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®G0e §pevvag. AMA xwols 10dxres TaEidua dev yivovra, zow xmwoig Tov 600 %at 1o v6oTo ™mg
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EDITH HALL, FIONA MACINTOSH, & AMANDA WRIGLEY (EDS.)
Dionysus Since 69. Greek Tragedy at the Dawn of the Third Millenium,
Oxford University Press 2004, oo. XIX+480, 33 ewx., ISBN 0-19-925914-3.

O 1605 atds, Muootevpévog and toetg dievBuvTeg vat ouvepydreg tov Archive of
Performances of Greek and Roman Drama, 7tov 1dpubnxe 10 1996 antd tovg ®haoirovs gho-
AGyoug Oliver Taplin xaw Edith Hall omy OE@dpdn, 1o dettego diebvég epevvnurd modyoapua
7OV A0} OAE(TON [e TV avaeBlwon kot TQOoAYM TOL aRyaiov dPANTOS, UETE TO AXTVO Yo TV
£0gVVaL koL TEXUMEIMOT ™S avaBlwong Tov ayaiov eEMnviroy Bedroov, o dtevBiver to Tyj-
o Ogarorav Zrovdav tov [avemomuiov ABnvav x €xel tepimov my idua nhria, o TéHog,
houtdv, autés amoteheltan amd my eneEepyaopévn popii dtahéEewv mov d6Bnray oto Agyeio,
®atd Te TeEAevTale YoovLa, ad oxnvoBéTes, BeaTQoAdYOUS rat ®AaoLROUS PULAOAGYOUG, %O OU-
HTAnedOnxay and xepdhane eLA YOOUREVT TG TOUG OUVEQYATES KOt OUVTAXTES TOU AQ)E(-
ov. Zuyxrexouuéva: 1 oxnvoBétg Timberlake Wertenbaker €dmoe dudhe&n pe titho «The Voices
We Hear» otig 28 ®efoovapiov 2001 (ede »eq. 14), 1 Erika Fischer-Lichte, xafnyrfroe omv
€800 g Oearporoyiag omv Freie Universitit tov Bepohivov, uthnoe otig 18 Nogufpiov 1997
e B€pa «The Antiquity Project at the Berlin Schaubiihne» (wov dnpooteveton €0 mg »eq. 13
ue titho «Thinking about the Origins of Theatre in the 1970s»), 0 David Wiles, xafnynnic ©O¢-
atpohroyiag oto Royal Holloway, uthnoe ot 9 Maiov 2001 pe 6éua «The Use of Masks in
Modern Performance of Greek Drama (€8 »e@. 9), n Katharina Worth, opdtiun xaBnyriroue
twv Drama and Theatre Studies oto (910 Iavemonjuo, avaxoivwoe otig 31 Iavovapiov 2001
e woorypaeie pe titho «Greek and Roman Notes in Samuel Beckett’s Scenography» (€6
%e@. 10 pe tov titho «Greek Notes in Samuel Beckett’s Theatre Art»): ou haowrol grhGhoyou
ouvéParav pe tov e&ng todmo: 1) Helene Foley, Barnad College tov Iavemompuiov mg Columbia,
oug 5 Maiov 1998: «Some Modern Productions and Adaptations of Greek Tragedy» (e ng
neq. 3 pe titho «Bad Women: Gender Politics in Late Twentieth-Century Performance and
Revision of Greek Tragedy»), Lorna Hardwick, Open University, «Decolonizing Classics: Greek
Drama as a Catalyst for Change» onig 27 ®efoovapiov 2002 (xeg. 8 «Greek Drama and Anti-
Colonialism: Decolonizing Classics»), Froma I. Zeitlin: «Dionysus in 69», [Tavemonjuo tov
Princeton, ot 14 Tovviov 2000 (xeq. 2). ‘Ohat o Ghhat xepdhaie eivar YOoupéVa ad ouvep-
ydreg vau dtevBuvtég Tov Apyeiov. O ratdhoyog Tov dtahéEemv mov d6Bnxrav and to 1997 dg
10 2002 00 AQ)Ee(0 Elval pakQUg xat CUUTEQUAUUBAVEL AVAULETT OTCL OVOUOTCL LERETITAV, TWV
omolwv 1 avaxolivwon dev dMpootevtre £0a, ONUAVTIAOTS EQEVVITES TOU YWMQOV, OTMS TOV
Freddy Decreus, tov Helmut Flashar xt dhhovg (0. XVII €E.). To froypaquxd tov ovyyoa-
@Emv Tov T6pOoV TapatiBeTar ev ouvtopia otg 0o. XIII €&,

To 70 oUVaEIAOTIXG %EPAACLO GAOV TOV TOHOV, RAAOYQUUUEVO Rl ROAG TERINQLOUEVO,
elvon ywolg dAro n ewoaywyr mg Edith Hall: «Introduction. Why Greek Tragedy in the Late
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Twentieth Century?» (00. 1-46), T0 0moio pe arpLoToTeYVI*d TGO OUVOVALEL Gho TO Bepat-
%0 €UQ0G TWV REPAAA®V TOV TOROV Tov Ba avorovBrjcouy xrau divel pwa mohvdidotat avd-
0T TOU PALVOLEVOL TG TGO EVIOVNG «XONOMNG» TG aR) Ao VIrIS Toaywdiag oTo mta-
yroowo Béatpo tov tehevtaimv dexaetdv. Ou aplBpol eivar Todypatt eVIVTWOLOXOL, %ot
toug mapabétel 1 Amanda Wrigley oto televtaio xegdhoo Tov tépov: o fdon dedopévav
T0U Ayelov €xouvv rataypael epimov 6.500 «epgavioeis» ehnvirrg roaywdicg, Tov £xovy
TaEOVOLOTEL 08 HOP@H BeaTourts mapdotaons, peomoinong pe Teayoudt, 0oy, mheo-
TURIS PETAOOOMG 1] RIVNUOTOYQAQUXIS TEOPOMS, Ctd TLg NUERES TG AVaryEvvnomg €mg onf-
pega. Ot Ogg amd aUTES TLG TAQOVOLATELS ONUELHVOVTOL TTOW 0td TV Tour Tov 1968/69, ot
Ghheg WOEG PeTd” amd aUTES oL POES TQOVOLATELS apoQoty Tov Evpuridn, to €va tolto tov
Sogorhi raw 1o €va wEpTTo Tov Aloyvho (0. 370). H Edith Hall divel épgaon oto otanouxd
aUTo YEYOVOg, 6rwg To €xave oLy amd Alya xodvia o Helmut Flashar: «More Greek tragedy
has been performed in the last thirty years than at any point in history since Greco-Roman
antiquity. Translated, adapted, staged, sung, danced, parodied, filmed, enacted, Greek tragedy
has proved magnet to writers and directors searching for new ways in which to pose questions
to contemporary society and to push back the boundaries of theatre. The mythical, dysfunctional,
conflicted world portrayed in the archetypal plays of Aeschylus, Sophocles, and Euripides has
become one of the most important cultural and aesthetic prisms through which the real,
dysfunctional, conflicted world of the late twentieth- and early twenty-first centuries has
refracted its own image» (0. 2). AMG a6 ) Slaniotmon T oTaTourig ouyveTNTag £0g TV
moaryportix} eErjynom Tov gouvopévou o dpduog elvar paxpus. Ko moaypotixd, w foioxet
TOQUYWEVT) %L ATOTQOCUVATOMOUEVY ETOYY] OGS, TTOLEG OUYYEVELES KO TIOLEG SUVATOTNTES
EQUOUOYYS OE exelVaL Ta TEQIEQYC, QTG dQAUATLXY AITOYN, REIUEVE ULOG OTTOUAXQNG ETOYIS
€Vv6g mohTiopoy, 1600 Llwrd duapopetrol amd ™ dukn pog civilization; Aev pogel va elvan
UGVO 1) OUUAVLOTLAY TQAO00M TWV KAAOWXGY YOOURATMY — auTi] BOIORETAL OE CUEQIRVAOON
%ot PAAAOV EUTTOOICEL TETOLEG EXOVYYQOVIOTIXES EQUOUOYES — AMG (owg Elvar 1) avTLiou-
POQILOTLXY HOQ@I] KO 1) «AVTLOEATOLXT]», UE TV TOEYOVOW %ol oupPaTir Evvola, VY Tovg,
T0 UQYETUTLRG TOUS (OQTIO KO 1) okaTdAnmTy), yia g povobeiotinég Oononeies, Beoloyia
TOUG, TTOU %AVOLV Tat XEIUEVD OUTA EAXVOTIRG Yot OUEQLVOTG dNULOVQYOUS KL YONTEVTLRG
yua éva onpeQwvé xowd. Paiveton g oL ®haorol gikoroyol, eEeTdlovag xat QEVVAVTag
7o revival of ancient drama, LOEQYOVTOL OE L0t TEQLTETELXL, TTOV TOVS 0N YEL TOM) poQud ad
T ovpBaTird TEdic TV EVAOYOMOEDY TOVG, %ot 0 AT T0 TAEIOL RATOV CLUVAVTOUV XaL TOV
£0UTO TOUG WG ONUEQLVOL GVBQMOTOL, TTOU dtaraTéxovTal amd Ta (duat dyyn YLot T0 TaUQOV %o
10 PEMOV, GG %o oL *oAMTEYVES dovpyor.

H Edith Hall azrodewvieton xahd drafaopévn, evaiobnm yia ta duoavdyvoota pmvipota
TOV RALQWV, XOL KLVETAL [Le GVEDT) OTOUG ONUEQLYOTS ROWVWVIXOUS et TOMTLOWHROUS TQO-
BAnuaTiopots xon mv tepdotia Bewontinn Prproyoagic, Tov dgnoe o TahaTmENUEVog Kat
TEAAVTEVOUEVOS (VApEDTT 0T dnQat 200G oUBVaGS. ZeXVA G TV EMYVMON, WS OL LOTOQL-
%€ eEnioels Tov Tdea mdvra elvan oL mo dvonokes: «But the more significant part of the
enterprise is the drawing of connections with the social, aesthetic, and intellecual agendas of
the directors and the societies within which they were operating. This project is not always
easy at such a short chronological distance as a few years or a couple of decades. Yet the
remarkable recent and continuing appeal of the Greek tragic repertoire demands that we at
least try to make sense of it, while acknowledging that the eye of history in fifty or a hundred
years from now will see causes, consequences, contexts, and patterns as yet invisible to us»
(00. 5 €E.). Zm ovvéxera diratohoyel my yoovix Towi Tov 1968/69, mov onpadevel 1 ewko-
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voxhaonni wapdotaon tov Richard Schechner Dionysus in 69: dieBvig avtidoaom om dt-
xtoropio omv EAMAda, peydhes aviumohexés exdnhaoels oty Apeowni ya to Bietvdp, n
eLofoh mg ZoPretinris “Evoong omy Toeyoohofaxia, xat tehxd 1o xivnpa tov 68 otig did-
(POQES EVQUTALIRES YWOES KO TCL TTAVETLOTILCL, TTOV ECXALV AUECES OUVETELEG VLU CLOUETES ETTL-
OTjUES TV avBQOTOTRGY 0Tovd@V, petal dAhov xow yie ™ Ogatpohoyic. Kou n avago-
06 oToV ALdvuoo dev givar Tuyaio: To xvijpate ™ veohalag xat Twv kahMTeyvadv ouvdéo-
VIOL EPUEDTL 1] GUEDT. [LE TV EXOTOOM, TNV VIEQPAON, TO TQOOMIEID %L TO YUVALXE(D (QUAO.
Ou Bdyxes elvar and Tig mo ovyvd avefaouéves rpaymdies o” avmj m @don. "Etol 1) modt
Bepamn evémta agod to «Sex». H enavdotaon tov 68 fitay xaw oeEovakun enavdotaon
%L aeAeVBEQWOM A TOVg OUUPATLXOTS ROWMVIXOUS QOAOUG TV QUAMY, RVQIMG ™G Yuvai-
%OG: TO YUUVGE O ®aver o Bouapfevtirii eloodo ota BEarpa. To yuvaureio vivnpa me de-
raetiog Tov 1970 foloxel dueom €xpoaon otg performances. ZTig TOQUOTACELS Q) iag TOU-
yodiog avté onuaiver Bt avupetdmon me Khtapviotoag, ®uping mg Mijdewag, av-
Enuévo evduagéov yia ) yuvaureia petapgieon tov Ievbéa xar my «opogurogirii» oyE-
o Tov pe Tov Audvvoo, o Hooxhig avupuetwniCeton wg Vietnam war veteran. Ztnv moMuuxi
dudotaon rupLayotv ta okeprd yeyovota: o Prloxtijys tov Heiner Miiller folonel &é-
yovoa avtandxoLon, ov Towddeg, n Avrtydv, o Aiaviag dunorevdfovial pe povia Tov Toke-
o tov K6hmov xth. EWdund xow n Mijdeta ouvdgetan pe my evpomaini amotrioxpartict. Xmyv
1ol Bepatinn EVOTNTX, OV AQLEQVETAL TNV CLOONTLXI] TWV TOQUOTAGEMV, 1 dLomtoLTL-
ot dudotaon, o eworjyayav o Richard Schechner zaw o Victor Turner (zaw pe ta Bewon-
wrd Tovg yoamtd, fh. ug Piphiorouoieg pov omv Iapdfaoy 1,1995, 0. 259-265, 302-307 ran
0T0V 160 An6 ) Gewoia Tov edroov otig Bewoies Tov Beatoixov. EEeAieis otny emotijun
Tov Bedroov oo télog Tov 200U awdva, atdxng, Abiiva 2003, oo. 148-170) ennpedCet mok-
Mg Bearourés mapaywygs, divoviag €va Loyveo avtiBeoo oTov EVRWXEVTOLONS TG Tapado-
OLONG AVILUETAOTLONG TOU BEdTOOV. 2 T TV OITOOTUCLOTOW LRI HOTLd O GUALOYLRGS %O~
00¢ ATOOELRVUETAL OG YO OO EQYAAEID TOV AVACTOYUOUOU KO TG OTOCTAOLOTOMONG, TOU
TAQEOVOLALEL TO OWrel0 WG EEVO xaw To EEVo mg ampdopeva yvmotd. ITpog myv idua xarevbuv-
o1 AELTOVQYOUV %0l OL HEAOTTOM|OELS %O OL DLAOXEVES TOUYMILDV O€ GIEQES, avaryvwiLo-
VTOG TG 1 oyl TodoToon eiye EVToVa LOVOLRG XQuxTHOM. AXM Tty €umvevong ov-
TOV TOV EQUIVELDV E(VaL O apNONUEVOS ®OOUOG TOV Zdpovel Mméxet, o omolog €xeL o (dlog
ndmotes dopurés opethég omy apyaia toaymdic. H tétagm Bepotni evémra, «Mind» (vén-
om, ouveidnom), avakiet xplng TG YuxoAoYRES xaw Yuyavahvtxes eounveies. Eivar evdia-
@EQOV, TS pe T duapoomonaom Tov PEOTdKOT «OdLTGOELOV CUUTAEYHOTOC» XL TNV LE-
1eEEMEN ™G 000600ENS Yuyavdhiuong xat 1 Toaymdic Tov Zogoxh ydver myv megiomt O¢-
on, otV onoia forordtay 0to mEdTo Wod Tov 2000 awdva. Eivar eviiagégov, twg 1o
Performance Turn tov 1968, 6nwg to drarumadver ) Halls, ouvémurte wow pe o yYhwooohoyt-
%) 0Te0@I] TG aradnuaixig ovlifmong YUew and v avdivon tov tohtiopot (Baudrillard,
Derrida, Barthes, Lyotard xth.), mov €BAeme tow mdvat, mohtiopd, Oeatounn tapdotaon xth.,
oG «xeipevo» (BA. F. Jameson: The Prison House of Language: A Critical Account of Structuralism
and Russian Formalism, Princeton 1972). Aev elvou tuyaio tmg ovmj 1 «otpo@r» oupmintel
y00vohoyuxd xou e tov Kdomag tov Peter Handke, tov axufig avtd 1o Oéua €xew: m yhio-
00 0g QuAax, wg Tayida, og egyakeio mg aroEévwong and tov eautd (BA. B. Tlovyvep:
«Peter Handke: 8¢atpo »au mporypomindmran, otov tpo: Evowaaixi Oeatooloyia, ABiva
1984, 00. 375-392). 2’ cwtdi ta hafoe popel vor eldwhotv xan mewpdpata, 6rwg to Orghast
tov Peter Brook oty ITepagmohn, pe ta apyaio ehhnvird, 1j to axoardinmeo yoouxd tov Peter
Stein omv Ogéoteta. H tehetovpyin avBommohoyia foloxeton miom and tg morhég teke-
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TOVQYOTOU|OELS TG TEAYMIIaS, ®UQING TV Baxydv. Baowxd eunddio nagapuével emiong 1o
«OnuorgaTrd» Tveupa mg apyoiag Bonoxeiag, Tov dev ijtay povobeiotxy orrd mokvBeiotun:
10 Gospel at Colonus (1983) tov Lee Breuer amotehel onpaviind emitevypa 100g ™V *%otey-
Buvon ndmolag ye@upwong 1} £0Tm TEWRANATOS te To Bonoxevtind veltpa Twv apyainv. H
Hall Aémer andpa xow pier Ghhn ovvdeom mg emoyrig nag te v agyaio rpoymdic: tokhot ot
T0Ug 0PYaioVg fRweS elvar dvBommoL Tov POMG EXOVV EMBLAOEL TG RATOLOL TQOUUATLXI]
eumeloia: «The term ‘survivor’ is one of the hallmarks of our age. It was originally just a legal
term denoting relatives of a deceased person who were to be beneficiaries of a will; by the
early twentieth century its use was extended to include those who had escaped alive from
physical catastrophes. But the term now covers those who have suffered from disease, addiction,
and especially damage knowingly inflicted by and on people. Incest survivors, rape survivors,
child abuse survivors, concentration camp survivors, genocide survivors, Holocaust survivors,
Hiroshima survivors — our new tragic heroes are those who have learned somehow to
accommodate unbearable memories of acute trauma, including trauma for which they are
themselves responsible, and live with their psychological pain. In the judgmental Christian
moral universes of Renaissance, Jacobean, and neoclassical tragedy, large numbers of the
principal dramatis personae die. Outliving their plots when they have suffered or committed
incest, rape, adultery, sexual betrayal, or murder was unusual. Not so in Greek tragedy, most
of whose heroes are true survivors in the most modern sense of the term. The incestuous
Oedipus, the infanticidal Heracles, Medea, and Agave, the mother-murdering Orestes, the
bereaved women of Troy — they all survive their terrible experiences and stagger from the stage
leaving the audience wondering how they can possibly cope with their psychological burdens.
It is perhaps in this respect more than any other that Greek tragedy has chimed with the
obsessions of an age which has itself only just survived the man-made horrors of the twentieth
century» (00. 45 €€.). Avnj givaw n xatoxheida ™ eEaQETRA ROUAOYQOUUEVNS ELOAYWYNS
0TOV TOHO Q0,1 omola yapoxrtEiCeTal amd ouvBeTivy wavomta, eEAQETLRY EVNUEQWOT),
SLELTOVTIXOTNTOL TV ROTAVONON RIWNUATOV %att QEVIATOV TOV TOO0PATOV TAREABGVTOG, RO
e oLkt aveihyn oty eguNVele YEYOVOTOV %ol TAOEMV TG OUYY00VNG TOATLXNG LOTO-
olag xow TV xehheyviray, Bewonurdy ko prhoco@urdv avidpdoewy o” avtiy.

H ewoaywyi pog mpoidéace xow yia m didoBowon xou Bepativn opadomoinom twv ouvo-
Mxd 15 xepoahaiwv. To mpdto Tuijpa €xet Tov titho «Dionysus and the Sex War» mov negt-
hapBdvertola veqdhawa: xe@. 2 tov Froma L. Zeitlin: Dionysus in 69 (00. 49 €E.), avalioviag
) Bovhun] Tapdotaom tov Schechner, tov amotehel exovyypovioTiv diaoxevr Twv Baxydv
tov Evpuidn xon mg omolog o idiog o peremmig fitav avtdémmg pdotug oto Performing Garage
oto Soho g Néag Yooxng (W. H. Shephard: The Dionysus Group, New York 1991). O ovy-
y0. duxaoroyel v Tov TiTho Tov PALov, Yol 1o «dLovuotame» TVETa Eival RaT auToV Yo-
QUXTIELOTIXG YLa Gho TO aTyyeovo B€ato: «The themes of Bacchae — violence, madness,
ecstasy, release of libidinal energy, relations between extremes of group and individual,
challenges to authority, transgressions of taboos, and freedom of moral choice - are precisely
those which found quite uncanny analogues in the cultural conflicts of the day. It seemed in
truth like a Dionysiac age in more ways than one: the long hair, androgynous dress, rock
concerts, communes, and ‘dropping out’ of the bourgeois rat race. It was a time of an exaltation
of life on the margins. Schechner himself went so far as to say: ‘Dionysus’ presence can be
beautiful or ugly or both. It seems quite clear that he is present in today’s America — showing
himself in the hippies, in the ‘carnival spirit’ of black insurrectionists, on campuses; and even,
in disguise, on the patios and in the living-rooms of suburbia’. / At the same time, experiments
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with different lifestyles and attitudes went hand in hand with artistic experimentation in theatre,
which challenged both actors and audience in new and unsettling ways. Important precedents
were set by Julian Beck and Judith Malina’s Living Theater (1947) and Joseph Chaikin’s Open
Theater (1963), but the greatest inspiration was provided by the Polish director Jerzy Grotowski,
and his so-called Poor Theater (1959). Richard Schechner contributed concepts from
anthropological theory and studies of primitive ritual to develop the idea of an Environmental
Theater, which was to be realized through his Performance Group. Dionysus in 69, his one
major success, was to prove the perfect vehicle for testing the principles of his theatrical vision
as a communal experience. / All these avant-gard companies were idealistic and iconoclastic
in outlook and technique, designed to challenge and overthrow time-honoured theatrical
conventions. This alternative theatre movement aimed to break both commercial and
psychological restraints by bonding spectator and actor and by reducing the theatrical illusion
of an imagined space and time to one of immediacy and presence. There was a new emphasis
on the actors, trained now in psycho-physical exercises, who could collaborate creatively in
the production, even to the extent of improvisation, and who were urged to find ways to reveal,
rather than conceal, themselves on stage in the roles they played» (00. 52 €E.). AMd awtd ei-
vau pdhhov yvwotd modypata. Zmy O mv TeQLyeaey g tapdotaons tapepufdilovial
aoomdopaTe %o aoyels oo to Torhd Bemoenund yoamtd tov Schechner, odyua wov dt-
ROULOMOYE(TOL 0TS TO YEYOVG, TG 0 Apeouravoefoaiog oxnvoBémg dev €xave timote ywols
Bewonturd avaotoyaoud. H 1déa tov ovvduaopot mg tehetovpyiag pe Tov outooyediaoud
BaoiCetan xaw oe mopameEoels Tov Turner xotd g emMTGLES EQEVVES TOU 0TV AQLrij, 0
omoiog avétpee 0 axadnuaixd oyijua Tov ritual wg pe andhum axpifewa enavakapfovo-
uevn déoun mdEemv. Baowd pénpa tov Schechner, 6mmg xou o dhheg mapaotdogls tov,
1fjtav 1) evegyomoimon xaw 1) éviagn v Beatdv omv dua ) dpdon xaw my magaywyi. H me-
0LYQUpY ™G TaQAOTAONG OTEXETAL O€ XATOLCL EXTCLON KO OTLG ENEUPAOELS TOU EXAVE O OXI)-
vobEmg oo xeluevo mg Toaymdicg tov Evputidn. Ot nBomotol dhhalay eheibepa pdhove,
dote xGBe popPn Taiomg x wEEOVS Tov %ol fitay adivam). Ou idieg oL Baxnyeg eugovi-
Covrou yupvég, omwg xa ot Gvrees oty TeheToveyia TS YEVYNOoNS %at Tov Bavdtov: 1) evey-
WO TOV YUUVOU OOUATOG OF XOVILVY] OTG0TOON TQOXGAETE TV EMOYI] EXEVY UEYGhO GO%,
GG ®ow 1 avorytd opoQuAPIMxY ouumeQLpod Tou IevBga xow Tov Alovicou.

e MEQLOOOTEQES TaQOOTAOELS e0TLdLeL MV mpoooyy] ™ n Helene Foley: «Bad women.
Gender Politics in Late Twentieth-Century Performance and Revision of Greek Tragedy» (00.77
€E.), Eenwavrag and o topdotaon om Néa Yooxn o 2002 pe tov titho «Bad Women», tov
Tiray o ehetiBeen ovvBeom yuvoureinv Hoppuv amtd agyaoeMnvikes Toaymdies, 6rwg Khv-
Toupviiorpa, Paidoa, Midewa, Ayam, Kaoodvdpo xth., ®u avakioviag om ouvéxeio dhheg yu-
vaixeg ™G Teaymdiag, 6mms ™V Gpopgn %o wobnti loxdom omy Jocasta tov Philip Freund
(1970) 1 The Darker Face of the Earth mg Rita Dove (1996), omv Jocaste tov Michele Fabien
(1981), v The Name of Oedipus: Song of the Forbidden Body mg Hélene Cixous (1978, Néa Y6-
%01 1998 e amorhetonnd yovarreio 6iaoo), oto g Edipo Re tov Pasolini (1967) o otov
Oedipus tov Suzuki (otovg Aehgoug 2000, Néa Yoorn 2001). Mo ik Bepamini evémra mg pe-
Aémg aoyoheitar pe 1o «cross-dressing, Eexviviag amé o Yeyovag, g 0 apyaiog VoxQL|g
modudTa o GAOVG TOUG Yuvaixeliovg QOAOVS" HOVo Gvtpeg vmijpyav om Mijdeia tov Yukio
Ninagawa (1978), uévo yvvaireg omv Jocasta mg Cixous, o Ethyl Eichelberger éncue mv Mij-
Oeta tov Charles Ludlam (1984) wg solo performance, xowto 1987 myv Klytemnestra: The Nightingale
of Argos. Iupopoieg ovvBEoels yuvawreimv poAwv vdyovv kot dhhes: Klytaemnestra’s
Unmentionables tov Bradford Louryk (2001) amotehet por ovppagij atd povoréyous mg Khv-
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Toupvijorpag, mg HAéxtoag, piag eowviag, mg Mndewag xaw mg Paidoag: magdpowas v eivar
now The Daughter’s Cycle wu A IIOMEG TaQaOTAOELS TwV TEAEVTA{WV ETHV EVAL TETOLES GRQOS
EXOUYYQOVIOTIHES TTQOOUQUOYES COYHMY TEAYMALBV, VTG TO (UG TOV PEWVLOMOU KO TTRQVO-
VIO APOQT] TG LAPOQES YUVOUKEIES HOQPES TV TOLDV TQUYLXMY.

O Heracles as Dr Strangelove and GI Joe. Male Heroism Deconstructed givau o tithog Tov
t€taprov xegahaiov, mg Kathleen Riley (00. 113 €E.), xou aoyohelton pe tovg «adivorovs»
avdprrotg pdhovg oto B€atpo g apyadtrag. To ouvBnua Tov ToAépou Twv @irwv d66n-
%e 010 Medea: A Sex-War Opera tov Tony Harrison (1985), eva n pehém) eouder tehixd otov
Herakles tov Archibald MacLeish (1965) wg «pre-feminist deconstruction of male heroism»,
%aBag xaw otov o ovyyeovo Mister Heracles tov Simon Armitage (2001).

To devitego T Tov Tépov €xeLtov Titho «Dionysus in Politics» xow amotehelta and téo-
0g0Lg ouuPoAEg: neq. 5 tou Oliver Taplin: «Sophocles’ Philoctetes, Seamus Heaney’s, and Some
Other Recent Half-Rhymes» (00. 145 €E.): «The Cure at Troy» (1990) eivow to pévo Bearot-
%6 €0yo Tov Iphavdot mommi. Zmv avaorémmon €0ymv xat TaQaotdoemy tov Phoxtim),
Gmov dev Aeimer 1) veoehnvirij draoxevy tov IMixxokov (Odnoods 1818), xaw n omoia durai-
g otéxetal otov Ploxtijry tov Heiner Miiller, moémet va ovpmeoungBel Spmg onmodimo-
e naw 1) €Eoym daoxevi] tov Baoihn Ziudya (BA. B. ovyveo: Ioimon xar uibos ora Bearor-
xd éoya tov Baoiln Zidya. Ilavbeiouds xai guatodaroia ws teAsodoyinés Oeuehidoes wag
uvotixiotixs xoouobewoiag, Ilohvitpomov, Abva 2004, oo. 220-249). H Edith Hall, zeq. 6
«Aeschylus, Race, Class, and War in the 1990s» (00. 169 €E.), naipver agoppwij amd tov éhe-
po tov Ipdx rat 1oV FovyroohaPinG TOAENO %L TIG CUVETELES TOU ECXAV TOL YEYOVOTA AUTA
otig SLaonevES Toay v Tov Awoyxihou: The Labourers of Herakles (1996) tov Tony Harrison,
The Persians (1993) tov Peter Sellars, n vawio Prometheus (1998) tov Tony Harrison. Amo-
#xhewoTInd e Tov xvnpaToyedgo acyoheltar o Maviehic Miehdung: «Greek Tragedy in
Cinema. Theatre, Politics, History» (00. 199 €£.), av o eEetdCer »aw g draouvdEoels Twv
AWVIUATOYQUPLRMY TUQUYOYWHV UE TO B€ato (Dionysus in 69 tov Brian De Palma)- otéxetat
Wiaitepa omy tawia The Perjured City, or The Awakening of the Furies g Catherine Vilpoux
(1999) %aw Teatro di guerra tov Mario Martone (1998), dwaonev tov Extd eni Orfiag mov
duadoapatitovar oto Sepdyefo, The Case of Decision O tov Rainer Simon (1991), eaopo-
1 Tov Owdimoda Tvedvvov ot yepuavd otpatidm omv EMdda me Katoyiic, Die Antigone
des Sophokles »ad ) petdgoaon tov Holderlin diaoxevaopévn yio m oxnvi and tov Mme-
T, Tov Jean-Marie Straub xou Daniéle Huillet (1992) »tA. H Lorna Hardwick, xeq. 8 «Greek
Drama and Anti-Colonialism. Decolonizing Classics» (00.219 €€.) eEetdCer mv agyaic toa-
ywdio ot tohtoprd ovpgeatopeva me Kapafainis rat me Agourig.

H totm Bepamin evéuta €xel tov titho: «Dionysus and the Aesthetics of Performance»
row ovpmepuhapfdver tola doboa: xeq. 9 «The Use of Masks in Modern Performances of
Greek Drama» tov David Wiles (00. 245 €E.), divovtag €épgaon otig tagaotdoels tov Peter
Hall, oArd agyCovrag mv wotopuky avaoxomnon pe 1g Aehgurés Ioptég, Tov Barrault xow
g tapaotdoels tov Kapdhov Koy (ITégoeg 1965, 1976, Odimovs 1967, Ogéotera 1980), yua
va xatahiEer otov Hall (Oresteia 1981, The Oedipus Plays 1996, Tantalus 2000, Bacchai 2002).
Sy xotaxAeldo Tov #AvEL ONUAVTLLES SIUMIOTWOELS OE ETYQUUUOTIXT HOQWI] Yio T XOTjon
™G UAGRAG 0TO aMUEQVS BETOO o Yo T onpooia g Toaymdiag v YéveL: «...the postmodern
angst about what is reality, what is self, what are we but the play of surfaces, takes us back to
the mask by another route. / As a theatre historian rather than a classicist, it does not trouble
me to maintain that the Greek dramatic tradition is no longer important in the theatre because
it is a repository of great texts, great words. Greek theatre matters in the theatre today because
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it is a powerful form, a form that is a basis for continuing creativity. The most important
productions of Greek theatre that I have seen have been in Romanian, French, Russian,
German, modern Greek, Japanese — hardly ever in English. When I recall these productions,
the whole question of language seems irrelevant. When I use the term ‘form’, I mean partly a
set of dramatic situations, but more crucially the enabling devices of chorus, encircling theatron
(which in Greek literally means ‘place for viewing’), and mask. The chorus matters because it
offers a transpersonal understanding of the world that is best expressed through the body. The
auditorium matters because it imposes a collectivist rather than detached mode of viewing. The
mask matters because it frees us from a philosophically descredited obsession with interiority.
By blotting out the face, the mask paradoxically reintegrates the body and makes it an instrument
capable of embodying rather than reciting a text. Greek theatre has proved to be a form that
allows us to address these fundamental concerns» (00. 262 €€.). H Katherine Worth emuxe-
vipavetan ot eEMvirég opethés tov Mréxet: xeq. 10 «Greek Notes in Samuel Beckett's
Theatre Art» (00. 265 €E.), aviyvetioviog GUYYEVELES KOl YONOELS, OTTWG COUATIXGG TEQLOQL-
OUOG, LAVTATOPOQOL, HAGKES, 000G, Hovotxn xat 000s. Keg. 11 aoyoheitar pe tig pehomor-
foewg nou mepeg: Peter Brown, «Greek Tragedy in the Opera House and Concert Hall of the
Late Twentieth Century» (00. 285 €E.), doympiCovtag 10 peydho vhro tov oug e€rig evom)-
teg: Bdynes, Mijoeia, 1o onit tov Atpéa, 0 Tomrds néhepog, to onitt tov Owinoda, ITpo-
unbéag van dhha. To dpBpo terewdiver pe dvo mpoobixeg: Evav xatdhoyo £oymv e BEua tov
0l%0 Tov Atp€x, %a €vay delTeQo e £pya ad Tov 0i%o Tov Owimoda.

To tétagro pépog agrepnveton oto Béna «Dionysus and the Life of the Mind» xau meQué-
xeL téooepa pereriuare. To moaro, xe@. 12, e Fiona Macintosh: «Oedipus in the East End.
From Freud to Berkoff» (00. 313 €E.) meptypdget ™ otadux exBodvion tov facthid twv On-
Budv amd ™ onueown oxnvij, avdroya pe To Eemépaoua Twv QEoidmy BewoLdv meQl oLdL-
76de10v oupmhEyoros. Mdhota ovoyetiCet tov peotidind Owimoda e o star-system Tov Qe-
ahotzov Bedrpov Tov 190u audva. Aoyohettan rvpiwg pe 0 épyo Greek tou Steven Berkoff
(1988). H Erika Fischer-Lichte, #eg. 13 «Thinking about the Origins of Theatre in the 1970s»
(00. 329 €€.) avamtiooel extevas To 1topwd Tov Antikenprojekt twv Klaus Michael Griiber
»au Peter Stein omv Berliner Schaubiihne 1974-1980, 1o Bemontixd ot avBommohoyxs tov
background xau tig Beartoinég emppogg o déymxray, wa dradiracic tov ohoxno@bnxe pe
v Ogéoteta tov Peter Stein, ahhd waw tov Ipounbéa Aeoudtn tov Gritber oto geonfdh tov
Salzburg o 1986 xaw Die Miitter (Ixétideg wou Entd eni Onjfag pali) tov Einar Schleef oto
Frankfurter Schauspielhaus to 1986. H Timberlane Wertenbaker, xe@. 14, «The Voices We
Hear» (00. 361 €£.), meprypdget wa durr] mg exovyyooviotixy apaymyii mg Exdfns to 1998
®ou otoydCeTan xau endvm o GAAeg Yuvaireleg «uvég» ov axovovron artd my eMnvir] too-
ywdia. Qg tehevtaic ovppor,  Amanda Wrigley, xe@. 15 «Details of Productions Discussed»
(00. 369-418), diver ororyeio amd v data base Tov OEgopdiavoy Agyeiov yio Gheg Tig taa-
OTAOELS, IOV EY0LV avaipeeBel oTov T6po owtd. Ateurowview: «The list is arranged chronologically,
by date of premiére. When the exact premiére date of a theatrical, operatic, dance, or television
performance has not been uncovered at the time of going to press, it is listed under month
and/or year alone. After these productions are film works, listed alphabetically, by year of
production. Only the following basic production details are included: author of the script (writer,
translator, adaptor, librettist), composer (for opera), director, venue at which the premiére took
place, and the company involved in the production of the work. For films, the country of origin
is listed. The names of actors, composers for non-operatic productions, conductors, and individuals
responsible for design and choreography are not usually cited» (0. 369). Kot ovtdv tov toémo
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napatiBevtal oL faorég TAnEoooles yLa mepimov 450 tagaotdoeLs.

AnohovBel e mgooextn PLproyoagic Yot 6o Tov TOHO — PLPAOYQAIKES AVAQOQES Yi-
VOVTOL LGVO O€ LOQET] GUVTOHOYRAQUAY (00. 419 €E.), atd mv omola Ba fjfeha va avagépm emt-
Aextind 0QLOPEVES Paotreg TeeuTaies (rau Ot eEMQETIHEG TEQUTTWOELS KoL THACUGTEQES) EQYXLOTES
yuee To B€pa mg avafinong xat péohyng Tov agxaiov ekknvirol dpduartog: H. Flashar (ed.):
Tragodie: Idee und Transformation, Stuttgart/Leipzig 1997, P. Burian: «Tragedy adapted for stages
and screens: the Renaissance to the present», P. Easterling (ed.): The Cambridge Companion to
Greek Tragedy, Cambridge 1997, 0. 228-283, J. Chioles: «The Oresteia and the avant-garde: three
decades of discourse», Performing Arts Journal 45 (1993), oo. 1-28, M. Colakis: «What Jocasta
knew: alternative versions of the Oedipus myth», Classical and Modern Literature 16/3 (1996), 0.
217-229, H. Foley: «The conception of women in Athenian drama», Reflections of Women in
Antiquity, London/New York 1981, 00. 127-167, mg idiag: «Modern performance and adaptation
of Greek tragedy», Transactions of the American Philological Association 139 (1999), 0. 1-12, mg
{dwag: «Twentieth-century performance and adaptation of Greek tragedy», M. Cropp / K. Lee /
D. Sanone (eds.): Euripides and Tragic Theatre in the Late Fifth Century, Champaign 1999-2000,
00. 1-13, mg (dwag: Female Acts in Greek tragedy, Princeton/Oxford 2001, R.-G. Gauthier / E. Ertel:
La Tragédie grecque: les Atrides au Thédtre du Soleil, Paris 1992, S. Goldhill: Language, Sexuality,
Narrative, the Oresteia, Cambridge 1984, tov (dwov: Reading Greek Tragedy, Cambridge 1986, A.
Gree: The Tragic Effect: the Oedipus Complex in Tragedy, Cambridge 1979, E. Hall: Inventing the
Barbarian: Greek Self-Definition through Tragedy, Oxford 1989, E. Hall / F. Macintosh: Greek
Tragedy and the British Stage 1600-1914, Oxford 2004, L. Hardwick / C. Gilespie (eds.): Crossing
Boundaries through Greek Tragedy, Milton Keynes 2003, K. Hartigan: Greek Tragedy on the American
Stage: Ancient Drama in the Commercial Theater, 1852-1994, Eastport / London 1995, A. Hersh:
«How sweet to kill: orgiastic female violence in contemporary re-visions of Euripides’ Bacchae»,
Modern Drama 35 (1992), 00. 409-423, M. MacDonald / J. M. Walton (eds.): Amid Our Troubles:
Irish Versions of Greek Tragedy, London 2002, F. Macintosh: Dying Acts: Death in Ancient Greek
and Modern Irish Drama, Cork 1994, mg (dwag: Oedipus Tyrannus: A Production History, Cambridge
ur6 €xdoom, K. MacKinnon: Greek Tragedy into Film, London / Sydney 1986, P. Michelakis: «The
past as a foreign country? Greek tragedy, cinema and the politics of space», F. Budelmann / P.
Michelakis (eds.): Homer, Tragedy, and Beyond: Studies in Greek Literature in Honour of P. E.
Easterling, London 2001, 0o. 241-257, I. Okpewho: «Soyinka, Euripides and the anxiety of empire»,
Research in African Literature 30/4 (1991), 60. 32-55, O. Werner: Die Wunde der Revolution. Heiner
Miillers Philoktet im Spannungsfeld von Rationalitit und mythischem Zwang, Diss. Salzburg 2001,
E. Palmer-Sikelianos: Upward Panic: The autobiography of Eva Palmer-Sikelianos, Philadelphia 1993,
E. Stehlikova: «Productions of Greek and Roman drama on the Czech stage», Eirene 37 (2001),
00. 71-160, A. H. G. van Steen: «Playing by the censors’ rules? Classical drama revived under the
Greek junta (1967-1974)», Journal of Hellenic Diaspora 27/1-2 (2001), oo. 133-194, B. van Zyl
Smit: «Medea becomes politically correct», B. Zimmermann (ed.): Rezeption des antiken Dramas
auf der Biihne und in der Literatur, Stuttgart 2001, 00. 262-283, J. M. Walton: Living Greek Theatre:
A Handbook of Classical Performance and Modern Production, New York 1987, D. Wiles: Greek
Theatre Performance: an Introduction, Cambridge 2000 xth. Zyedov o »abévag umopel va udve
ntpoothixes o avniv ™ Puhoyoagic, AL exeliv) ROOROTOLEL ATABE TIS GVAPOQES TV ETUNE-
00Ug %e@ahaimy %o ovyyeagEny. AMhwote raveis Oev elvar o BEom o) m oty vo dwoet
o paryportrd. eEavhun Pphoyoagic Yo 10 Yvomouxd autd medio, TOv 0moiov oL avago-
0€¢ eumhoutioviar xabnueowvd oto fabud, Tov xABe KOOVO VTAQYOUV ONUOVTLES VEES TAOA-
otdoews apyaicg eMvirg toarywdiog.
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Ax0hovBe( 010 TEAOG axSpa €va eXTEVES YeVire evpemioto (00. 445-480). TTpdnertan yio
£vay TOpo TAOUOL0 OE TTEQLEYOUEVO, O OTOL0G TEXUNQLOVEL, TS avdloya pe ™ Comodtta
#o T Suvor e «xiome» oL eQaopoyiic g agyaias eMnviric toaywdiag oto ovy-
x00vo B€arpo, eumhovtiCetar pe parydaio Todmo a1 oyeTvy Pipoyoagia zar o Bewonti-
%0¢ avaotoxaopds. H ewoayoyj me Edith Hall diver éva eidog moaimg opatouaig amotijm-
oG %t AELOAGYNONG TOV QAVOREVOY, TO 0TT0(0, emavahapuPdve, dev mpémet va toeEnynOel
@) wg o Wiaitepn evawobnaia moog ™ onuepwr EXLada, xau B) g wa avapimon mg ov-
noviotirc apddoomg evaoyGhnong we ta xhaowxd yodupore. Ot taQadootorol OUHAVIOTES
%au ot oupfatirol xhaowrol pkdroyol Ba aoyonTevToty ad TG TUQUOTACELS GUTES. Q0T0-
00 ®aBleQ@veTaL, xaw oty xhaoui guhoroyic, Evag 0AGANQEOG %UVOUQYLOG TORENS EMLOTY-
HovIRiic evaoyGANoNG, LoxQLA artd T (dLa Ta kelpeva xaw Tor puhohoyurd oophijpata mg ao-
YOLGMTOG, O 0TTO{0G EXEL EVIOVO OUYXQOVO XUQUKTIHOM Kot (T Tel TEAE(NG OLOQETIRES Lnat-
vémreg ®aw vanodnotes. Ané mv dhn, ) avafimon tov agyaiov dpdpatogs eEehiooeTar om)
oUyyeovn LoToplo: Tou Bedtoov, - ka Gyt uévo omv EMdda, 1 omola fEPara éxel ™ pepida
10V MEOVTOS (G TTEOG TOVS CtQLOROTS THQUOTATEMY TOV CMEGIEVOU CtQY {0V QETTEQTOQIOV, - Cth-
A o8 aydopae khipoxa, xou ie 1LaiTeQn £pgaom oTov ToiTo ®Gopo, o€ pa EexmoLoTi uro-
evom|Ta, 1) omoia a&iCel xau Poloxet WLaiten TEoooy, ylotl TeQurhelel Qouvouevird Eva
70RAd0E0: Tt oUVOEEL TV aALG®OTH RO AAROTIQOOCAMY «UETAUOVTEQVLY €TTOYY RE [iat Bea-
ToURY] POPWCL, IOV atoTEAETOL TG ot JEON OTEQEMY CUUPATEMY EVES TOA dLapopeTiro
TOMTLOWOY, YOUUUEVT 08 YAWDOOQ «VEXQI» (01g OV OUYYmEEDET Lo ot oTeyun 1) ahhayr omtt-
wijc) e dvoenihvta petagoaotind moophiuata, yoaupévn yia évay 1dioturo Beatourd xoeo
TOM) JLAQOQETIRG %Ol LE LLet LEQAQYNON OXNVIXDV EXPOUOTIXAV HECMV, IOV avTLBaVEL K-
Beta otig Oearounéc eEehiEelg Tov 2000 cumve, 0L OTOLES XIVOUVTOL (TG TO AGYO OTO GO, KOL
Az 10 axQoaue ™S arayyehiag oto xafad BEaua, te TV EUTAORY TEQITEYVOV TEYVIROV
HEowv, amd 10 NAEXTOKG Qg (g To cyber space. Na elvar 1 aroBnien mpdxinon wov xivel
) duvauxi; O aepLdpLotes duvatdmtes dtaoxevg xat avarpooapuoys; Na eivar to dia-
HELLEVIAO KL OVALPOQLXO TLoLyVIOL e ReVTOLXA CUMPOLC-HOQYPES TG EVQMTAIXYS TaRddoOMS,
mov gpgaviCovion o€ Tehelng xavoupyta oupgealopeva; Evidooeton 1 agyaio EMdda otov
eEWTIOUG TOV ILUTOMTLOURMY TAQUTTATEWY, TOV KUQLAQYOUY 0TS BEUTOIRES ORNVES TOOES
denaeties 1o, 1 elval To oL vidL ™G x1oNs ETOMV and TV TeEAd00T HOQPUV %Al HE-
YeOWV, POQTWUEVMY e TOOM LoToRla %o PLhocogic,, OV TO00 ayamdet To pastiche g «pue-
TapovteQvag awotnuriic»; “H eivar amhag wa Eeywotoni vy oto ahahotp e onueQvig
Bepomunic xa cuoBNTRIG, TOL YONOLHOTOLEL TOUS TTAVTES KOt TOL TAVTOL YLCL TNV ETEQOPWTLOUEVT
™ Expoaon; AMG Tdte dev eEnyotvian ot parydaion avEavipevor apBpol Beatourdy Taga-
OTAoEWV, PLMIRAOY SLooREVMY, 1) XO1joN TS cpyaiag Toaymdiag Ot GmeQa Xat 00, TOV Ka-
TayedgeTan and ) Beatpohoyia TV NUEQWY.

“‘Onwg xou va. £xovv T TeayuaTa, 1 omota e&jynon e Ba elvaw evxohn xow de Ba ava-
delEet pia waw povo autio. Eva) o Beatpordyol xat 1otoQuroi tov Bedtoov evidooouy o %e-
QAAOLO [E CUTATGOELXTO EVOLAPEQOY OTOV RATALOYO TV EVRTYOMTEMV TOUG, YLO TOVG KAat-
0L%0Ug QPLLOAGYOUS 1 avAAVOT PO ONUEQIVIG TUQAOTOONG—OLUTREVG— TQOCUQUOYIS—TIQO-
ommrg eounveiag elvan €vag vEog xhAdog xau amartel SLapoeTLrES travomTeS, Al AVTES
7oV €xouv xahheQynOel om povoyurii pehém oug fuhobrixes raw tg Pioyoapies, ota
OyOMaL %O TIG YOAUUATRES: cnobnmuvn evatobnolo, dietodutirij epunvelo xvijTowv %o pop-
QAV, voLTO PATL XL CUTE YLK TO ONUEQLVS KOOUO KAl TOL PIVOHOTE TOV KoMV, Wiy
CVTLUETATLON TUYVA A*QAIV LLOQPEIV EXPOOONG KAl ETUROWVMVIKS, ROTAVOYOM TNG VEO-avant-
garde pag avijouyng veohaiog xat treAAYREVIOLHG ®aBdg KL TOMTIOP®Y TOV TQITOV %0-
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OOV, CUVIEDM TMV LEQWY PNVURATMV ®ow VYNABV LOEWV TS ayaiog Toaywdiag ue ovyyoo-
va, ouviiBog SuoGEOTO LOTOPLXA XAt TOMTIXG YEYOVETA TG EMXOUQGTTAS. ATTS TOV Qo)L
%0 LOYVOLOUG, TG RAT AUTGV TOV TOOTO EUTAOUTICOVTOL %Ot OL EQUNVEVTLXES OLUOTATELS TWV
v Tov ayainv xelévov — xou ravels dev woyvoiletal twg dev oupfaiver avtd — eEehi-
xOnxe 1 oxeTnn €gevva pe o Tyyaio duvapry o €va auTévopo evolagépov, otov fabud,
7ov antd myv oy ms Rezeptionsasthetik g Zyohis mg KootdviCag n mpdohmyn arote-
Ll avagaipeto tedio Egeuvag Yo ™y (dior ™y ouNVElD TOV XOAMTEXVIRGY QUUVOUEVOV- 1]
OAMAG: 1) ONUEQWYVI TTQOTEYYLON TG R0 TEaYmAIaG dev poel vor tapapehjoet xat Gho
10 T€QAOTLO LOTOQLAS TV OXOMAUOIMY %O EQUIVELDY QTG TV CLOYCULGTITO KOL OUEQQL, TWV
UETAPQATEMV %Ol TUQUOTATEMY %ol TOWRIAMV GAAMY XO1TEWV KL EQUOUOYHV TOV XABE €0-
you o Tov %dBe Toayrrov. Kaveig dev propet ofuepa va pkijoet yua tov Owdimoda ymols
tov Poduvr, yio mv Opéoteta ympig tov Bachofen, yio mv Aviyévn ywois tov “Eyelo rat
yue ) Mnjdewa xwolg T QepvioTiveég egunveles tmv tehevtainv dexaeTidyv.

AnS avnijv ™y dmoyn o Tépog autdg eivon eVOERTIRGG AAG %0t AVTLTQOOMTEVTIXGS TG
véag ovpmpaEng Beatpordywy, BeaTOROY dMULOVEYDY %ot #AACKOV QLLOAGYWV. AVTig 0
Topéag, Wiaitepa onpavikdg yie myv EALGda xaw my ednviri Ogatpohroyia, Ba pog ama-
OYOoMOEL arOUaL OVYVEL.
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310 TEOAGYLOWE TOV TOHOV avTo iy o avapépet ta eEnc: «Amotehel €va mpaio €Buuo 1) €x-
SO0 OLYXEVTOWTXMY TOPMV, IOV PalevovTon OMUOOLEVHEVE Katt i) HEAETIULOTOL TEQUOUEVWV
10V o Bolorovy oav T atore 0OEVTOL TAdLA, OV TEQUTAAVOUVTOUL TNV ATEQUVTOOUVY TV
EVIUTOV, EQVA Lo TOTQUKT] OTEYN %O EOTICL OLXOYEVELOA, YIOTL O QLT T CUYREVTQWON el
OUVaVaOTEOY PaVEQWVETAL avdyAuga TO TTROGIA TOV ouyyQUpEn %o pehemi, 1) epféheie
TOV EQEVVIITLXMV TOV EVOLAPEQGVTOV et 0 GAOG TIVEVHOTIXOG UETUROMORGS” OV TROGOdOTEL
mv xivon o xodooeL v mopeia péoa ota yodupota. Ao Tig didonaptes Yngideg pai-
VETOL XOpudTL %oppud 1 eéva. Kat o mpooextirds avayvaomg agovyxpdletal 1o vdyeto
€V TOV E0WTEQXOU DLOAGYOU TV peremudtonv petafl tovg xau fAETeEL To adpato vijpa
mg eEEMENG ov déver T oxdpmua dnpoatetpota o e duxpovinj déop. / Tepoadrego
G 0T6 TIG LOVOYQUQIES OL TOHOL cuTol ABQEPTICOVY TV LOLOTROCMTICL JLaig TQOCWTLAG-
mrag. O ayamytdg ouvddepog Inorjgp Bifihdung, e mv didmra tov Beohdyov-Beargordyov,
duabéter o€ Pabud éviovo wa tétota Wompoowmia, ov xubpeqTiletan 0T BepaTin Row ™
SLLEOVIRGTTCL: CUYXEVTIQWVEL OTOV TOHO TG 25 OUVOMKA [UXQD %ow peydha peheipora,
7OV RUAITTOUY €Vt XQOVIXG QAN 0TS TV aEyoudTTaL (g Tov 200 cudva, ®i €xouy g H€pa
e Tov €va 1 Tov Ghho T1e6mo To Bonoxrevtind Batoo xan dpdpa. “Etol n avdyvmom tov tépov
powdter pe ToEidt, ot Wty Eevaynon Tov ouyyeapéa Tov, amd ToV ALGVUOO %Ol TO 0QY.0LO-
eMnvird dpdpa xaw Bato oug oemtés pop@és twv Iatépwv mg Exxhnoiag zat 1o Beoxa-



