how postmodern performative
strategies of storyrelling gradually acquire the qualities of a theatre of pain and cruelty, visible acts of constant
decenterings and dis-cmbodiments.

Relying on postmodern notions of multiple selfings, Jesurun recontextualizes his classic material to
em phasize the social albeit painful (de)construction of the performarive self in which what the individual
presents is not himself but a (rehearsed) story containing a protagonist who may happen also to be himself.
The paper claims that whereas the fate of the characters in the original play is assigned to them by the myth,
the gods, and finally the playwright himself, in the fragmented universe of arrists like Jesurun, they are
constantly constructed and deconstructed by social discourse. Hence the frequent reference to body parts
and functions (heart, organs, health, excretory organs, bones, joins etc) that ground the idealist subject into
a politicized world of pain and a flesh of things.

'Robinson, Mare. The Other American Drama. Cambridge: Cambridge UP, 1994,



Cleo Protokhristova
The Bulgarian Oedipus

The presentarion is concerned with the life of Sophocles tragedy Oedipus in Bulgaria. Since its first
introduction to Bulgarian reading public at the end of the 19* century it has undergone numerous translations,
stagings, theatrical and literary interprerations, most of them to the credit of ourstanding intellectuals and
artists. Special emphasis is given to the persistent fascination Gheo Milev had for Oedipus. He interpreted
Sophocles’ masterpiece simultaneously in his capacity of translator and poet, as critic and art theoretician, as
spectator and director.

Specifically interesting is the im pressive climax of Oedipus motive’s presence in Bulgarian culture during
the last decade of the 20 century encom passing all its different spheres — literature and playwriting, the arts,
the political and the philosophical discourse. An attempt is made to rationalize the acrual notion of the ancient
identified mainly with the ancient tragicin the perspective of the possible and pertinent comparison with the
modernist interpretation of the attic dramatic tradition.

Bernd Seidensticker
Satyroi redivivi. The Reception of the Cyclops on the Modern stage

Satyrplay had a short creative history and a rather limited history of reception. The paper looks at the
small signs of a growing interest in the subject since the last decades of the 20th century, and concentrates on
Friedo Solters production of the Cyclops for the “Deutsches Theater Berlin” (1994)

Grazyna Golik Szarawarska
Christianization of antiquity in the tragedies of Sophocles
translated by professor Tadeusz Zieliriski

Tadeusz Zielifiski (1859-1944) polyhistorian, philosopher, classical philologist, specialist in religious
studies concentrated on the history of antique culture, comprehending it as the development of the spirit of
antiquity in different spheres of its manifestation.

Assuming that Greek tragedies are the most excellent expression of religious feelings and moral principles
in the spirituality of ancient Greeks, he emphasized in his translations of tragedies by Sophocles the proximity
connecting people of the ancient world with those in contem porary times. He translated all tragedies of that
author, including those which were available only in fragments and published them in Moscow during the
years 1913 to 1915 within the framework of a three-volume edition entitled Sofokl, Dramy.

Conerete translating effects, that included the idealistic sphere of the tragedy, were a direct consequence
of the view, according to which many ancient authors sensed in their prophetic minds a Christian God,
which can be observed in their works. This was possible by way of internal revelation. He considered Sophacles
as the most outstanding in the group and did not hesitate to call him the prophet of Christianity.

In translations of his tragedies, making reference both to the use of metaphors with archetype connotations
aswell as to depictions from the area of Christian culture, he made characteristic transformations, supplements,
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changes and am plifications, giving special consideration to places, which he feltwere the result of illumination
or the expression of epiphany. Striving to bring Sophocles's tragedies closer to the religious and aestheric
feelings of contem porary man, he did nor hesitate to considerably increase the volume of originals- mainly
in the area of monologues.

In his Introductions to translations, collected later in the volume entitled Sophocles and his tragic works,
published in Poland in Cracow in 1928, Zielifiski gave scientific justification for this type of creative strategy. That
is to say that he created an ideographic classification of concrete Sophocles’ tragedies, which making bold
comparisons within the world of ancient Greek values and Christianiry, and typimllyjusﬁﬁs them in a convincing
way. Ar the same time, this systematization allows to interpret Sophocles’ tragedies, taking into consideration the
presence in dramatic texts of the epiphany of love as an evangelical value, suggested by the translator, and the Christian
morality resulting from it, which were signalled by the solving of moral dilem mas appearing in the works. (It is
characreristic thac such a point of view allowed the discussion with the convictions of Saint Augustine). In this
context special mcaning was given by Ziclifiski to the interpretation and translation of Antigone.

The characteristic feature of Zielinski’s works was manifested in his activity in the sphere of European
culture, including thar in Russia and Poland. He ascribe the speciﬁc role in such seen activity to Sop]mdes's
tragedies in their new translations, in his opinion, closer to the sensitivity of contem porary man.

Dmitry Trubotchkin

Theatre theory and practice working together: ancient drama in post-revolutionary
Russia and in the beginning of the XXI century

The statistics very well illustrate the face that there was a remarkable period of special attention towards
Greek and Roman theatre in Russia. It lasted 10 years after the Ocrober Revolution, 1918-1928, and itisin
this period that most Russian performances based on ancient classics were produced. In my paper I shall
analyse some of those performances to show that nearly all of them were a result of close interaction berween
theatre/art theory and practice. Theoretical background influenced the choice of plays, idenlogical and artistic
motivation etc; and vice versa, thearre practice formed the basis of most interesting research on ancient
theatre. My investigation is based mostly on the unpublished material kept in museums and archives.

In the beginning of XXI century (2000-2005) the taste to working with the classics is still strong in
Russian theatre, but ancient drama has now found its place only in the niche of pure experiment. There is
no big commercial thearre in Russia which is ready to perform an ancient drama as a repertoire play. But
there are a few theatre centres with the reputation of theatre laboratory, which work on the Greek and Roman
classics regularly, and a few young directors that have gained public success with their performances based
on ancient drama. I will com pare contem porary theatre activities with those after the Revolution: the im portant
difference will lie in the way of theory-pracrice interaction.

With the examples from the Russian theatre history, I would like to show thag, in the case of classics,

theatre theory can effectively work as an artistic stimulus for a theatre practitioner.
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Nurit Yaari

Greek Tragedy on the Israeli stage

Throughout the history of Jewish culrure, theatre, as art and institution, functioned in the rension between
interdiction and fascination. Jews were prohibited from attending the theatre by the second commandments
interdicrion against any kind of representation. Moreover, the repeated discussions and admonitions in the
Talmud and the Midrashic literature, where theatre is described as synonymous to irresponsibility, licentiousness
and immorality, resulted in a lack of Jewish definable theatrical tradition up to the middle of the 19* century.

In the light of this complex background, I would like to focus my paper on the two first Hebrew
performances of Greek tragedy: Sophocles” Oedipus Tyrannos (1947) and Euripides’ Medea (1955), performed
in Tel Aviv by the Habima theatre, whose actors had won international fame in the 1930s with their expressionist
performance of Shmuel Anski’s The Dybbuk directed by Yevgeny Vakhtangov.

Situating these two performances in the dichotomy berween “Athensand Jerusalem”, Twould like to question
the choices made by the Habima theatre regarding the plays, their translation, the directors, the scenographers
and the actors. | shall then analyze the visual “models” by which the two performances were fashioned, as
well as the actors’ acting style. Finally, through their reception by theatre people, critics and audiences, I shall
examine the contribution of these two performances to the development of the then emerging Israeli theatre.

Chrysothemis Vassilakou

La réception du théitre grec ancien dans le bassin oriental de Ia Méditerranée:
le cas de Smyrne et d’Alexandrie (1 siécle: début du 20r siécle)

Lacrivité théitrale dans les communautés grecques du Proche-Orient pendant le 19 siécle a été en
grande partie répertoriée. La recherche la plus récente a dévoilé tous les éléments qui nous permettent d'étudier
en déuil l'action du théitre grec dans les centres de I'Hellénisme au bassin oriental de la Méditerranée
(Canstantinople, Smyrne, Alexandrie). Plus particulierement, en ce qui concerne le drame grec ancien, dout
la réception 4 Constantinople a déja été étudiée par la locatrice, cette communication se concentrera sur son
apparence 4 Smyrne et en Alexandrie, telle que constituée par des informarions relatives a des conférences,
éditions, traductions et analyses critiques. On examinera également sa place dans I'éducation grecque de la
région, pendant la période émdice,

Oliver Taplin

How the lyric passages in tragedy are handledbySeamus Hmymd
some other translators into English

“...meters in verse are kinds of spiritual magnitudes for which nothing can be substituted...a translator
should begin his work with ar least a m etrical equivalent to the original form...” Joseph Brodsky

In my experience theatre directors and actors want to know about is the varieties of delivery and of song
in ancient Greek tragedy. And it is true that some of the most important creative steps in performance
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teception have been related to metre, musicality and chorality — from Monteverdi to Mendelssohn to
Mnouchkine. This whole issue is indivisible from the ranslation and the music; and it requires synergies (not
casy to achieve in practice) with the director and whole company.

I shall look in particular at the verse of lyric passages translated into contemporary English in order to
illustrate the porential and the problems of this approach. I shall take illustrations from, among others,
Seamus Heaney.

David Wiles
Practice and Theory in the teaching of Greek theatre

The teaching of theatre studies in the UK and Commonwealth countries differs profoundly both from
the continent, with its philosophically rooted traditions, and from the US, where the conservatoire concept
is predominant. [ want to explore the implications of the UK/Com monwealth model, which chimes with
a new philosophical understanding that knowledge is always embodied. I will consider the limitations of
what can be learned from participating in productions, where the im perarive is success in modern performance
conditions. I shall describe a number of workshop techniques that may bring about an understanding of
the historical otherness of fifth-century performance. T shall argue that Theatre Studies is a discipline of
exceptional value in allowing students to grasp the historical nature of personhood. Personhood 1 shall
define as a nexus of relationships between an ego on the one hand and the corporeal, the collective and
the divine spheres on the other.

Steve Wilmer
Women in Greek tragedy: Reconsidering the Misogyny of the Classics

In this paper I want to examine the representation of ancient Greek heroines both in their original
contexts and in the modern world, where in some cases they have been transformed to enhance their
relevance 1 topical and local situations and/or to strengthen and make more appealing their personalities
and their actions. While theatre scholars such as Sue Ellen Case have emphasized the misogynist features
underlying these plays and classicists such as Froma Zeitlin have argued that in their original social context
the female characters “actions and reactions are all used finally to serve masculine ends”, modern productions
have often exploited these texts to great advantage. Such productions have shown that the plays are more
subtle and com plex than some feminists have suggested and that they can be employed creatively to empower

rather than demean women.
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Evelyne Ertel

Les Etudes Théitrales a I’ Institut d’ Etudes Théitrales de Paris IIT
Sorbonne Nouvelle

Llnstitut d’Ecudes Théatrales, fondéen 1959 par le Professeur Jacques Schérer dans I'ancienne Sorbonne,
fut le premier centre d’érudes du théirre créé dans I'université frangaise. Il a connu un développement trés
progressif et qui ne simposa pas sans lutte auprés du Ministére de I'Education Nationale. Cest 4 partir de ce
développement que d’autres universités, autour de Paris (Nanterre, Saint-Denis) et en province (Aix-en-
Provence, Lyon, Montpellier, Caen, Bordeau, etc.), s'efforcérent i leur tour d'introduire un cursus d'études
théarrales autonome 4 coté des cursus plus traditionnels tels que ceux de langues et de livrérarures. Ce n'est
pas encore totalement accompli dans tous les cas. Mais, de toute fagon, I'TET de Paris 1T est toujours resté,
aux yeux des érudiants, des enseignants et des chercheurs, voire des professionnels du théirre, le département-
phare de I'érude du théitre a I'université.

Lenseignement qu'il dispense est, en gros, régi par deux principes:

- Penseignement se veut i la fois théorique et pratique (d'olt la place im portante réservée aux différents ateliers,
animés le plus souvent par des professionnels — metteurs en scéne, comédiens, scénographes, dramaturges -) ;

- I'Institue n'a pas vocation 4 éwre une école de théirre, formant des comédiens, des metteurs en scéne,
des scénographes, etc. Il entend rester un lieu de formarion intellectuelle, de transmission des savoirs, de
réflexion et de recherche sur I'objet-théitre dans tous ses aspecrs: de 13, l'accent porté, dés la premiére année
et tout au long du cursus, sur «'analyse de la représentariony.

Sera-t-il possible de maintenir cet esprit avec I'application de la réforme européenne (Licence — Master
— Docrorat), imposée par le Ministére et qui déburera & Paris I11 4 la rentrée 20057 Clest ce qui sera tenté,
méme si la réforme oblige 4 des changements de maquettes et 4 des équilibres différents entre les matiéres.
Mais, en méme temps, on profitera de ce changement pour répondre 4 la demande 4 la fois du marché du
travail er des étudiants: de méme qu'il y déja une «Licence professionnellen & coté de la Licence générale, on
proposera un «Master professionnel», précisément ciblé, A cété du Master recherche,

Chantal Hébert
Une pratique théitrale actuelle: Le théitre de I'image

Nous proposons d'éclairer certaines modalités, lignes de force et caractéristiques d’une prarique théitrale
actuelle, appelée théitre de I'image, qui, tant au Québec qu'ailleurs, est en train de remettre en question les
codes habituels du visible et le rapport traditionnel i la représentation. Tout en étant représentative de la
nouvelle poétique qui semble sourdre de Ire informatique et de la culture médiatique, cette pratique théierale
constitue aussi un terrain de choix permettant de mieux rendre compte des conséquences épistémologiques
du croisement des médias dans la production culturelle contemporaine er de la maniére dont le théatre actuel
participe au renouveau de 'écrirure et de la pensée.



Marco De Marinis
Le XX° siécle et les Etudes Théitrales: questions méthodologiques

Les érudes courants sur le théitre contem porain font émerger un probléme: la difficulté i rendre compre
de la véritable révolurion que s'est vérifiée sur scene au XX siecle. On a tendance a parler du théirre
contemporain en des termes qui sont plus pertinents a la chronique qu” a Ihistoire, plus quantitatifs que
qualizatifs. Mais, avant tout, la limite majeure est celle de rester 4 la surface des phénoménes, en ratant ainsi
la possibilité de saisir I'authentique rupture produite par la scéne pendant le siécle passé, 1l est donc nécessaire
de passer d’une optique de surface, ce que j'appellerai le «grand bazar» du théitre contem porain, & une optique
en profondeur, ce que je nommerai <histoire subterraine». Seulement avec I'histoire subterraine il devient possible
de s'apercevoir que la véritable révolution théitrale du XX siecle n’a été ni esthérque ni technologique mais
plutdr éthique, en concernantavant tout burs et fins du travail théitral. On peut résumer tout ¢a, entre aurres,
dans la formulestanislavskienne de «travail de I acteur sur soi mémen,

Iréne Perelli-Contos
Une approche pédagogique du théitre a I'Université

Au seuil du XXTe siecle et sous I'influence, entre autres, de la mondialisation des médias, de l'expansion rapide
de la technologie, de I'éclatement des frontitres entre les cultures et les disciplines artistiques, le théirre s'est
4 ce point modifié qu'il est désormais difficile de I'examiner en rant qu'objer d’érude ou d’enseignement avec
des outils qui ne relévent que des modes d’approches du passé. Nous proposons donc de présenter d'abord
certains outils théoriques et pratiques que nous urtlisons déja dans notre enseignement et notre recherche et
qui Savérent indispensables & la compréhension de la complexité qui caractérise les écritures dramatiques et
scéniques actuelles. Nous présenterons ensuite I'essentiel de la stratégie poursuivie par notre programme
d’érudes théirrales dans la perspective d'une approche pédagogique du théitre non seulement en tant qu'activiré
artistique et socioculrurelle, mais aussi et surtour, en tant qu'activité de connaissance 4 méme de nous mertre
en rapport, d’une certaine fagon, avec la complexité du monde dans lequel nous évoluons.

Iréne Roy
Un outil pédagogique de création: Les Cycles Repére

Les nouvelles écritures thédtrales contem poraines en appellent désormais d'approches de créarion souples
et ouvertes a l'intégration de la multiplicité et de la complexité au sein des langages scéniques. Au Québec,
une telle approche a vu le jour au tournant des années 80, au sein du Thédtre Repére. Appelée Cycles Repére,
cette démarche créatrice met le corps sensible de I'artiste au centre d’un parcours qui favorise ses relations
exploratoires avec un objet concret, source de ses inspirations. Elle est urilisée par de nombreux créateurs de
différentes disciplines et le plus souvent dans le cadre de créations collectives. Depuis plusieurs années, elle
est mise en pratique dans le programme d’études théétrales de I"Université Laval. Cette communication
présentera le schéma des quatre phases qui constituent les Cycles Repére et démontrera en quoi leur utilisation
dans nos ateliers s'avere & I'usage un outil dynamique de création, susceprible de stimuler I'imagination et la
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créativité de nos érudiants. De plus, nous expliquerons comment, avec le temps, nous en avons raffiné les
procédures artistiques pour en faire un outil pédagogique efficace.

Don Rubin
The future of Theatre Studies: dim and darkening

Over the last two decades, many universities in the Euro-American sphere of influence have increasingly
turned away from traditional notions of theatre studies. That is, they have opted to root much of their work
in theories derived from non-theatrical disciplines such as linguistics, sociology, film or gender theory racher
than rooting them in close examinations of evolutions and revolutions in actual theatre practice, canonicity,
and historical relationships between theatre and society. By making the experience of the living theatre
incidental rather than essential to philosophical enquiry, theatre studies professors have creared a gencration
or more of students whose work is often irrelevant to what Artaud mighr have called “the fragile fluctuating
centre” of theatrical art and, asa discipline, irrelevant to those who work in the living theatre. Indeed, they
have left their students in a position where they seem only capable of com municating to other theatre studies
students and even then only in a babble of pseudo-scientific jargon. My paper will explore the ramifications
of these developments and the dangers I believe they pose to the future of what has been traditionally called
theatre studies.
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