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FOREWORD

gt was right after the millennium celebrations that we began to envisage, stimulated and

mobilised by Prof. Walter Puchner, the holding in Athens, of an academic colloquium on
an international scale, that is, of the international conference the proceedings of which consti-
tute the present volume. It seemed to be the right moment to undertake an overview of givens
and developments in theatre studies. Purthermore, the aim would be critically and dynamically
to re-appraise traditional models and to suggest, in a, so to speak, programmatic perspective,'
a giobal problématique pertaining to a namber of new domains of interest. The subjects we had
in mind included the theory of drama, the history and historiography of theatre, the reception
of Ancient Greek Drama, as well as university curricula or strategies and perspectives of thea-
tre studies.

Specialists from around the globe (including various European couatries, the US, Cana-
da and Israel) gathered in a lively and friendly atmosphere, while personalities from the world
of the stage as well as students were present among the audience. This was certainly 2 most ef-
fective convergence of different generations and various approaches to the dramatic genre and
event. The present volume reflects the osmosis we aimed at and provides readers who are iner-
ested with a multifaceted body of material for reflection, animated by a fertile comparative per-
spective and involving theory as well as practice, new orientations along with historical and lit-
erary studies.

I would like to express my gratitude not only to institutional authorities already mentioned
in the Programme, whose support made the conference possible, but also to a number of indi-
viduals, who have helped a great deal and made its realisation easier. There are, first and fore-
most, otir colleagues on the. organising committee, especially Platon Mavromoustakos, who
was our link to the Furopean Network of Research and Documentation of Performances of
Ancient Greek Drama (Arcnet), and Anna Karakatsoulis and Iossif Vivilakis for their substan-
tial help. I also thank Ms Fabienne Vogin, Ph.D. in classical studies and Ph.D. in history, and
M. Geoffrey Cox, professor of English, who have edited French and English texts, respective-
Iy; as well as Ms Panayota Pramantioti, ML.A. in theatre studies, who assisted me in my task as
an editor of the volume. Finally, many thanks to Mr. Panayotis Anastassopoulos and his excel-
lent team at Ergo Publications, especially Ms Anneta Roubini, for supervising the layout and
printing of the volume.

ANNa TABAKT

I See especially Warter Puchwek, “The Objectives of the Conference”/ “Les Objectifs du Congrés” and
“Theatrologia quo vadis?” pp. 13-16, 17-23.
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AVANT-PROPOS

orsque nous avons envisagé, mobilisés et motivés par Walter Puchner, Forganisation

a Athenes dune Rencontre scientifique portant sur léchelle internationale, 3 savoir un
Congres dont les Actes figurent dans ce volume, nous venions de sortir dela célébration du mil-
lénaire. Le moment nous semblait fort propice, d'une part, pour entreprendre un bilan des ac-
quis en études théitrales. Tenjeu, d'autre part, visait 3 une remise en question dynamique des
modeles danalyse traditionnels, proposant avec persistance, de maniére programmatique,' di-
rais-je, une contemplation sphérique, traitant maints domaines nouveaux du champ. Les axes
de la thématique proposée embrassaient tant des questions liées 4 la théorie du drame, & I'his-
toire et 4 lhistoriographie théatrales, 4 la réception du théatre grec ancien, que des questions
concernant les cursus universitaires, la stratégie et les perspectives des études théatrales.

Les travaux, trés animes, se sont déroulés dans une ambiance amicale entre spécialistes ve-
nus des quatre coins du monde - de plusieurs pays de 'Europe, des Ftats-Unis, du Canada, d'Is-
raél — dans lauditoire se trouvaient de nombreuses gens du théatre et beaucoup détudiants, On
a assisté, certes, 4 une convergence heureuse des générations et des préoccupations autour du
genre et du spectacle dramatiques. Miroir de cette osmose désirée, ce volume offrira au lecteur
intéressé un matériau de réflexion polyvalent, rehaussé d'un comparatisme fertile, couvrant la
théorie et la pratique, les orientations nouvelles allant de pair avec des contributions historio-
graphiques ou littéraires.

Jaimerais remercier, outre les institutions déja mentionnées dans le programme des tra-
Yvaux, qui nous ont permis de réaliser le Congrés, quelques personnes qui ont sensiblement fa-
cilité notre tiche. Tout dabord, je voudrais exprimer tous mes sentiments de gratitude aux
collégues du Comité IOrganisation, notamment Platon Mavromoustakos, qui nous a mis en
contact avec ses partenaires du Réseau européen de recherche et de documentation sur les re-
présentations du drame grec ancien,” Anna Karakatsoulis et fossif Vivilakis, pour leur soutien
efficace. Ensuite, je tiens & remercier vivement Fabienne Vogin, agrégée de Lettres classiques et
docteur en Histoire, et Geoffrey Cox, professeur d'anglais, qui ont revu les textes en frangais et
en anglais, ainsi que Panayota Pramantioti, titulaire d'un master en études théatrales, qui m’a
assistée dans la tiche générale de supervision de la publication. Enfin, tous mes remerciements
vont 4 Panayotis Anastassopoulos et & son excellente équipe des Editions Exgo, notamment An-
neta Roubini, pour la mise en page soignée et la supervision technique.

AnNNA TABAKI

' Voir,dans ce volyme, WaLTER PucaNER, “The Objectives of the Conference” { aLes objectifs du Congrés.,
et « Theatrologia quo vadis ¢ ». pp. 13-16, 17-23.
? European Network of Rescarch and Documentation of Performances of Ancient Greek Dratma {Arcnet).



WALTER PUCHNER

THE OBJECTIVES OF THE CONFERENCE

Objectives

(ﬁ ecent theatre praxis is questioning the holistic approaches of theatre theory, as stru-
cturalism and semiotics, 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 itself as a describable process on stage and between stage and au-
dience are not any longer unquestionable and self evident factors of analysis. The revolution
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 per-
formance”, “let theatre makers create freely” and so on. This new situation has a significant
impact on future theatre theory, on the term “theatre” itself and on theatre studies as well.

Postrnodern 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, em-
phasizing now more on the personality and the individual narration of the historiographer
- there are only histories of theatre, not just a single one - and focusing on breaks, cutsand
new beginnings in the imaginated continuum of evolution. The positivist 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
petiod 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 periods of
theatre history seem to be more actual than others: this is happening for instance in the case
of the revival and reception of Ancient Greek Drama, which holds today a significant per-
centage of the global repertoire 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 contemporary audience may show the traditional texts 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

13
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of universities. The problems of translation are today more actual than ever.

Closely connected with the restructuring of theatre studies on the pre - and postgraduate
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 strategy 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 structures of economy
and culture ? Are universities institutions of fabrication of diplomas without response on
the labor market, or threshholders of education ideals which should resist farming
compromises with the every changing functions of theatre in society ?

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

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

right.



WALTER PUCHNER

LES OBJECTIFS DU CONGRES

Objectifs

z a praxis théatrale récente met en doute les approches holistiques de la théorie du
drame, telles que le structuralisme et la sémiotique. Par ailleurs et, dans un certain
sens, elle a déja relativisé chacun des éléments de la représentation en tant que fait de com-
munication entre les acteurs et les spectateurs, En particulier, des termes tels que: code,
message, encodage et décodage, sémantique, signification, intrigue, personnage, rdle, etc.,
ainsi que la communication elle-méme en tant que processus descriptible se déroulant sur
la scéne et entre la scéne et le public ne constituent plus de facteurs d’analyse fiables, allant
de s0i ni vérifiables. La révolte des gens du théitre contre la théorie et les nouvelles formes
liminales de pratique qui, parfois, vont au-deli des frontiéres traditionnelles de la situation
thédtrale conventionnelle, pourrait &tre 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 théatre créer en toute libertés, et ainsi de suite. Cette nouvelle situation a un impact
significatif sur toute théorie future visant le thétre, sur le terme de «théitre» lui-méme
ainsi que sur les études portant sur cet objet.

Le particularisme postmoderne éclaire d'une nouvelle lumiére Phistoriographie du
thédtre qui, aprés une période anhistorique, se trouve a nouvean au centre de I'attention et
de l'intérét. Les paradigmes del’évolutionnisme ont cédé la place & des méthodologies plus
spécifiques et différenciées, qui mettent a présent I'accent sur la personnalité et la narration
individuelle de l'historiographe - il existe des histoires du théétre et non une seule - et
concentrent leur attention sur les interruptions, les ruptures et les nouveaux commence-
ments dans [e continuum imaginé de I'évolution. L'optimisme positiviste qui considérait
qu'il était possible de reconstituer des représentations du passé se voit, a présent, fimité a
la capacité de ne documenter que les normes esthétiques de la production théatrale et de
Taccueil se rapportant & une période ou un genre précis.

Dans les changements du canon du répertoire, qui mettent actuellement en évidence
les représentations interculturelles, le théatre etla pratique théétrale post-coloniaux au Tiers
Monde en général, certaines périodes de l'histoire du théitre semblent étre plus d’actualité
que d’autres: c’est, par exemple, le cas en ce qui concerne I'intérét renouvelé et la réception

IS
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du théitre grec ancien qui, de nos jours, représente un pourcentage significatif du réper-
toire qui est joué dans le monde entier et qui mériterait que des efforts plus importants et
plus intensifs de recherche spécialisée lui soient consacrés. La philologie classique admet
que l'intexprétation récente proposée par les gens du théitre et la mise en scene présentée
au public actuel peuvent jeter quelque nouvelle lumiére sur les anciens textes en méme
temps que les acteurs du thétre comprennent que la tradition érudite du commentaire et
de l'interprétation de ces textes est plus qu'un travail de paperasse mené derriere les portes
closes des Universités. Les problémes de traduction sont, de nos jours, plus d'actualité que
Jamnais.

Parmi les questions étroitement lides aux études de théatre, aux niveaux aussi bien du
premier que du troisiéme cycle, figure celle del'absorption a un taux satisfaisant des anciens
étudiants par le marché de I'emploi, - 4 savoir, la question du spécialiste du théatre en tant
quoccupation et profession, La situation présente des différences significatives entre les
pays. Quelle devrait étre la stratégie poursuivie par les études de théitre ? Le programme
des cours devrait-il étre orienté vers les conditions professionnelles et les besoins du marché
ou bien 'éducation au théitre peut étre un but ayant sa propre valeur, indépendamment
des structures 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
Femploi ¢ Qu bien, sont-elles les gardiens des idéaux de Penseignement qui devraient ré-
sister aux compromis avec les fonctions en constant changement du théatre dans la so-
ciété ?

Dans le domaine de I'enseignement, le théitre pourrait profiter du nouveau réservoir
des formes ouvertes de représentations, entre le libre jeu de role, le psychodrame, la rééeri-
ture de la société et de I'histoire dans des piéces improvisées par les enfants, les éléves et les
étudiants, dans un mouvement de révolte contre et d’éloignement par rapport aux repré-
sentations scolaires traditionnelles. De nombreux travaux de psychologues, pédagogues,
théoriciens et acteurs du théatre viennent tous les jours enrichir la bibliographie interna-
tionale portant sur cette question.

Ce congrés, & notre avis, s'efforcera surtout de poser des questions et pas tellement de
donner des réponses. Pent-étre que le temps des réponses n’est pas encore 12 - nous sommes
au début d’'un nouveau siécle et, de toute évidence, d’une nouvelle ére. Mals, il apparait
particulierement important de formuler les questions de manigre a ce que les réponses
futures soient possibles et non a priori exclues. Poser la bonne question est une tiche 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 «corrects.
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THEATROLOGIA QUO VADIS ?

(% t the dawn of a new century, the science of the theatre is moving into a new era and
facing the necessity of answering a series of questions concerning its own very fou-
ndations in theory and historiography. This was the main reason for organising this con-
ference on “Theatre and theatre studies in the 21% century’, gathering nearly 50 scholars
from the USA, Canada, Israel, Britain, France, Germany, Italy, Spain, Portugal, Ireland,
Finland, Holland, Belgium, Russia, Bulgaria, Georgia and, of course, Greece, here in Ath-
ens, where the beginnings of theatre are traditionally located. This conference wiil try to
raise questions. Perhaps the time for answers to such questions has not come yet; we are
at the beginning of a new century and obviously of a new era - not only for the theatre.
But the theatre in many cases is a mirror of the times, and in a sense more essential than
historical reality itself. It seems most important to put questions in such a way that future
answers are possible. To put a right question is a more difficult task than to answer it. Any
child can easily ask alot of questions to which the wisest man has only one answer: silence.
The difficulty lies in being able to find the right questions - the answers will come by
themselves in their time, And it may be that there is not only one right answer, but many.
Because the oppaosite of the right is not necessarily the false, but maybe another right.

So this is 4 conference of questions, because many things are questionable. And I will
start this search for right questions with 24 questions on the science of theatre in the new
century. The number 24 in the Greek tradition has a special symbolism: there are 24 books
of the Homeric epics, there ate 24 strophes in the Byzantine hymns to the Virgin Mary,
there are 24 letters in the Greek alphabet. These letters I will use in trying to find the first
right questions for the conference. They will meve from the theory of the theatre to the
unprecedented ‘renaissance’ of ancient Greek drama in the repertoires all over the world,
from the theory and methodology of theatre historiography, with some emphasis on mo-
dern Greek matters, to theatre in education and the future of Theatre Studies.

A

What do the voices of contemporary theatre artists mean: ‘no more theories’, ‘take your
hands off the mystery of performance’, ‘let artists create freely’ and so on, which sound like
a sort of revolution of theatre practice against theatre theory ?
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B

How can this accumulation of theoretical models in theatre theory and the escalation of
the relevant bibliography after the 1960s be explained, starting from social psychology,
sociology, linguistics, communication science, speech-act theory, culturclogy, phenome-
nology, comparativism, structuralism, deconstruction and so on, usually called ‘critical
theory’, and culminating in the semiotic model, at the same time borrowing models and
terms from many different disciplines, creating a sort of academic language unintelligible
to most common readers ?

Specifically, the holistic approaches of structuralism and semiotics with their authoritarian
claim of explaining the whole of the sensitive aesthetic synthesis of a theatre performance
— were they able in the end to analyse the most complex and fluid “code’ of a theatre pro-
duction or are they simply just a method among others attempting to give an idea of the
complexity of the fictitious reality created on stage ?

@@

Is it possible that contemporary avant-garde theatre praxis may be crossing the traditional
borderlines of conventional theatrical practice, relativising in a sense every single element
of the performance as a communicative event between actors and spectators, disputing es-
pecially terms like ‘code’, ‘message’, ‘encoding’ and ‘decoding, ‘semantics’, ‘meaning), ‘plot,
‘character’, 'role’, etc., as well as communication itself as a describable procedure on the
stage and between the stage and the audience - is it possible that these are conscious re-
actions of the theatre-malkers to escape the concepts of theatre theory which are no more
than restrictions of creative freedom after all ?

é

Ts it possible to reduce the theatrical sigh - which on stage may be an aesthetic sign of a real
one - to simply an instrument of communication and a vehicle of transposition of mea-
nings to the audience, or is every single sign or a combination of signs much more than a
mere functional signifier of an enceded message, having a specific material existence and
force, the corporality of acting bodies, which evoke sensual and aesthetic reactions beyond
the mere deciphering of intended information ? How can the aesthetic and bodily experi-
ence of the spectator of a contemporary performance production be described ? It is not
the traditional identification with plot and characters, the suspense about what is coming
next and what the end will be, but a specific pariicipation in the flow of inner energy and
psychic impulses, created, for instance, by slow motion or the total lack of meanings. How
can the semiotic model handle such a situation ?
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5

Who will write in the future the historical injustice that the Czech semiologists of theatre of
the lingnistic School of Prague in the inter-War period remained untranslated for nearly 50
years and that their models were much more sensitive to the particular aesthetics and the
complexity of theatre art than the more dogmatic concepts of the French and other semi-
ologists after the reception of Polish structuralism in the West before and after 1970 2

I

Many critics and analysts of culture agree that the public life of our era is highly theatrical,
as it was in the Hellenistic and Roman period. Are there clear limits between being and
performing ? How can the traditional concept of the world as a theatre be reduced from
a literary metaphor to existing reality ? How can the immense complexity of culture and
society be differentiated as far as the degree of intensiveness and the quality of perform-
ability is concerned ?

&

What is the conttibution of performance studies to such a differentiation, as they are cul-
tivated in some universities in the Western world, by comparing ceremonies and rituals
from all five continents, football matches and bullfights, children’s games and political
speeches with theatre performances in the same methodological framework ? Are aesthet-
ics a criterion for differentiation or not ? And if so, in what way 2

o

The canon of repertoire and directing of most experimental theatres, and not only these,
has significantly changed today, stressing intercultural performances, post-colonial dra-
ma and theatre practices of the Third World in general. Is this just a superficial acceptance
and use of different aesthetics as a fashion of exoticism or does it mean that the aesthetics
and thematics of European and Western theatre in general are undergoing a fundamental
modification which also affects the very basic concepts of the theatre and drama itself?

A

It has been rightly observed that in these fundamental changes of the repertoire, some
periods of theatre history seem to be more topical than others: this is happening, for in-
stance, in the case of the revival and reception of Ancient Greek Drama, which holds
today the significant proportion of one per cent of the world-wide repertoire, and this fact
deserves greater and more intensive efforts of scholarly research. In the 1990s there were
more productions of Ancient Greek Drama all over the world than in any other period of
the history of the European theatre, but also more than in any other decade of the twe-
ntieth century, What does that really mean ?
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A

It seems natural that Greece has the lion’s share in this intensive cultivation of Ancient
Greek Drama. But why are other countries doing the same ? Is it a temporary or more per-
manent fashion of intra-European exoticism, comparable to trans-cultural performances
which are a difficult task in directing ? Is it a deeper relationship of our time with the fifth
century B.C. and less with the humanistic values invoked by scholarly interpretation ?
Is it perhaps the very different and challenging dramatic form of Ancient Greek Drama,
with the alternation of episodes and chorus parts as well as the fact that the myths are
relatively well known and provide material for modernisation, intertextuality and other
post-modern strategies of handling a given text ¢

M

Classical philology has admitted that today’s interpretations and stagings of the ancient
plays may show the traditional texts in a new light to contemporary audiences. On the
other hand, theatre artists understand that the scholarly tradition of commenting on and
interpreting these texts is not just paperwork, done behind the closed doors of universities.
The problems of translation are today more real than ever. Is that enough to explain the
phenomenen ? What remains from the ancient original in translation ? Is it sure that every
translation is in fact an interpretation ¢

N

The principal tendencies of interpretation in the twentieth century were ritualisation and
modernisation, sometimes with extreme aesthetic results and far-reaching interventions
and adaptations. These tendencies seem, partly at least, to give way to a deeper study of the
social and religious functions of the ancient drama in antiquity and to a greater respect for
plot and form. Does that mean an aesthetic reform of traditional humanism, according to
the experiences of the blood-stained twentieth century 2

5

Perhaps it is the ancient Greek preference for the particular, the concrete, the various ma-
nifestations of a certain thing, the antipathy for totalitarian concepts, that links classical
Greece with post-modern suspiciousness of holistic views. But post-modern particularism
sheds new light also on theatre historiography, which after an unhistoric period, is again
at the centre of attention and interest. Is it true that except for metaphysics, nothing exists
beyond and outside history ? Not even the historians ?

¥

'Ihe integral models of evolutionism have given place to more particular and differentiated
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methodologies, emphasising now more the personality and the individual narration of the
historiographer - there are only histories of theatre, not just a single one - and focusing
on breaks, turning-points, and new beginnings in the imaginary continuum of evolution.
Does that mean that every chapter is independent of the book, and every theatre historian
writes his own history of the theatre ? What then is the role and the function of the ideal
of objectivity and the basis of facts and evidence ?

T

This medest confession of subjectivity may have some undesirable side-effects, when
the predominant master narration eliminates discussion and different opinions and ap-
proaches, excludes bibliography and sources of evidence and offers only its own version
without critical remarks on its own methodology. Nobody has the right in a scholarly
work not to mention names and works of scholars dealing with the same topic and avoid
discussing their results. Is it possible that there may exist entirely different histories on the
same subject ? Where are the ethical limits for subjectivity abolishing scientific essence ?

&#

Concerning theatre history, the positivist optimism about the possibility of reconstructing
performances of the past is now being limited to the ability of documenting just the aesthetic
norms of theatre productions and their reception into a certain period or genre. Does that
mean that theatre histories are just guesswork ?

L

The history of modern Greek theatre and drama since the end of the sixteenth century is a
good example of such a ‘post-modern’ approach, because it consists of a series of disconti-
nuities and breaks. Does that mean that we also have to search for such things in research
fields where the evolution is uninterrupted ?

T

Theatre in education may profit from the new reservoir of open forms of performances,
moving between free role-playing, psycho-drama, rewriting society and history in impro-
vised plays staged by children, pupils and students, revolting against and deviating from
traditional school performances. Does that mean that traditional school performances
with conventional drama are no longer a desirable medium for the enrichment and so-
cialisation of the personality ?

)

There is a extensive international bibliography on this topic, written by psychologists,
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pedagogues, theatre theorists and actors which is growing daily. Is it impossible to inte-
grate into this huge variety of new theatrical expressions traditional theatre forms, such as,
for instance, for Greece, the shadow-puppet theatre (Karaghiozis) and the puppet theatre
of Fasoulis ?

P

Closely related to the issue of theatre in education is the future of theatre studies, in-
dependently of the international differentiation according to the English-American model,
which includes theatre practice and gives arts diplomas, or the European continental
model, focusing mainly on theory and history of the theatre, and aiming at a scientific
diploma. In Greece, both systems are represented. But is theatre in education a main ma-
rket of employment for the graduates of theatre studies ? What strategies of integration are
being followed in different countries and what experiences have been acquired ¢

X

The restructuring of theatre studies on the under - and postgraduate level is also a ques-
tion of sufficient absorption of the alumni by the work market - the theatrologist as an oc-
cupation and as a profession. Conditions are remarkably different in every country. What
strategy should theatre studies follow ? Should the curriculum be more closely orientated
to professional requirements and the needs of the market, or is theatre education a worthy
goal in itself, independent of changing structures of economy and culture 2

¥

And is this issue part of 2 much larger one, which cannot be answered in one or the other
way, but only by a combination of opposites: are the universities institutions for the pro-
duction of degrees without connection with the work market, or treasurers of educational
ideals which should resist far-reaching compromises with the ever-changing functions of
education in society 2 Where is the golden mean in this dilemma ?

2

How will Theatre Studies draw in future the border lines of their curriculum as far as Per-
formance Studies are concerned, since the basic terms of traditional theatre are no longer
valid in experimental performances ? The curriculums of these departments are charac-
terised by a remarkable vagueness and offer ‘a little bit of everything’ in the sciences of
social and cultural analysis. What profile should Theatre Studies have, given the fact thata
great part of contemporary theatre production remains conventional one way or another ?
Is it wise to give in immediately to the manifold dilemmas of post-modernism and reform
de profundis the curriculum, according to only a part of theatre practice ? For sure, theory
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is following practice and not vice versa, but should they not retain a review of the whole
specific field of knowledge ?

And in this way we come to an end, without having answered any of the questions. Neither
are we sure whether among them there is a single right one. The right questions will take
shape and crystallise step by step in the discussions, and answers will come then, in the
same way, to meet them and us. The right question is already half the answer. And to finish
with another question: should we have taken this initiative of organising such a conference
in Athens or not ? The answer will comeby itself: half of it now and the other half after the
conference.
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MARVIN CARLSON

THEATRE RESEARCH IN A DIGITAL WORLD

@ uring most of my career as a theatre researcher I have worked with material that
is now described as analog information, mostly books and papers, supplemented
by visual images of various Kinds. The results of this research were then for the most part
preserved and circulated as further analog material, primarily articles and books. As the
twentieth century drew to a close, however, I found that like most of my colleagues 1 was
working and living more and more in a digital world. At first, this primarily affected my
writing, as | moved from typewriter to word-processor, but gradually I found that digitali-
sation began to affect more and more of the research itself. At first this was largely con-
fined to simple checking of facts or the gathering of straightforward information. More
and more I found that looking up such information in digital form through the internet
was much quicker and more efficient than going to the library or even consulting a book
in my own collection. When I was seeking information on more recent work, the internet
became even more valuable, If, for example, I was interested in a contemporary European
director, printed biographical information on him, if available at all, would most likely be
some years out of date, while the internet could often tell me what he was directing even
up to the most current work.

As more and more of the world’s analog information is being converted into digital
form, this ease of access becomes ever greater. While a few decades ago I could use my
computer instead of going to my shelf to consult a dictionary or a history text, or use it
instead of going to the library to consult an encyclopedia or some more specialised work,
today in many cases I can use the computer instead of travelling to some distant coun-
try to consult a special archive. Many major libraries are now scanning their manuscript
collections. For example, the scholar of medieval theatre can consult a French data base
that includes some 1,600 manuscripts and 31,000 images from the Mazarine and Sainte-
Geneviéve libraties in Paris,! and similar projects are underway elsewhere in Europe. So
far, on-line resources of this sort have been primarily devoted to the digital equivalent of
traditional analogic material, but since moving images and sound can be stored digitally
as easily as visual reproductions of documents, it is clear that theatre students and re-
searchers will soon be able to access such material with equal ase. Again for the medieval

U http:fliberfloridus.cines.fr
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theatre, one might note the ‘Video Showcase’ created by the Studio for Digital Projects and
Research at New York University. This website? offers a collection of digital clips several
minutes in length showing actors, storytellers, singers, musicians, mimes, puppeteers and
dancers presenting a variety of medieval texts. A similar archive concerned with con-
temporary performance is being developed at New York University by the Hemispheric
Institute of Performance and Politics, established in 2001. Its goal is to develop a data bank
for performance documentation through North and South America.?

Another digital development that promises to be of particular use to theatre research
is the creation of what have been called metadata or hypertext archives. The theatre is a
reseatrch area that is particularly well suited to this sort of technological study because
any individual performance can be viewed from such a wide variety of perspectives. An
important pioneer in such work in America was Professor Jack Wolcott at the University
of Washington, who in 1984 began to work on the Olympus Project, funded by IBM and
dedicated to research on the use of computer technology in education, Their first major
undertaking, in 1986, was a digital reconstruction of a 17 century English court enter-
tainment, Florimeéne, for which extensive drawings and descriptions remain. They created
a computer-generated three-dimensional space utilising an eariy form of CADD software
(Computer Assisted Drafting and Design), the kind of programme by means of which
are created the enormously detailed environments containing moving figures that are so
familiar in today’s world of computer games.

Wolcott went on to develop three-dimensional digital models of several historical the-
atres such as the Hellenistic theatre at Pergamon, which were discussed in a 1990 article in
Theatre Design and Technology called ‘Learning Theatre History in the Third Dimension’*
This work anticipated a far more ambitious project of this same type launched in Europe
in 1998, developed by a consortium of European scholars and computer experts led by
members of the University of Warwick in England.* This project, Theatron, has to date
created virtual models of sixteen major European theatre spaces, including classic ex-
amples such as the theatres of Dionysus, Epidaurus and Pompeii, medieval fairground
theatres and pageants, Renaissance theatres such as Sabbioneta and the London Globe,
eighteenth and nineteenth-century theatres such as Drottningholm and Bayreuth and
twentieth-century examples such as the Vieux-Colombier in Paris and the Schaubithne
am Lehninerplatz in Berlin.

http:/feuterpe.bobst.nyu.edufmednar/
hitp:ifhemiuniriobr/feng/archive/index.shtmi
TDT 26:4 (Fall, 1990)

www.theatron.org

T
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Up until the present, historical theatre spaces have been studied through analogic
sources such as historical texts, drawings, and photographs. In a few cases, full-scale
simulations have been constructed for study, from the Renaissance Teatro Olympico,
which sought to reproduce a classical stage, up the contemporary reconstructions of the
Elizabethan Globe in England, the United States, Germany, and Japan, but such projects
have been fairly rare, because of their difficulty and expense.

The digital technology of projects like Theatron offers an alternative approach to this
type of physical reconstruction by creating virtual spaces which alow a visitor to the site the
same freedom of movement and perspective. Moreover, in addition to the cost of erecting
actual replicas of historic theatres, like the Londoen Globe, once such structures are built
it is difficult to modify them in the light of changing evidence or scholarly opinion, and
more difficult still to allow them to reflect conflicting interpretations of the historical evi-
dence. Virtual reconstructions, on the other hand “can readily be modified, juxtaposed
with alternative hypotheses”, and even more important, “can be distributed world-wide,
simultaneously and collectively experienced by users separated by real space”.$

So far, Theatron, like the Washington Florimeéne project, has been concerned only with
the creation of virtual theatrical spaces, but other projects have built upon such work to
create much more complicated and ambitious projects in the digitalisation of theatre his-
tory. Again, Wolcott at Washington provided an early model of such work. He followed
the Floriméne project in the late 1980s with the much more ambitious Philadelphia Pro-
ject, which looked at the first theatre building erected for professional performance in the
United States, the Chestnut Street Theatre in Philadelphia. Working from the ground plan,
elevation, sketches and accounts of contemporaries, Wolcott and his students spent four
years creating a detailed three-dimensional virtual reconstruction of this famous theatre.
As the project was developing, other researchers became involved, most notably the cu-
rators of the Textile Collection of the Henry Art Gallery, developing links from the theatre
model to hundreds of examples of men'’s and women'’s clothing that might have been worn
by both the actors and the audience at the original theatre.

Of more direct immediate relevance to theatre history, the Philadelphia Project de-
veloped eight short “scenes’ in which actors wearing historically accurate clothing, could
be seen performing in period settings such as were used at the theatre. The backgrounds
used were from a nineteenth-century British toy theatre, and the actors were inserted ele-
ctronically into these backgrounds. At the beginning of the twenty-first century, the sort
of work pioneered by early researchers like Wolcott, now called Live Performance Simula-

¢ HueH DENARD, “Performing the Past: The Virtual Revolution in Performance History.” In Perfor-
tranee Docunentation and Preservation in an Online Environntent, ed. Kenneth Schlesinget, 59 {New
York: Theatre Library Association, 2004).
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tion, is becoming one of the most ambitious and exciting areas of contemporary research
in theatre history.

An outstanding current example of this sort of research is the Vitual Vaudeville pro-
ject headed by David Z. Saltz, the founding director of the Interactive Performance Labo-
ratory at the University of Georgia. This project began in September of 2000 at a work-
shop organised by the National Initiative for a Networked Cultural Heritage (NINCH), a
diverse non-profit coalition of arts, humanities and social science organisations, created
in 1993 to provide leadership to the cultural community in the evolution of the digital en-
vironment. Its sponsoring organisations were the American Council of Learned Societies,
the Coalition for Networked Information, and the Getty Information Institute, part of
the J. Paul Getty Trust.” From this workshop developed what came to be called the “Live
Performance Simulation System’, designed to recreate historical performance in a virtual
reality environment similar to that of a 3D computer game. A wide variety of scholars
from seven American universities have been involved in this project, including specialists
in 3D computer animation, along with a scenic designer and several theatre and music
artists and scholars.

The Live Performance Simulation Sysiem is based on the same general premises as
those of Theatron. However, while Theatron, at least at this point, has provided only vir-
tual walk-throughs of historic theatres, Live Performance Simulation has followed, to a far
greater extent, the path suggested by Wolcott’s Philadelphia Project, placing virtual actors
in performance on the stage, and going much further than Wolcott by also creating virtual
theatrical support personnel and even virtual audiences. The goal is a total theatrical expe-
rience, supetior to 4 film or video record, which can only offer a single perspective, while a
theatre audience member can look anywhere, even at something not on the stage. It is also
superior to the sort of total immersion offered by a modern reconstruction like the London
Globe, where the aundience member has the total freedom of perspective of any theatre ex-
perience, but in looking about sees only a stage and auditorium that seek to replicate a past
theatre, while the performers and other personnel, as well as the other audience members,
are all, like the spectator, anachronistic visitors from the twenty-first century.

For their first major project, called ‘Virtual Vaudeville’, the researchers selected a ty-
pical vaudeville theatre, B.F. Martin's Union Square Theatre in New York in the year 1895,
digitally recreating that theatre along with its patrons, performers, and staff. Four actual
vaudeville acts of the period were digitally recreated, based on extensive archival research:
the strongman Sandow the Magnificent, the Irish singer Maggie Cline, the comic stage
Jew Frank Bush, and the sketch comedy of the four Cohans, whose youngest member,

7 www.aninch.org
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George M, Cohan, went on to become one of the great stars of early twentieth-century
Broadway.$

These simulated performances can be experienced in two different ways. In one, the
‘invisible camera’ mode, viewers can move through 3D space to observe the performance
from any angle they choose, including even from on stage. They can also zoom in on
details, on stage and off: parts of a performer’s costume, decorations on the walls of the
theatre, the upholstery on the seats. The alternative mode involves what is perhaps the
most innovative and ambitious part of this project, the simulated audience view. A ty-
pical matinee audience at the theatre would have numbered about 800 spectators, and the
researchers sought to reflect in their virtual audience as closely as possible the distribution
of gender, class and ethnicity in different parts of the auditorium. The goal was thus not
only “to fill the seats with historically accurate and convincing faces and costumes”, but
to animate each figure “to respond to every moment of every act in a way consistent with
their demographic profile”. Thus “when Frank Bush portrays his Irish character, the Irish
spectators in the gallery - a notoriously boisterous group - should respond very differently
from the WASP characters in the boxes”?

Eight hundred individual audience members operating in such detail would have been
far too difficult to programme, and so 32 basic audience groups were created, such as one
of upper-class white men and one of middle-class African-American women, with suitable
responses for each group. Then three to five physical variations in face and costume were
designed for each group, which were further diversified by variations in hats and facial
hair. Four specific spectators, called ‘avatars’, can be selected by the viewer, who may watch
the performance through their eyes instead of using the ‘invisible camera’ mode. Each
‘avatar’ represents a different socio-economic group: Mrs Dorothy Shopper, a wealthy so-
cialite attending the performance with her young daughter, Mr Luigi Calzilaio, a recent
Italian immigrant, attending with his more Americanised brother, Mr Jake Spender, a
young ‘sport’ sitting next to a Chorus Girl, and Miss Tucy Teacher, an African-American
schoolteacher sitting with her boyfriend in the segregated second balcony. The viewer can
move the avatar’s head to focus on different areas of stage or auditorium and can trigger
a limited set of responses, including laughter, applause, or on occasion, dialogue with the
person in the next seat. The viewer selects a generic response and the system provides a
specific one, taking into account what is happening on stage and the viewer’s previous
responses, so that every experience of the performance event is unique.

¢ Descriptions of the Virtual Vaudeville project are taken from its website, www.yirtualvaudeville.
com, and from Davip Z. SaLtz, “Virtual Vaudeville: A Digital Simulation of Historical Theatre.” in
Performance Documentation, 30-37,

? SaLTz, 35
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The kind of elaborate simulated environment represented by the Virtual Vaudeville
Project clearly requires a considerable commitment in time and physical resources, but
the rapid evolving of digital technology and simulation programmes guarantees that the
future will see more and more experiments of this sort, and it seems very likely that as
Professor Saltz and his colleagues predict, such simulations will become an important
tool both in visualising historical performance and in testing hypotheses about historical
performance practices.

Such virtual historical performance is one of the most spectacular examples of the cur-
rent application of digital technology to historical research, but certainly not the only or
even the most typical one. Another important development is the linking together of ma-
terial into large relational databases, so that the researcher is not limited to the traditional
linear model of analog information but may explore a vast range of possible related ma-
terial connected through digital hypertext. The study of theatre can particularly profit
from such a development because any given performance involves multiple creators, cre-
ations, and trajectories. Thus the study of a single traditional theatrical performance might
involve considering the contributions of actors, musicians, authors, composers, choreog-
taphers, costume, prop, set, lighting and sound designers, directors and producers, not to
mention technicians and for that matter, audience members. Not only do all these partici-
pants need to be considered in the understanding of a single performance but each should
also be related to many other performances, social and cultural activities, and physical
objects. In the past, this has normally and necessarily been done in a primarily linear fash-
ion, tracing certain aspects and leaving others to other times or other researchers.

Even so limited a relational database as Wolcott’s Philadelphia Project suggests how
digital technolagy can revolutionise such investigation, since any part of any production
can be finked to any other part as well as to a potentially infinite web of other data. As
archives, libraries, and theatres around the globe are creating more and more repositories
of digital material and more complex webs interrelating this material, theatre tesearch in-
creasingly can operate within the sort of network for which Wolcott provided only a very
preliminary and rudimentary study.

Among the many groups involved in developing such a network is the Global Per-
forming Arts Consortium (GloPAC), an international organisation of institutions and
individuals erganised in 1998 and committed to using innovative digital technologies to
create easily accessible, multimedia and multilingual information resources for the study
and preservation of the performing arts. Participants include major universities, such as
Cornell, where the project originated, museums such as the St Petersburg State Museum of
Theatre and Music, the Museum of the City of New York, and the San Francisco Performing
Arts Library, and performing arts organisations such as the Chinese Opera Society in
Singapore and the International Foundation for Arts in Japan,
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GloPAC is currently engaged in two major types of projects. The larger of these is the
Global Performing Arts Database (GloPAD), available to the public on-line. In this pro-
totype database, a researcher can search for certain plays, for example, and find images of
those plays along with detailed descriptive information, plus links to various productions.
Further links allow the researcher to find information on actors and other people associ-
ated with each production, actors appearing in other roles, for example, or images of other
productions by the same director. Among the approximately 4,500 images currently avail-
able, GloPAD contains over 600 images on the work of the Russian director Meyerhold
from various theatres and is being extended to include non-Meyerhold material from each
theatre, Gradually more and more complex webs of data retrieval will be developed to en-
able a user to view further layers of detailed information according to his or her particular
interest. There is also a browse function that allows a viewer to call up a range of material
from a particular geographical region, such as Singapore or Japan, or a particular subject,
such as the costumes of servants,

GloPAC’s second major project is the creation of Performing Arts Resource Centers
(PARCs), which are web-based environments that combine scholarly content with techno-
logical sophistication and lead the user back to GloPAD for further layers of information.
Bach PARC has a particular focus, either geographical, temporal, ethnic, or thematic. Two
prototypes of the PARCs have so far been developed, one focusing on Japan™ and the
other on the work of Meyerhold.2 The Japan PARC includes an interative text of the fapa-
nese Noh play Atsumori, which provides an English translation of this play in the middle
frame, with Japanese text to the right, notes and glossary below, and interactive images to
the left, which link to the glossary and to GloPAD. This PARC also includes such material
as a slide presentation on ‘Costuming the Warrior in Noh’ and an interactive 3-D model
of a Noh stage. Such presentations promote a new, digitally-based process of ‘reading’,
enabling viewers to explore and combine material in a variety of ways, depending on their
particular interests.

Given the ambition of these various representative projects, the work done so far is
only a tiny part of what all hope eventually to offer, consisting for the most part of models
and prototypes. It must be remembered, however, that the field of digital research in the-
atre is extremely young, the pioneering work of Wolcott going back only 20 years and all of
the other projects I have described launched within the past few years. The first conference
ever dedicated to the documentation of performing arts resources in a virtual environ-
ment was held as recently as 10 October 2003 at New York’s Lincoln Center. There more

© swwwglopac.org
1 www.glopac.org/Iparc
2 www.meyerhold.org
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than a hundred archivists, curators, educators, librarians, practitioners, scholars, and stu-
dents shared information on this rapidly developing new area of theatre studies.”

Nevertheless, it seems almost certain that in the coming century these scattered test
databanks and prototypes will prove to be only the beginning of a quite new way of ap-
proaching our discipline. In them are emerging the outlines of a very different sort of
theatre study, drawing upon a wide range of new approaches taking advantage of the new
digital world in which we are living to create original ways of both documenting and
studying performance,

2 The proceedings were published in Schlesinger. See also the website http:/ftla library.unt eduisymposi-
ium.htm]
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STRATOS E. CONSTANTINIDIS

THE EMOTIONAL PROBLEM IN THE COURTROOM AND THE THEATRE:
SHOULD WE WORRY MORE WHEN FICTION IMITATES
THE NARRATIVES OF REALITY OR WHEN REALITY IMITATES
THE NARRATIVES OF FICTION DURING THE ERA OF BIG BROTHER ?

The Three Components: Make-Believe, Reality, and Interweaving

ood morning ! 1 would like to thank the faculty in the Department of Theatre Studies

at the University of Athens for organising this important conference, for their generous
hospitality, and for giving me this opportunity to discuss with you such a perplexing issue
asthe relationship between reality and make-believe, oras I put it in the title of my abstract,
the emotional problem in the courtroom and the theatre.

During the next 20 minutes, I will share with you a few preliminary observations about
the way the courtroom and the theatre engage peoples emotions and understanding. |
should dlarify right away that my notion of ‘theatre’ includes movie-theatres and home-
theatres (i.., television, videotapes, and DVDs). The issue itself is more complex thag my
talk could possibly suggest, but, for the sake of brevity, it can be broken down into three
simpler components.

The first component is what is commonly referred to as ‘make-believe. It is a fact of life
that people shed a tear or two over a tragic story like that of Iphigenia regardless of whether
they are watching it as a play in the theatre (e.g., Euripides’s Iphigenia at Aulis) or as a film
in the cinema (e.g., Cacoyannis’s Iphigenia, 1977) or as a network broadcast on television
in their living rooms, or as a videotape or DVD in their home theatres. What is not an easy
thing to explain logically or empirically is why people react that way.

Why are people having a real emotional response to what they know is a fake show ?
Regardless of the medium in which the story is released, some people become concerned
about the future of a hero or a heroine in distress, when they know full well that neither of
them is real nor in any real danger. The behaviour of people who experience real emotions
for fake persons and events during show-tirne in theatres, cinemas, television broadcasts,
and home theatres is regarded as illogical or irrational because it shows a lack of common
sense or sound judgment. But, then, why do some people indulge periodically in behaviour
that is deemed illogical or irrational ?

The second component of the issue is what is commonly referred to as ‘reality’. Viewers
are not seen as illogical or unreasonable when they witness and respond emotionally to the

35
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drama of real people and events. A reality show makes the implicit claim that it is not faking
it, but, instead, presents an edited portion of an event that has actually taken place. Reality
shows profess to resolve the state of uncertainty that reasonable people feel when they watch
make-believe shows. Law-related reality television shows make an even stronger claim to re-
ality and reason. The legal filters in courtrooms are expected to keep emotions under control
during court proceedings before judgment is passed by classifying emotions as admissible or
inadmissible. Any jurors who harbour emotions such as mercy, sympathy, anger, vengeance,
disgust, contempt, or fear provide grounds for jury nullification because their emotions en-
croach on reason.

However, one cannot help but observe that legal proceedings do permit arguments and
pleas about the emotional state of the litigants in cases of ‘hate crimes, crimes committed in
‘the heat of passion; ‘temporary msanity, and diminished capacity, Some judges, when they
instruct juries, allow the emation of mercy as acceptable, while they rule out the emotion of
sympathy as unacceptable. The emotion of revenge is permitted in the courtroom through
‘victim impact statements” during which the court is informed not only about the devastation
the crime cavsed to the victim, but also, in some jurisdictions, about the sentence the victim
would like to see imposed on the offender. Overtly or covertly, emotions are indeed present
in a courtroom, and are brought there by people whe do not have legal training - such as
litigants, jurors, witnesses, and the public - but also by prosecutors, defence attorneys, and
judges. Law-related reality television shows capitalise on courtroom scenes that are verbally
or visually engaging, especially when emotions are not adequately suppressed by the legal
filters designed to mute them. Even when cameras are not allowed in the courtroom, some
emotions like rage displayed by segments of the public outside the courtroom - as, for ex-
ample, at the acquittal of the four police officers accused of beating Rodney King in Los Ange-
les in 1991 - illustrate that often legal cases are argued and legal choices are made in an emo-
tional minefield.! The third component of the issue is what is commonly referred to as ‘inter-
weaving or ‘intertextuality’ because the Latin word for weaving is ‘intertexo, People presumably
cannot understand any kind of discourse - factual or fictive - outside its relation to, and
dependence on, other fictional or factual discourses with which they are already familiar.
Interdependent discourses are an impure mix of textual structures, narrative practices, in-

t Rodpey’ Glen King was pulled over for driving recklessty while intoxicated, He was beaten 56 times by
Los Angeles police officers with night sticks and was stunned twice with 50,000 volt tasers. A bystander
{George Holliday) videotaped the beating. When the videotape was broadcast, it raised a public outcry
about police brutality and racism. The four officers connected with the beating were charged with exces-
sive force in subduing the suspect, were tried, and were acquitted. Their acquittal shocked many Ameri-
cans and causcd the Los Angeles riots in 1992. The four officers were then charged with violating King's
civil rights. King testified in a federal trial in 1993 and a federal judge sentenced two of the LAPD offices to
30 months in prison on this charge. Although King received $3.8 million in a civil suit against the LAPD,
he is currently bankrupt and living in a drug rehab centre.
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stitutional sites, and rules of application. The web of relationships that sustains them in
show business sets up a network of expectations for producers and viewers alike about the
form and content of shows. While the literal and figurative intermingling of discourses is
‘weaving' the form and content of a new show, it also situates its set of sign systems in the
context of other systems of signifying practices in a culture. It allows other signifying prac-
tices to traverse a show and to keep it interactive. In this sense, each new show results from
absorbing and transforming other shows that echo each other but also are transposed into
one another — so that the meanings in one show are overlaid with meanings from another,

Interweaving makes possible the fusion of fact with fiction, of reality with make-be-
lieve, during the genesis of a show, opening it up to a great number of significations and per
mutations - including imitation, parody, and pastiche. Hundreds of theorists during the sec-
ond half of the twentieth century, from Julia Kristeva to Jacques Derrida, have shown how
and why interweaving is a fundamental mode of textual production - including theatre, film,
and television production - that affects the discourses of ‘fiction. What remains perplexing
is how and why interweaving is affecting the discourses of reality shows in theatre, film, or
television. This confusion is not caused by a lack of definitional clarity between the pro-
ducts of make-believe (e.g. fiction or fantasy) and the products of actuality (e.g., history
or documentary). Dictionary definitions of “fiction’ and *fact’ set them up as antonyms,
Make-believe shows are typically defined as made-up stories that are imagined, invented,
fabricated, artificial, and feigned, with little or no basis in reality, and intended to either
entertain or deceive - depending on the presence or absence of appropriate interpretative
frames. Reality-based shows, on the other hand, are typically defined as actual stories that
are authentic, genuine, true, and natural, with little or no basis in fiction, and intended to
either entertain or inform - depending on the presence or absence of appropriate inter-
pretive frames.

Poetic licence and legislative licence

When the three components - make-believe, reality, and interweaving - are re-assermbled
to be examined as a working system, understanding becomes a more difficult task. For
instance, what people know to be a make-believe show can be based on fictional persons
and events, but also on historical persons and events - or a combination of both historical
and fictional persons and events. The standard definition of fictional is: anyone or anything
that people at any point in their history understand or believe never to have existed. Or, as
English historian Arnold Toynbee (1889-1975) put it, “When we call a piece of literature a
work of fiction, we mean no more than that the characters could not be identified with any
persons who have lived in the flesh, nor the incidents with any particular events that have
actually taken place’.
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Toynbee’s description seems to be correct, except for two things: first, human know-
ledge and beliefs are often fallible; and, second, reality is mutable often because of human
ingenuity, which invents but also destroys. For example, what people collectively or in-
dividually know or believe to be factual (i.e., real and true) may actually be fiction (ie., un-
real and false) - or vice versa. King Priam’s Troy existed as a real city for Alexander in Pella
in the fourth century B.C.; but, later this Troy ceased to exist for Friedrich Max Miiller,
the Anglo-German orientalist at Oxford University in the nineteenth century;? and King
Priam’s Troy became a figment of Homer’s poetic imagination until Heinrich Schliemann
began his archeological dig at Hissarkik.

Sometimes fact and fiction are woven together, especially in works of art. Toynbee noted
the fusion of make-believe and reality in the case of the Hliad. “Tt has been said of the Hiad",
Toynbee wrote, “that anyone who starts reading it as history will find that it is full of fiction,
but, equally, anyone who starts reading it as fiction will find that it is full of history”. How-
ever, the interweaving of fact and fiction in theatre, film, and television has become more
intricate during the ‘golden age’ of television than Toynbee could have imagined, and more
alarming than Plato would have thought possible during the ‘golden age' of Greek theatre.

Poetic licence has helped interweaving to operate effectively in the discourses of fic-
tion because it allows authors to deviate from established rules, conventional forms, logic,
truth or fact in order to produce a desired effect. Poetic licence enables authors to make the
impossible appear possible in the fantasy worlds of fiction. This enablement or empower-
ment that frames fiction as reality and uses the narratives of non-fiction to malke it more
appealing to viewers has not gone unopposed. Was Plato among the first to be black-listed
as one of the founding fathers of the anti-fictional prejudice #* In The Republic, he argued

1 "I know but one Tlium, and that is the Ilium sung by Homer”, Friedrich Max Miiller (1823-1900) wrote
to Heinrich Schlienmann. “It is unlikely that that Tlium will be located in the trenches of Hissastik, but
much rather will be found among the Muses who reside on Mount Olympus.” (Schliemann, Brigfiechsel,
1842-1875, Yol. 1, p. 247). Miiller quotes The fliad (11.484-487) to support his claim about the non-reality
of Homer's Troy:““Eonere viv pot, Moo OMyma Swpat Exovoa [ ipeis yép Beal bote, napeoti Te,
oTe Te ndvia, Opelc 82 whiog olov dxotopsy, obdE © WBpev | of Tives Ayepdves Aavadv xai xoipavotl
Tjouv”

* Plato’s objections — interspersed in The Republic, The Laws, Gorgias and The Apology - can be summed
up as follows: works of fiction are of questionable value to society {A) when they are used to educate
people in the real affairs of life (Republic 6060e; Laws 810c) because works of fiction are (ull of unreliable
statements composed by authors who were not in their right mind (for 534; Laws 719¢) since they have
succambed to irrational inspication (Apelogy 22ck (B) when they distort the people’s sense of reality by
weakening their reason and fueling their emotions (Republic 395d), because works of fiction that tempt
people to find pleasure instead of truth lead people into irresponsible behaviour (Republic 378); {(C) when
they turn people into imitators or impersonatars of others because imitations or imper sonations corrupt
people by tempting them to ‘rehearse’ more than one personality or social role (Repubiic iii, 392d-294¢;
also Chapters 2, 3, and 10); (D) when they pander to the base tastes of the public by presenting human
vices in obscene or sensational ways (Republic 397a; Gorgias 502-503) because such wotks of fiction lower
the educational standards with disastrous effects on the moral and intellectual upbringing of the younger
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that mimetic artists — performers in our case — make appearances look real because their
art contains a deceptive power that fuels viewer emotions, but stifles viewer reason tem-
porarily by making them respond to imitations as if they were real. Their artworks - per-
formances in our case - are on a par with mirror images because they imitate particular
appearances which, in turn, are themselves imitations of original, eternal forms. In short,
people do not exactly take fiction for reality in Platos theory of imitation; they take appear-
ance for reality. Appearance is not quite reality, but it is not quite make-believe either. For
example, people do not make the mistake of taking the performer playing the role of Iphi-
genia in Euripides’ tragedy for the real Iphigenia, but they often make the mistake of taking
the image (prosopeion, mask, persona) on the stage to represent the real form (prasopon,
face, person) of Iphigenia.

Poetic licence, however, is not enough for interweaving to operate effectively in the
discourses of non-fiction. What is also needed is legislative licence to allow authors to de-
viate from established rules, conventional forms, logic, truth or fact in order to produce a
desired effect. Legislative licence enables authors to use the forms and formulas of fiction
genres in the actual worlds of reality shows, This enablement or empowerment that frames
reality as entertainment and uses the narratives of fiction to make it more appealing to
viewers has been opposed by the advocates of the anti-reality prejudice + However, it has
not been sufficiently theorised or studied. Should critics worry more when fiction imitates
the narratives of reality, or, when reality imitates the narratives of fiction ? Why should
people bother worrying at all 2 The ‘golden age’ of intertextuality and fusion in American
television provides interesting examples of what is at stake.

By a coincidence, the ‘golden age’ of American television began in 1984, the year Eng-
lish novelist George Orwell (1903-1950) chose as a title for his novel about Big Brother.5 Up
until 1984, broadcast regulations enforced a separation between fiction and nen-fiction, be-
tween news and entertainment, and between advertising and any of the above. Up until 1984,
commercials were limited to sixteen minutes per broadcast hour. Clear boundaries and time
restrictions were enforced because the public had the right to be informed or entertained
without being confused and goaded endlessly to buy products, services, or ideas. Up un-
til 1984, the Federal Communications Commission® blocked the broadcast of programme-

citizens {Laws 659,700).

1 Robin Andetsen, Maire Messenger Davies, etc.

* According to Anthony Burgess, Orwell got the idea for Big Brother in Nineteen Eighty-Four from ad-
vertising billboards displayed during the Second World War for educational correspondence courses run
by a company called Bennett’s. The original posters showed Mr Bennett himself-akindly fatherly figure-
offering guidance and support to prospective students with the slogan “Let me be your father”, When Mr
Bennett died, his company was inherited by his san, who replaced his father’s figuze on the poster with his
own, and his father’s slogan with a new slogan: “Let me be your big brother”,

* 'The Federal Communications Commission {FCC) was established by the U.S. Congress in the Com-
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length advertisements because they violated the sixteen-minute time restriction. So, 1984
became a watershed year when deregulation gradually began to remove time restrictions and
boundaries between news and entertainment, fiction and non-fiction programming.’

The dominant trend in the aesthetics’ of deregulation was set by advertising companies.
It was geared to tear down the barriers between advertising and media content. The merg-
ing of fiction and non-fiction programming with persuasive communication began in 1984
when the FCC eliminated regulations on the commercial content of television which had
been established in the 1950s and 1960s. Advertising companies imitated or copied directly
the genres and formats of stage plays, feature films, and fiction television shows, as well
as various forms of news programming -from news broadcasts to talk shows. In this way,
advertisements —whether they were selling products or politicians to the public- activated
two sets of narratives: 1) they activated the narratives of entertainment to resonate layers
of meaning already included in the familiar environment of show business. Products and
politicians were embedded within the media culture -as in the case of US. presidential
candidate Bill Clinton, who deliberately played the saxophone as a guest on shows like
Saturday Night Live but, later, unwittingly became the laughing-stock of tabloid ‘magazines’
and stand-up comedians for his sexual escapades; 2) they activated the narratives of the
newsroam and talk shows to resonate layers of meaning already included in the familiar
landscape of the news industry:?

municatiens Act of 1934, It is an independent U.S. agency created, directed, and empowered by con-
gressional statute. [t is cherged with regulating all non-Federal Government use of the radio spectram
{including radio and television broadcasting), and all interstate telocommunications {wire, satellite, and
cable) as well as all international communications that originate or terminate in the United States. The
FCC is directed by five Commissioners appeinied by the U.S, President and confirmed by the U.S. Senate
for five-year terms. The President designates one of the Commissioners to serve as Chaitperson. Only
three Commissioners may be members of the same political party. None of them can bave a financial in-
terestin any Commission-related business. The FCC has one major regulatory weapon: revolinglicences.
Broadcast licences are supposed to be renewed every eight years (previously, every three years) if the sta-
Lion meeis the “public interesL, convenience, or necessity”. Fewer than 1% of station renewal requests are
not immediately granted and enly a small fraction of those are actually denied.

7 Deregulation is a process that governments use to eliminate selected business regulations and to
encourage a more efficient operation of markets, because lewer regulations supposedly promote com-
petition, more consurner choices, higher productivity, better efficiency and lower prices. Deregulation
becomes desirable when the tegulated industries gain control of government regulatory agencies and
use them Lo serve lheir own interests. However, the deregulation process itself is often controlled by the
regulated industries. Deregulation in the U.S.A. in the last quarter of the twentieth century included the
deregulation of savings and loans, the transportation market, the gas market, the electricity market, and
the media market. The Telecommunications Act of 1996 revised policies by modifying earlicr legislation
{primarily the Communications Act of 1834) which regulated broadcasting by over-the-air television and
radio stations; cable television operators; satellite broadcasters; wireline telephone companies (local and
long distance), wireless telephone companies, etc. The Act of 1996 removed barriers which had previously
prevented telecommunication companies from competing head-to-head.

% However, the merging of fiction and non-fiction was further consolidated and legitimised in 1996 when
the media market was significantly deregulated by the Telecommunications Act of 1996, which revised
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The influence of advertising on media content created several hybrid media forms - like
tabloid news, fake news,?® infornercials,!® advertorials,” advertainments, moviemercials,
and programercials ~which blurred the distinction between fact and fiction, make-believe
and reality, truth and falsehood, as the narratives of fiction and non-fiction were imitated
and were copying each another. The demand to beat the competition and maximise pro-
fits in the corporate media industry made traditional news broadcasting more aggressive
or tabloid-like. The number of unchecked or sensationalised stories in the news media
increased. The facts about the real people and events covered were sometimes exposed or
falsified, jeopardising a plaintiff’s right to privacy or a defendant’s right to a fair trial. What
TV Guide referred to as “fake news” asserted itself in this environment of exaggeration and
unmediated bias. Bake news (al.a. VNRs, Le., video news releases)'? is a term coined to

the Communications Act of 1934, Under the guidelines of the Communications Act of 1934, the FCC
required that television stations fully and fairly disclose the identity of those who pay to air commercial
messages. The Telecommunications Actof 1996 was approved by the 104th Congress and was signed into
law by U. §. President Bill Clinton,

¢ Fake news and infomercials proliferated, becoming, together with the home-shopping network, the
fastest-growing programming setvices on cable television in the 1990s.

¥ Infomercials {information+commercials; a.k.a. ‘paid programming’) result from disguised strategics
designed to Tepresent the viewpoints and serve the interest of a sponser, Infomercials are television com-
mercials that run as long 25 typical television programmes -either 30 or 60 minutes. Made to closely
resemble actual television programming such as talk shows, they barely mention that they are advertise-
ments, Infomercials are designed to solicit the viewers’ direct, impulsive respense with an on-the-spot
purchase which is specific and quantifiable. Infornercials use celebrities or known professionals-such
as Cher, George Foreman, Kevin Trudean, and William Shatner —who attest to the value or effective-
ness of the products on display. Often short ads that promote the product directly are inserted into the
long infomericals, making the infomercial look more authentic by contrast. Infomercials have also been
used for clection campaigns —¢.g., U.S. Presidential Candidate Ross Perot announced his 1996 candidacy
with an infomercial. The U.S. Congress investigated infomercials in 1990, and concluded that “consumets
need more protection against not only fraudulent infomercial claims, but also sales pitches disguised as
objective reporting”. The lawsuit of the Center for the Study of Commercialism argued that the brief ide-
ntification that is usually given at the beginning of the inforercials can easily be missed because of both
the length of the infomercials and the propensity of television viewers to flip channels with the remote
control. The Center further argued that infomercials (like VNRs) are designed to exploit the people’s
lack of awareness that they are watching an advertisement, and make them more susceptible to the com-
mercial motives of the information presented to them. The Center asked the FCC to mandate a continu-
ous on-screen identification of infomercials, an idea that was resisted by PR firms because it wonld dimin-
ish the effectiveness of infomercials.

11 Advertorials {ad+editorials) Tesult from the way PR firms design and disguise their strategies to serve
the interests of their clients by collapsing the boundary between fiction and non-fiction. An advertorial
is an ad written to look like an objective opinion editorial, a seemingly independent news story, and pre-
sented in a printed publication, when, in fact, it is designed to promote the interests, products, services,
or opinions of its corporate clients and persuade the public. Clients have content approval of advertorials,
othetwise they would not spend money to see the flaws of their products or viewpoints advertised. Soine-
times PR firms will go as far as creating a ncwspaper or magazine for their clients that looks like 1 tra-
diticnal newspaper or magazine, but, in fact, is created to market the products of their client. Airline
in-flight magazines are a well-known example.

12 VNRs are yet another form of news releases made possible by technological development. A news {or
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describe carefully scripted and rehearsed advertisements that conceal their commercial
agenda by adopting the form of a television news feature.1?

Fake news, infomercials, and advertorials are good examples ofhow promotional releases
are disguised as news programming and are made to simulate familiar forms of non-fiction
in order to increase their appeal and persuasiveness, Advertainments, moviernercials, 4 and
programercials are good examples of how a product and its message are disguised as enter-
tainment programming, and are made to simulate famniliar forms of fiction in order to in-
crease their appeal and persuasiveness. A case of how interweaving was used by advertising

press) release is a written or recorded communication directed at the assignment editors of the news
media (newspapers, magazines, radio stations, television stations, and/or television networks) announe-
ing something claimed as having news value, A news release is different from 2 news article. A news
article is 2 compilation of facts developed by journalisis and published in the news mediz, while a news
release is generally biased towards the objectives of its author. Public relations firms aim to attract fa-
vourable media attention to their clients and/or the products marketed by their clients. For example,
many articles in magazines like Video Gawie and Business are recycled press releases, A news releass is
embargoed when news organisations are asked not to release the story ~such as a copy of a presidential
speech which they reccive several hours in advance- until a specified lime. Fake-news stories are decep-
tive because they are made to look as if they had been produced by television reporters, when in fact they
are produced by public-relations firms and shipped to television stations. ‘They are often aired without
the stations identifying them s advertisements. If 2 television station does not want to broadeast intact
the pre-taped, fully produced, ready-to-air fake news, then public relation firms will offer the station an
akernative, the so-called 'B-roll’, that allows the station to interject its own reporters and anchormen — an
adjustment that makes fake news lock more authentic. The ‘B-roil’ is a track with sound and footage that
can be edited and re-assembled at a television station so as to feature the voice and face of the station’s re-
purters. In the case of an interview, for example, this adjustment makes the interviewee on the tape appear
asif he or she is answering the questions of the station’s reporter when, in fact, the interviewee’s answers
were pre-taped and directed to an invisible ‘reporter’ off camera many hours or days earlier. Stations use
VNRs to fill airtime or [orego the expense of sending their camera crews to shoot original news footage.
Sge Davip LieBERMAN, vFake Newss, TV Guide (Feb. 1992): 10-26.

©* The single largest client whose interests were served by fake news in the 1990s was the pharmaceutical
industry. Drug advertisements, disguised as news segments announcing major medical ‘breakthroughs’,
exchuded any negative information, and thus stimulated public demand for new drugs. As news seg-
ments, fake news circumvents FDA regulations about truth-in-advertising which require pharmaceutical
companies (o include in their advertisements a warning about a drug’s potential misuses and hazardous
side-effects. According to the Nielsen Media Research group, about 4,000 fake news stories were produced
and released in 1991 alone. Fifteen per cent of the television stations aired intact one fake-news story per
week. Seventy-eight per cent of the television stations aired one edited fake-news story per wesk. Tele-
vision stations that aired fake-news stories {edited or unedited) have been criticised for taking advantage
of the public’s trust because fake-news stories are masqueraded as if they are independent reporting and
the work of journalists, when, in fact, they are authored by PR operatives who used to be journalists,
When fake-news stories that serve corporate or gevernment interests are aired as ‘independent’ journal-
istn, the borderline between journalism and public relations get badly tangled and journalists are not
acting in the best interests of the public,

M A maviemercial (movie+commercial) is an advertisement that uses memorable footage from popular
movies to promote a product ot viewpoint. For example, in the 1948 comedy, Mr. Blandings Builds His
Dream House, Muriel (Myrna Loy) describes to a contractor Lhe colour of her preference. It is “practically
an apple red, somewhere between a healthy wine sap and an unripened Jonathan”, she says. This footage
was inserted into 2 television advertisement created by the Gianattine & Meredith Advertising Company
for Benjamin Moore paintsin 1992,
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firms to design and disguise their strategies by collapsing the boundary between fiction
and non-fiction, is an advertisement about a fast-food chain released as an advertainment.
An advertainment {ad+entertainment) is an ad that is scripted to imitate a character or a
scene from a popular fiction show. The actor who impersonates that character in the fiction
show is also the actor hired to deliver the imitation act of the advertisement. Viewers can
be fooled momentarily as they quickly make the transition from the fiction of the show to
the ‘reality’ of the advertainment.t®

Some fictional characters have defined a star’s personality in the public eye so power-
fully that it is not always necessary to dramatise the narrative of the advertisément, or to
keep the star in character. For instance, Ian Buchanan, a Scottish actor, who played the role
of Dr Gregory Madden in All My Children, Duke Lavery in General Hospital, and Dr James
Warwick in The Bold and the Beautiful, appears in a television advertisement and boldly
steps out of character: “Tm not a doctor’, he says, “but I play one on television™ !¢ It is his
fictional dimension that grants him the authority to give medical advice to the television
viewers in the ‘real’ world of advertisement. He presumably earned that trust and recogni-
tion through the fictional medical cases that he diagnosed during three different fiction
shows over a dozen years, I can hear Plato turning over in his grave.”

A programercial that effectively merged the world of fiction with the world of facts, in
a way that Plato could not have anticipated, was aired in the United States in 1993. A pro-
gramercial (programme+commercial) is an ad that inserts itself in real time into television
fiction and /or non-fiction programming by tying shows to promotions of products or people

15 One of these ads begins with Erica Kane (Susan Lucci), alead female character in the daytime soap op-
era Al My Children writing a letter with tears in her eyes. She writes how sorry she is for leaving and how
much she wants to come back. One assumes that she is addressing this letter to her lover, Jackson Mont-
gomery {Walt Willey), in the show. It is quickly revealed, however, that the letter is addressed to Wendy’s,
a fast-food chain of restaurants. Wendy's corporate headquarters are located in Columbus, Ohio.

5 Afl My Children {1970-present) is a scap opera that is breadcast on the ABC TV network. [ts 9,000th
episode was aired on 12-16-2004. The story is set in Pine Valley, a subutb of Philadelphia, Pennsylvania.
The show became snccessful because it fictionalised young love which brought young viewers to ABC. Tt
becarme the first seap opera to discuss the Vietnam War. It caused controversy when a female character
{Erica), who is a model, decided to have an abortion, not for health reasons, but 1o keep her modelling job.
Her choice got much media attention because Roe v. Wade had been decided in the U.5. Supreme Court a
few months earlier. Erica developed a potentially fatal infection afier having the abortion, ABC received
many telephone calls from doctors and nurses offering medical opinions on how best fo treat the charac-
ter’s case, The controversy made the show’s ratings risc from 3.2 to 2.1,

7 QOnc of Plate’s complaints about the Iiad was that Homet —who was trained in the art of poetry, not
in the art of war- could not give an informed opinion on the good or bad military leadership displayed
by Agamermnon ot Achilles. Plato was the first to close the door to fiction for onc more reason: mimetic
artists create appearances, but cannot invent fictions because they are beholden to material particulars
whose appearance they imitate. In short, Homer could not have composed the Iiad without the benefit of
an actual war with Troy.
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in one ¢pisode or series of episodes.® One 1993 programercial showed the cast of CBS’s 60
Minutes, a television newsmagazine,! appearing in an episode of CBS's Murphy Brows, an
American situation comedy (1988-1998}. Murphy Brown (Candice Bergen) is an investiga-
tive journalist and news anchor for FYT, a fictional news magazine.?» Murphy authorises a
biography of herself, and her biographer interviews her friends and colleagues This episode
infused the world of reality into the world of fantasy for its viewers,2 causing a ratings boost
for both television shows. The appearance of real journalists on a fiction television show did
not hurt either 60 Minutes or Murphy Brown, but instead promoted both of them.

As more real people and products are getting promoted by entering the plot lines of
fictional narratives, and vice versa, the escalating fusion of facts (news), fiction (enter-
tainment) and advertising becomes mind-boggling. It requires viewers to make many
inter-textual connections, especially when fragments of facts and fiction from the mosaic
of forms and narratives of popular culture are de-contextualised from their initial forms
and narratives and then are re-contextualised by being mixed and matched with other fra-
gments in new forms and narratives. This process of recombination, that forges all sorts of
unexpected associations, has been referred to as a ‘pastiche’ in the era of postmodernism2

8 The television situation comedy Home Improvement is a vehicle for product promotion because it dis-
plays an array of tools for its viewers week after week. The fictional comedy makes the general idea of
home improvements attractive, whereas “Tool Time' (i.c., the show-within-the show) which is hosted by
Tim Taylor (Tim Allen) and Al Borland {Kichard Karn) in real time before a studio audience advertises
the lools to the television audiences. The sponsor of “Tool Time' (i.., the show-within-the-show) was
Binford Tools, a fictitious tool manufacturing company. The programercial potential of this show is sig-
nificant.

60 Mirudes (1968-present} Is an investigative journalism show, known for its ability to generate news
and controversy. Each show consists of three long-form news stories which often focus on allegations of
wrong-doing and corruption on the part of corporations, politicians, and other public officials. The al-
leged suspects are either sulvjected 10 an interview, or are shown fleeing from the approaching journalist
and his camera crew,

® Muiphy became pregnant and had a child during the show’s 1991-1992 season, drawing some cri-
ticism during the 1992 U.S. presidential campaign. When Vice President Dan Quayle spoke at the Com-
monwealth Club in San Francisco, California, on 19 May 1992, he criticised Murphy Brown (a fictional
character) for ignoring the importance of fathers and beating a child alone. His remarks caused a public
discussion on family values, culminating in the 1992-93 season premiere {You Say Potatoe, I Say Potato’)
where the television characters reacted to Quayle’s comments and produced a special episode of FY1
showcasing and celebrating the diversity of the modern American family.

A Meanwhile, Murphy has a dream in which the journalists of 60 Minutes (along with some Republican
senators involved in the hearings over the contreversy between Justice Clarence Thomas and Anita Hill)
appear on her show and make remarks about Murphy's character. All of them comment on her behaviour
at the Republican National Convention in 1980. In this episode, reality is fused with fiction as the bound-
aries between the two are blurred. Real journalists and senators speak about a fictional journalist, placing
her within actual polirical history asa participant in the Republican National Convention in 1980 when,
in fact, Murphy and the first episode of the show were not created until eight years later.

# Scart R. OLsoN, "Meta-television: Popular Postmodernism,” Critical Studies in Mass Communicafion
4¢31 (1987}, 284-300.

% Pastiche, in the postmodern era, is an incongruous, imitative hodgepodge or patchwork of words,
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Without the use of recognisable references which would allow viewers to ‘read’ a show in
relation to other narratives ~like those of familiar media genres, story formulas, and char-
acters— the viewers' ability to understand and relate to the show or to a scene with the show
diminishes.

Law-related Reality Television Shows with Courtroom Scenes

Reality television shows present easily recognisable references that do not strain the average
viewers understanding. However, they strain the time restrictions and budget limitations
that are placed on a study like mine because the numbers of reality television shows have
increased enormously since the early years of television. According to the Nielsen Media
Research, reality television shows account for about 56% of all of the shows on American
television - both cable and broadcasting.? Reality television shows can be divided into at least
seven different types: a) celebrity reality shows, like The Osbournes (2002-2005), which pre-
sent ‘extraordinary’ people in ordinary situations;® b) commen-man reality shows, like The
Real World (1992-present), which present ‘ordinary’ people in extraordinary situations;?
c) cinema verité-styled reality shows, like Cops (1989-present), which present the performance
of selected law — enforcement agents on the job;” d) hidden camera reality shows, like Candid

passages, materials, forms, motifs, etc., taken from different sources with or without a sense of parody.
According to Fredric Jameson in ‘Postmodernism and Consumer Society’, pastiche is what becomes of
parody in an era in which culture is so fragmented that there is no stable point of reference or concept of
the normal.

 Reality television shows, because of their relatively low production costs, became popular with tele-
viston network exccutives who wished to maximise profits. Fake television shows (drama series and sit-
com series) were pushed to the back burner when Survivor became a huge ratings success in the United
States in 2000.

25 The (sbournes, broadcast by MTV, became noted for its frequent use of foul language, The show fea-
tured the domestic life of reck-and-rol! singer Ozzy Osbourne and his dysfunctional Family-ie., his wife
(Sharon), his son (Jack), his daughter (Kelly), and his adopted son (Rob). His other daughter, Aimee,
refused to participate in the show, and publicly criticised the show and her parents for their antics. The
series followed the family members as they dealt with Sharon's battle with cancer, and the aftermath ofa
vehicular accident thal nearly killed Ozzy.

3 The Real World, broadcast by MTY, is one of the first reality television shows to gain a national audience,
The show presents the lives of seven strangers who audition to live in a house together. The daily happenings
in their lives interacting with their housemates are filmed. The cainera footage is then edited into half-hour
episodes. The show takes place in a different city every season. When its third season took place in San Fran-
cisco, the show gained widespread attention becanse it inclunded two housemates, Pedro Zamora, a gayman
with AIDS who died in 1994, and Puck, a bicycle messenger with poor hygiene and an offensive attitude.

¥ Cops, broadeast by the Fox Network, is made up of footage shot by cameramen who film the job per-
formance of selected police officers and sheriff’s deputies while they are arresting suspects. The show’s
opening spiel mentions that Cops is filmed on location and that “all suspects are innocent until proven
guilty in a court-of-law”. The show has aired over 600 episodes filmed in over 140 cities in the United
States, earned fout Emmy nominations, and won the Ametican Television Award in 1993. The show's
theme song, ‘Bad Boys’, is sung by Reggac group Inner Circle.
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Camera (1951-1954, 1960-1966), which present the unwitting conduct of random passers-
by ¢) game-based reality shows, like Survivor (2000-present), which present contestants
enclosed in real environments while competing to win a prize;”® f) dating reality shows, like
The Bachelor (2002-present), which allow contestants to choose their dates from a group of
available suitors through a process of elimination;* and g) law-related reality shows.

1 chose to focus on law-related reality shows with courtroom scenes because they share
many characteristics with all of the above types; are fewer in number; easier to locate traces
of emotion in them; and their claim to reality has not been challenged as effectively as that

# Candid Cameva, broadcast by CBS, was a precursor of the so-called reality television shows. I was a
mixed show because it invoived both real people and actors who impersonated policemen, etc. The show
was based on brief episodes enacted by hired actors who would engage nnwitting passers-by in unusual
situations. Woody Allen launched his career writing brief scenarios for Candid Camera, and actoes like
Buster Keaton performed in these scenarios. The conduct of an unsuspecting passer-by who became the
victim of an actor’s prank was filmed by a hidden camera. At the end of each episode the hidden camera
and the prank were revealed to the victim, This show put sctors and real people (both ordinary people
and cclebrities) into contrived, unreal situations, Candid Camera is currently broadcast by PAX Network
and is hosted by Peter Funt {Allen Funt's son) and Dina Eastwood {Clint Eastwood’s wife). Allen Funt
appeared on the radio reality show Candid Microphone broadcast by ABC radio in the 19403, before he
created the television reality show Candid Camera in the 1950s.

¥ Survivar, broadcast by CBS, is a reality game show with episades of 60-minute running time. Typically,
the show consists of conlestants isolated ina remote location competing for a cash prize, Each series starts
with 16 players and in each episode one player is voted off by the other remaining players, Initially, the
players are divided into two eight — person ‘tribes’ which compete against each other in tasks requiring
endurance, intelligence, teamwork, dexterity, or will power. Each episode has an ‘immuaity challenge’
and the tribe that loses this challenge must vote off one member of the tribe. Most episodes also have a
‘reward challenge’ and the winning tribe will receive a prize such as additional food or equipment. The
voting is done in secret at the end of each episode. The show’s host, Jeff Probst, questions and provokes
the players about events that have occurred and their opinions about the other players, The player who
is voted ont Jeaves the competition and gives his/her final words, which air dvring the credits of the
episode. Al Lhe very end of the show, the million-dollar winner, who is selected by vote, is announced.
The monetary prizes for all rankings in a normal 16-player game are: Winner $1 million, Runner-up
$100,000, Third $85,000. Fourth $70,000, Fifth $60,000, Sixth $50.800, Seventh $40,000, Eighth $30,000;
Ninth 20,000; Tenth $15,000; Eleventh $12,000; Twelith $10,000; Thirteenth $8,000; Fourteenth $6,000;
Fifteenth $4,000; Sixteenth $2.000. The million-dellar winner also typically wins an automobile, as does
the winner of 2 randomly selected rewardfimmunity challenge. While the show is based on the theme
of wilderness survival, the real basis of the show is interpersonal relationships. The survival aspects are
difficult enough to discomfori the players, but contestants are rarely truly endangered. The survival skill
reguired is the ability to make deals and form altiances with other players to keep from being voted off.
Because of the steadily diminishing number of players, and the fact that the players being voted off will in
turn choose the ultimate winner, considerable political skills are required.

* The Bacheloy, broadcast by the ABC network, presents a wealthy single man woced by a pool of about
25women, Each woman goes on an individual date with the bachelor; they meet each other’s families, and
go on an overnight date. The women are eliminated one by one over a period of several weeks until the
bachelor selects one. The ranner-up woman from the first season, Trista Rehn, later starred in The Bach-
eloretie, a spin-off show in which the situation was gender-reversed. Over time viewers began to grow
cynical of the ‘true love' premise of the show because every couple from the first five seasons brake up. To
sustain interest, a number of twists were introduced, but as ratings continued to plummet, the show was
moved to a new time-slot and a new city (New Yotk City and, later Paris, France).
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of other types of reality television shows. Law-related reality television shows with court-
room scenes are commonly defined as featuring real people instead of actors impersonating
real people, and as documenting actual events, instead of presenting scripted stories that
are based on real or fictional events. A short list of law-related reality television shows with
courtroom scenes would include at least fifty-four shows that were produced between 1949
and 2005

Law-related fiction shows with courtroom scenes can be traced back to Aeschylus’ The
Oresteia. Their popularity has grown so much in recent decades that even science fiction
shows, like Outer Limits or Star Trek the Next Generation, that normally have nothing to
do with law have incorporated courtroom scenes and legal concepts into the plots of some
of their episodes. Obviously, the drama of legal cases and the theatrics of courtroom per-
formances are deemed instructive and entertaining by the public, but also profitable by the
producers of these shows, The number of fiction law-related shows with courtroom scenes
that are recorded in the annals of theatre, cinema, radio, and television is impressive. Some
of these shows were based on real stories and real persons, while others were based on fic-
titious stories and persons. No matter how much their stories were based on fact or fiction,
no matter how much their characters were based on real or imaginary persons, all of them
were performed by actors —sometimes amateurs, sometimes professionals— impersonat-
ing real or imaginary people re-enacting real or imaginary events. Impersenation and re-
enactment were the two key causes that kept reality at bay, even when actors were extreme-
ly skilful in impersonating real people and re-enacting real stories, or even when audience
members, like William Taylor Coleridge, were willing to suspend their disbelief.*?

% ‘The Black Robe (1949-4/1950), They Stand Accused (1949-1952, September-December 1954), Famous
Tury Trials (1949-1952), Your Witness (1949-1950), Politics an Trial (September-October 1952), Court of
Last Resori (1957-1958), The Verdict is Yours (1957-1962), Divorce Court (1957-1968, 1984-1991, 1999-pres-
ent), Night Court U.5.A. {1958}, Traffic Court (1958-1559), Day in Court {1958-1%65), Accused {1958-1959),
Courtroom U.S.A. {1960}, The Witness {1960-1961), Morning Court (1960-1961), People’s Court {1981-1993,
1996-present), Lie Detector {1982- 1983), Miller’s Court (1982-1983), Guilty or Innocent (1984), Superior
Court {1986-1950), The Judge {1986-1992), Headlines on Trial (1987}, Kids Court (1938-1994), On Trial
{1988-1989), Trial by Jury (1989-1990), Trialwatch (January-July 1991), Verdics (June-September 1991},
Courtroom Television Network (1991-present), American Justice (1992-present), Final Appeal (September-
Octaber 1992), Jones and fury(1994-1995), Judge for Yourself (1994-1995), Jurdge Fudy {1996 -present), Science
Court {1997-2000), fudge and jury (1998-1999), Judge Joe Brown (1998-present), Judge Mills Lane {1998-
2001), Judge Wapner's Animat Court (1998-2001), Sex Court (1998-present), Blame Game (1999-2001),
Judge Greg Mathis (1999-present), Arrest & Trial (2000-2001), Curtis Cotert (2000-2001), fudge Hatchett
(2000-present), Moral Courf (2000-2001), Power of Attorrey (2000-2001), The Prosecutors: In Pursuit of
Justice (2000-2001), Texas Justice (2001-present), Celebrity Justice (2002-present), Crime and Punishment
(2002-present), State v. (Tane-Tuly 2002), Style Covrt (2003-present), Eye for an Eye (2003-present), and
The Law Firm (July-present 2005).

% William Taylor Coleridge used this lerm to describe the state of mind of some viewers who accept
the stories and characters of make-believe shows ag real and begin experiencing real emotions about the
characters and their stories.
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Within the intricate relationship between reality and make-believe, as they are pre-
sented through the media of theatre, film, television and home theatre, there are many
changes in perspective presented in many new formats that now challenge the people’s
capacity to understand or know the difference between fact and fiction. The demarcation
line is no longer clearly drawn by legislative guidance since deregulation began to take ef-
fect in 1984. I think it is important to take a closer look at how the peoples emotions are
now being engaged by the new emphasis on reality shows, and in particular the courtroom
reality entertainment, and, also how and why interweaving is affecting the discourses of
reality shows in theatre, film, and television. Thank you for listening,



CLAUDINE ELNECAVE

QUELQUES REFLEXIONS SUR LES METAMORPHOSES DE LA
THEORIE DE LA MISE EN SCENE

«Tout homme est une nuit;

Ie travail de lartiste sera de mettre
cette nuit en plein jours,

JeaN COCTEAT

; ; q vant d’examiner le probléme que suscite la théorie de la mise en scéne, il convient de
reprendre quelques définitions de Ja notion méme de mise en scéne. Selon A, Vein-
stein, «le terme mise en scéne désigne activité qui consiste dans lagencement en un certain
terps et en un certain espace de jeu des différents éléments d’interprétation scénique d'une
®uvre dramatique» (1955:7). Pour Appia, «Jart de la mise en scéne est lart de projeter dans
Vespace ce que le dramaturge n'a pu que projeter dans le tempsy» (1954:38). Pour Artaud, «la
mise en scéne est dans une piéce de thédtre la partie véritable et spécifiquement théitrale du
spectacle» (1964B: 191, 162). Antoine, dans sa célebre conférence de 1903, la définit en ces
termes: «La mise en scéne ne fournit pas seulement un juste cadre a Faction, elle en déter-
mine le caractére véritable et en constitue Uatmosphére»)

Si l'on s'arréte aux définitions d’Artaud et d’Antoine, on saper¢oit qu'ils parlent tous
deux de la mise en scéne {ou, pour reprendre le terme de Marco de Marinis, du métatexte)
comme d'un discours scénique qui fournit une ou la signification scénique du texte. I
convient par ailleurs de noter que le concept de mise en scéne tel qu'il est défini depuis
Antoine oblige 4 penser le texte comme troué, cCest-a-dire en attente d’interprétation, d’out
Pinterrogation épineuse: la mise en scéne est-elle au service du texte, ou bien est-ce le texte
qui est au service de la mise en scene ¢

11 ne faut surtout pas oublier que tout texte est @ priori basé sur un schéma de pré-
mise en scéne et que «le texte se préte d des interprétations, & une recherche de nombreuses
significationsn.?

La mise en scéne est sans conteste nécessaire a la compréhension du texte, donc mise au
service du texte. Cela est une conclusion un peu hitive, car il ne faut pas oublier le rdle que
joue le metteur en scine, maitre incontesté, au méme titre et peut-étre plus que l'auteur, qui

1 Antoine, cité par BERNARD Dowr'r, Thédtres (Paris: Seuil, Points, Essais, 1986): 14.
2 Partrick Pavis, Dictionnaire du théatre (Paris: Messidor/Editions Sociales, 1987); 247,
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se sert du texte comme matériau de mise en scéne. Il s'en sert et a travers le texte poursuit
son ceuvre d’écriture scénique.

I en ressort une fracture entre les metteurs en scéne qui envisagent le texte comme
texte et ceux qui I'envisagent comme matériav, en gros deux théories, l'une reposant sur la
priorité du texte et Iautre sur celle de la mise en scéne qui, comme 1'a pertinemment noté
André Helbo, «contient déja sa propre situation»,? étant elle-méme une forme de création
autonome, avec une histoire, un champ d'expérience ou se produisent toutes sortes d’échan-
ges entre théoriciens et praticiens.

Les théories en la matiére pullulent, Un rapide passage en revue révele une dynami-
que de glissemnent d’un modele a l'autre, du modéle dit classique jusqu'aux expériences des
avant-gardes, Meyerhold, Brecht, Artaud, Claudel, pour ne citer que les plus en vue. Que
faut-il retenir de ces théories ¢ Que rejeter ? «Il ne faut jamais se demander ce gue veut dire
un texte, il faut se demander ce que peut dire un texte»

Le réle de la mise en scéne est d’adapter le texte dramatique aux exigences esthétiques et
sociologiques d’un public denné. Pavis souligne «qu elle interroge toutes ces représentations
culturelles, les donne d voir et & entendre, se les figure et se les approprie par le truchement de
Ia scéne ef de la salles.s Concernant les mises en scéne des classiques, la question qui se pose
est la suivante: dans quelle mesure la mise en scéne doit-elle se soustraire 4 la tradition ou la
suivre aveuglément — car une ignorance de la tradition thédtrale peut mener au contresens,
en distillant le texte a I'aide de coupes, en inventant des fins qui différent de I'original.

Le metteur en scéne en liberté, par souci de modernisme, ne trahit-il pas I'auteur ? D'ot
la complexité de mettre en lumiére le sous-texte basé sur les éléments paraverbaux. Com-
plexité qui fait entrer la mise en scéne dans la zone de l'entre-deux. Entre la fidélité au texte
et le désir d’autonomie, Cette zone de 'entre-deux situe la mise en scéne entre un avant (la
tradition} et un maintenant (basé sur le goit du public). Etant donné qu'il faut prendre en
considération le fait que le gofit du public est changeant, le maintenant risque de devenir un
avant, d'oti le besoin de mettre le texte a 'heure d'aujourd’hui, du maintenant, a Uinstar de
Peter Sellars: «Un classique, cest un texte qui reste toujours vrai et qui, en méme temps, est
interprété différemment par les générations successives. Lorsque Uon en aborde un, cest tout
a fait logique de le relire en fonction de la génération & laquelle on appartient et de I'époque
ou Lon vitr.

Tout un chacun sait que l'acte théatral est fondé, d’une part, sur le récit émanant de
la parole racontée par les mouverents et les actions dans Fespace, et d'autre part, sur le
discours que regoit l'oreille {on connait la remarque faite par Claudel: loreille voit) et sur

+ ANDRE HELBO, Sémiotique de la représentation (Paris: Editions Complexe, 1975): 69,
4 Marc-Alain Ouaknine, cité par Damer MesevisH, Thédrre public 124-125: 38,
¢ PATRICE Pavis, Le thédire au croisement des cultures (Paris: José Corti, 1990): 7.
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celui qu'enregistre L'ceil, d’'ol1 'évolution de Ia mise en voix, de la mise en espace, et le be-
soin de créer de nouveaux rapports entre la scéne et la salle. Le dispositif scénique, qui est
tout tension, vibre en créant des lignes verticales/horizontales/ circulaires/paralléles, et
l'on est tenté de se le représenter comme actant au méme titre que les acteurs. Parfois on
sapergoit que la fable est marginalisée au profit du dispositif scénique, qui devient sujet.

La mise en scéne mest plus au service de texte, cest le texte qui s'adapte au dispositif
scénique, comme Clest lé cas chez certains metteurs en scéne modernes qui, niant tout
lien de cause 4 effet entre le texte et la scéne, accordent a la mise en scéne l'autonomie des
choix esthétiques. Ainsi procédent Robert Wilson, Gruber, Mesguich, Brook, Chéreau et
Lassalle - jen oublie, et non des moindres. Le metteur en scéne devient de ce fait un roi
parfois despotique. Uautonomie donne naissance 4 une esthétique d'incorporation de la
mise en scéne au mouvement général des arts plastiques. Cette esthétique se greffe sur une
autre mise en scéne, ol se cotoient danse, musique, arts plastiques et arts du cirque. Cette
fagon de mettre en scéne est devenue une norme que I'on peut définir comme la théorie
de la mise en scéne hybride ou, pour reprendre la formule de Vitez, comme celle du «faire
thédtre de toutr.

La mise en scéne fondée sur les moyens scéniques d'expression est un chantier en per-
pétuelle évolution, qui se fait et se défait au gré des metteurs en seéne. On na pas prise sut
elle car elle est en constante ébullition. Ce perpétuel mouvement révéle de nouvelles po-
tentialités d'espaces scéniques. Par espaces scéniques, jentends aussi bien 'espace lumiére
et espace vocal que l'espace plateau, I'espace scénique ne se limitant plus au plateau mais
s'élargissant dans un hors espace comprenant aussi bien les coulisses que la salle, Cette
modification de V'espace scénique crée une nouvelle plasticité de la mise en scéne.

Aujourd’hui, il y a une confusion, un trouble, un chaos, surtout avec la nouvelle ten-
dance du retour au texte qui préche un dépouillement de la mise en scéne afin de laisser
respirer le texte, comme I'affirme Patrice Chéreaw: «Lorsqu'on commence & faire de la mise
en scéne, on écrase toujours un peu le texte [...) Aprés vingt ans, comme cest mon cas, ce
qui est intéressant, cest le texte lui-méme».” Qu bien, comme le prone René de Obaldia, «le
texte commande la mise en scéney.

En revanche, la démarche de mise en scéne des classiques de Frédéric Fisbach est tout
autre, méme si, au début, elle se greffait sur celle de Chéreau, comme il le dit dans un
entretien réalisé par Aurélia Guillet: «Mon rapport au texte a changé. Dans le travail sur
I'Annonce, il était hors de question de couper, il fallait affronter Fentidreté de Uoeuvre, y
compris les choses qui nous ermbétaient. Maintenant, je pense un peu différemment, je peux
envisager de couper certains passages, de les intervertir, de modifier certaines choses, Si, au

5 Bob Wilson aime jouer des volumes et des architectures nés du jeu de Ia lumniére.
T Thédtre francais contemporain / Tribulations de I'écriture dramatigue en France: £9.
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cours des répétitions, il y a des moments out il faut couper, recouper, recomposer, on le fait
mais en fonction des besoins qui se manifestent & un moment précis»,

[1serait naif d'imaginer que cette nouvelle tendance du retour an texte saccompagnerait
d’un retour aux sources, en I'occurrence un retour aux mises en scéne classiques, et cela a
cause de deux facteurs majeurs: I'évolution des techniques a la pointe de fa technologie: le
laser, la projection d’images enregistrées ou prises sur le vif, l'emploi de vidéos, de décors
projetés par diapositives agrandies, et j'en passe; le second (et peut-étre le plus important):
la réceptivité de lauditoire de théatre. De nos jours, il faut prendre en compte le fait que la
majorité des spectateurs ou des spectateurs potentiels sont avant tout des consommateurs
d’images avant d’étre des lecteurs de mots, et que de surcroit, ils sont habitués aux nou-
velles technologies.

Une nouvelle démarche s’impose, 4 I'instar de Michel Vinaver qui affirme avant tout
que «l action se passe sur un plateau, a charge pour chaque spectatenr d'imaginer le lieu ou
les mutiples lieux de la fiction représentée a partir d’une structure scénique et d'un mobilier
scénique qui seront moins illustratifs quiactifss,® structure scénique basée sur une remise
en question du plaisir du regard par le biais d'un renouvellement des formes scéniques qui
sarticulerait autour de quelques axes fondamentaux.

En dépouillant la mise en scéne de tout superflu, on permet au texte de respirer et, 2
Ia fois, la mise en lumiére de la plasticité du dispositif de la représentation, En revanche,
on pourrait prendre des éléments glanés ici ou la dans des mises en scénes dites classi-
ques pour en faire une synthése qui restera éternellement explosive, Dans un monde en
mutation, et vu la malléabilité de la mise en scéne, il serait pertinent de se demander si on
pourrait encore parler de théorie de la mise en scéne {question complexe, sensible et qui
pourrait étre sujette a caution).

I serait absurde de proposer une démarche vers la théorie de la mise en scéne, ce qui
trahirait une certaine étroitesse de vue; il conviendrait plutot de parler de théories des mi-
ses en scéne car, comme l'a prouvé I'historicité du théatre, la mise en scéne étant au service
du metteur en scéne, de sa conception, de son interprétation des signes émis par 'auteur,
elle est fluide, tout en mouvance, en état de devenir.

Mais quelle soit naturaliste, symboliste, minimaliste, la mise en scéne est toujours en
attente de renouveau. Un objet restant & modeler: «Certains créateurs, comime Claude Régy,
s¢ donnent pour principe de ‘ne pas mettre en scéne’, que ce soit plutdt une espeéce de travail
d'accouchement, laisser passer, ouvrir les parois pour que puisse librement 'écouler ce qui
vient de loin dans Uinconscient de Fauteur, inconscient des acteurs et comme ¢a atteigne
Pinconscient des spectateursn.®

§ MICHEL VINAVER, Ecrifs sur Ie thédire (Paris: LArche, 1999, vol. 2): 214.
O L' Art du thédire 6 (1986-1987): 62.
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Penser la mise en scéne, c’est interroger les conditions et la finalité de la représentation,
cest aussi penser aux techniques qui y contribuent. Ce pluriel reléve du facteur risque. Le
tisque de changer le texte afin de libérer I'imagination du spectateur.

La mise en scéne est un objet restant 4 modeler selon le caprice des metteurs en scéne
et, de ce fait, difficile & cerner pour en faire une théorie: plutdt des théories, Une mise en
scéne n'est jamais un discours définitif, achevé, cest toujours un discours ouvert. Etant
donné que les mises en scéne varient, il se crée une dynamique de mouvement vers d’autres
techniques, qui donneront naissance & de nouvelles théories.






J. MIcHAEL WALTON

CRISIS, WHAT CRISIS ¢

J‘., he theme for this conference, Theatre and Theatre Studies in the 21+ Century, is
' timely. The objectives outlined in the 2004 request for papers included the following
statement about the perceived divide between theory and practice:

“The revolution of theatre makers against theatre theory and the new open forms
of practice, sometimes crossing the traditional borderlines of the conventional the-
atrical situation may be possibly symmarised 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 impact on future theatre theory, on the term “theatre” itself and
on theatre studies as well”.

'This was only one concern, though a key one, identified amongst a series which led to
the seminal question “What strategy should theatre studies follow ?” I want to consider
one aspect of such a strategy here, the case for practice within Theatre Studies, in two dis-
tinct parts: the equivocal situation over ‘practice as research’, and inclusion of practical in-
struction as a core element in the undergraduate curriculum.

These issues are central at a time of growing factionalism within the discipline which
threatens its independence and distinctive nature, The rival claims of literature, reception,
historiography, education, the pragmatic, the professional, and a variety of theoretical ap-
proaches become ever harder to reconcile and - which concerns me more - ever more
confusing for students. Two images from Strindberg’s A Dreams Play spring to mind. The
first is that of the four Faculty Deans, of Theology, Philosophy, Law, and Medicine, fight-
ing for primacy I_Jefore the deor, with its air-hole shaped like a four-leaf clover, which they
believe conceals the secret of the universe. When the door is finally epened, there is noth-
ing behind it.! For Faculty Deans supply your equivalent Professors of Drama.

The second image is that of the rapidly ageing officer, with his equally rapidly ageing
bunch of flowers, still attempting te pay court to the fickle actress, Miss Victoria. The pro-
fessional theatre becomes ever more suspicious of the professors who cannet profess; who
may be ready to provide analysis of a piece of dialogue, but lack awareness of the implica-

1 See AUGUST STRENDBERG, A Dream Play, translated by EL1zABETH SPRIGGE (New York: Anchor Books,
1955),
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tions within the lines of the performance dimension,

We might add to these two images a third, from the same play, the desperate Kristin,
ever pasting over the cracks in her attempt to prevent the walls falling down about her
ears, but that is probably more pessimistic than the present situation suggests. Is Theatre
Studies in a state of crisis ? When has the Theatre not been in a state of crisis - and all the
better for being a necessarily protean art whose ability to survive and thrive is rooted in
a facility to adjust and re-form as circumstance requires ? Any ‘crisis’ in Theatre Studies
deserves scrutiny less in terms of the potential for failure which the term might imply than
in the purer sense of the Ancient Greek krisis, ‘judgement’, ‘interpretation’, *decisior’,

This requires some historical perspective, however brief, on the association between
drama and the universities, and I hope my apologies will be accepted for basing these
remarks primarily on the British experience. In England, any intermittent enthusiasm
for dramatic performance within schools, universities or the legal societies known as the
Inns of Court may have had a moral, but litile other educational, intent. Until late in the
nineteenth century, British universities were as conservative as any others in Europe and
concentrated on a small number of areas of suitable study, including the classics, but not
much more extended than those represented by Strindberg’s deans.

It was America that would lead the way in introducing Drama into the academic cur-
riculum, The American Academy of Dramatic Arts was founded in New York in 1884
and, 15 years later, received its first charter from the University of the State of New York.
George Pierce Baker's 47 Workshop' started at Harvard in 1912, Eugene O'Neill being
one of the earliest students. Baker went on to found a postgraduate study centre at Yale in
1925, but by then a Department of Dramatic Arts had already been created at the Carnegie
Institute of Technology in Pittsburgh, awarding first degrees in Theatre Arts from 1914, By
1960, more than 300 throughout North America offered the chance for students to major
in Drama or Theatre in one form or another, and the 6,000 or more university productions
in any one year oftered the only opportunity in many cities to see sericus plays staged.

In Britain, until after the Second World War, any formal study of drama in the uni-
versities was confined to adult education and extra-mural departments, its practice to uni-
versity dramatic societies. As a result, the main difference that developed between the
United Kingdom and the United States was that the more flexible American university
system provided, with a few notable exceptions, most of the training for the professional
stage, in performance, design, and management. Until the late nineteenth century, quali-
fication for entering the acting profession in Britain was as haphazard as those enjoyed by
Dickens’s Nicholas Nickleby when he joined the Vincent Crummles Theatre Company.
Theatre happened ‘on the job’, the actor managers offering the nearest thing to training in
the form of an in-house or on-stage apprenticeship.

Things began to change late in the nineteenth century with the founding of post-
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secondary schools devoted to training for the acting profession: The London Academy of
Music and Dramatic Art the earliest in 1861; The Royal Academy of Dramatic Art in 1904;
and Central School of Speech and Drama in 1906, Other professional schools followed, but
they were all either run privately, or under endowment. Most were in London. The Royal
Scottish Academy of Music and Drama was not founded until 1950.

The universities moved even more slowly. The first independent British Drama
Department was created at the University of Bristol in 1947, with Glynne Wickham as
its first full time appointment, but headed by the distinguished Professor of Classics, H.
D. F. Kitto. In 1960, Wickham became its first Professor of Drama, 1962 saw the crea-
tion in rapid succession of new University Drama Departments at Manchester, Hull and
Birmingham, in the north of England or the Midlands, followed in the later sixties by oth-
ers in Wales (Bangor), Scotland (Glasgow), and at Exeter (the south-west of England). The
fact that none of these was yet in Oxford, Cambridge, or London (though departments
would later be developed at Goldsmith’s, Westfield and Royal Holloway Colleges) created
an immediate credibility gap in Britain between the scholarly study of drama and theatre
and, on the one hand, academic respectability, on the other, the professional qualification.

The result was a strenuous debate within and amongst these new departments about
what the function of a Drama Depattment should be. Wickham was a theatre historian
whose three volumes of Early English Stages remain standard works. As the bearer of the
flamne, he was well enough aware that his initial task was to make the discipline of Drama
acceptable in a conservative British university systen that had taken long enough 1o ac-
cept English as a subject, never mind a practical or performing art. He gathered round
him other historians and practitioners, such as George Rowell, George Brandt, Richard
Southern, and Iris Brook, and the Bristol Department set out to establish itself as a dif-
ferent entity from any Department of English, French, German or Classics which might,
and almost inevitably did, include the literary study of dramatic texts within its syllabus.
At this time the Bristol Drama Department taught only Joint Honours undergraduate
degree courses, Drama in tandem with another arts discipline. It took ten years to make
a successful case for a dedicated performance space as a necessary part of the pedagogic
initiative, and then, in Bristol, it was no more than a converted squash court, with a con-.
trof room the size of a broom cupboard. Wickham'’s priority of academic credibility was
achieved through a rigorous diet of the history and background of the theatre and its as-
sociated texts from Europe, Asia, and America.

The new Drama Departments of the early sixties were faced with deciding how to fol-
low up Bristol’s experience without simply replicating it. The decisions they made proved
formative in the promotion of the subject in its own right. Manchester opened with a
single honours degree in Drama in 1962 and appointed to its first Chair a distinguished
professional director, Hugh Hunt, who for two years combined the job, possibly to Man-
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chester’s disadvantage, with his second stint as Artistic Director of the Abbey Theatre in
Dublin. One of Hunt’s successes was to establish the Contact Theatre Company in Man-
chester, later to become the Royal Exchange Theatre Company. The association with ‘the
profession’ was one that Bristol had been able to cultivate in no more than a desultory
fashion, principally through some cross-teaching with the Bristol Old Vic Theatre School.
‘There was, however, no attempt made to claim at this time, or indeed, for many years after,
that any university syllabus was a ‘training’ for a professional career in theatre.

Hull followed in 1963 with a policy of appointing staff, all of whom had professional ex-
perience in performance, technical or managerial positions. As a result, and through a happy
combination of circumstances, the Department was soon housed in a purpose-built theatre
and television studio which the Gulbenkian Foundation, which helped fund the complex,
described as “the best teaching theatre in Europe”? This made it possible to develop a syl-
labus that included all areas of design, including lighting and mask-making; technical the-
atre; front-of-house management from advertising to box-office; acting, dance, directing: all
alongside, but as an integral element within, the study of European theatre, in all its facets.
Though joint degrees could be combined with English as well as with many other subjects
from Ancient Greek to Theology, it was several years before any member of the drama staff
was appointed at Hull whose first degree was in English language or literature.

Birmingham, in the happy position of creating a Drama Department in 1964, along-
side a thriving Music Department whose first Professor had been the composer Edward
Elgar, chose a similarly balanced but essentially performance-based route, latterly with a
strong emphasis on playwriting, under the aegis of John Russell Brown, who would suc-
ceed Kenneth Tynan as script adviser to the National Theatre in London.

The universities which had taken the step of creating Drama degree courses quickly
discovered attendant advantages. Significant numbers of students were poached from
Oxbridge, attracted by the various and distinctive approaches of independent Drama
Departments which were dedicated to the processes of theatre as well as to its history
and texts, Contact with the local community was often enhanced through a regular and
controlled programme of public preductions and other forms of ‘outreach’. New univer-
sity theatres were built, several housing professional companies. The erratic standard of
campus drama afforded by strictly amateur dramatic societies, however active, acquired
some stability and semi-professional authority, with a repertoire that might never be com-
mercially viable. By the late 1960s few public theatres could afford casts of over 60; to take

| MicragL Wartow, "Hull University Drama Department.” In People Make Plays: Aspects of Com-
munity Theatre in Hull since 1955, ed. PAMELA DELLAR, 18-35 (Beverley: Highgate Press, 1992); reprinted
without illustrations as "Hull University Drama Department 1963-1992, 18-35 {The University of Hull,
1993). See also Dowavn H. Row, Hull University Drama Department, 215t Birthday, 1984, (privately printed,
1984).
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a risk on new translations not previously performed in Britain; or revivals of arcane clas-
sics unseen for hundreds of years, Drama Departments could.

A formidable application rate to read the subject, as high as 5¢ for every available place,
made it easy to weed out those whose only interest in 2 university degree course in Drama
was in order to become a performer. In a surprisingly short time, however, a portfolio of
prominent alumni, from the 75-85% of graduates who used their drama directly in some
way in their subsequent careers, offered evidence not only of the calibre of Drama gra-
duates, but of the range of motor and presentational skills built into the teaching systems.
The remainder were to apply such skills to a variety of managerial, commercial and even
political positions. The rearguard within the academic system who still saw Drama as a
“soft’ or ‘subversive’ subject (if for no better reason than that the students enjoyed it - shades
of Dionysus) had to admit that a Drama Department offered excellent “window-dress-
ing’ for a university. For university publicity material, open days and VIP visits, Drama
Departments became the first port of call.

Things changed abruptly. AsSecretary of State for Education with a degree in Chemistry,
Margaret Thatcher had expressed the opinion that subjects such as Music and Drama were
inappropriate within a university, and (less publicly) that there were anyway too many
universities, As Prime Minister, she set out to do something about it. One morning in june
1981, every university in the country received a letter from the University Grants Com-
mittee identifying immediate budget cuts which varied from 6% to 46%. ‘Recommenda-
tions’ were attached as to how such cuts might be implemented, including the rationali-
sing of small departments and, as a concrete proposal, the closing of half the, by now, 14
Departments of Drama. Explanations were sought for singling out the subject: reasons
were given, all of which, especially those relating to costs, application rates, and vocational
opportunities, could be statisticalty refuted both by university administrators and by the
already active Standing Committee of University Drama Depattments. The national press
was remarkably supportive, even suggesting that the blame for targeting Drama might lie
elsewhere than Downing Street:

“The fact that the guidelines were drawn up by an Oxbridge-dominated body but that Ox-
bridge, which does not have drama departments as such, will escape from these cuts only
rubs salt into the wounds. Why didn’t the UGC concentrate on Classics or Anglo-Saxon ? The
reason for that is simple enough. Not nearly as many applicants would have been diverted
by such a closure. Drama is by far the most popular art subject at the universities which have
been invited to close their departments”?

3 Editorial in The Guardian, 5 September 1981,
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In the end, every one of the named departments was strongly supported by its home
university, and none closed, at least in the immediate future. When a second round of
cuts came three years later, Drama was no longer in the direct firing-line. “What’s it
teel like to have changed so quickly from sacrificial geat into holy cow ?” as one newly-
threatened senior colleague put it.

With Drama firmly established and a post-Thatcher period of massive expansion an-
nounced in higher education, suddenly everyone wanted to open a Drama Department.
In not much more than ten years the number of Drama or Theatre Arts degree courses
rose from 14 to over 40. More students were applying to read Drama or Theatre Studies
than any of the foreign languages, almost as many as for English or History. Many pro-
fessional schools, without the benefits of the universities’ (at that time) automatic grants,
found students voting with their minds and pockets for a broad grounding in drama
which might not guarantee them a professional career - no professional school could
guarantee that either — but at least a degree in a subject which engaged them and which
offered a greater range of opportunities if their immediate theatrical ambitions could not
be met. At the present time (2005) virtually all the established Drama Schools have taken
refuge, one way or another, under the umbrella of the higher education sector.

Such apparent achievement for academic drama, however, proved to have a down
side. The very popularity of the subject, in a world that was becoming more and more
dominated by theories of market forces and business takeovers, left it vulnerable to fun-
ding policies where funds were meant to, but seldom did, follow student numbers. The
original Drama Departments now face staff-student ratios which have risen from about
7 to 1 in the palmy days to, in many places, over 30 to 1, with the consequent diminution
of personal contact and individual opportunity.

If that was one harmful consequence of success, there was another which was as in-
sidious. Asa result of relying overmuch on its own confessedly imprecise critical terms,
Drama, or Theatre Studies, found itself invaded by all manner of predatory disciplines,
from psychoanalysis to anthropology, philosophy to linguistics. A subject which had
learnt to demonstrate its individuality while living in harmony with social history, per-
formance values, and aesthetics, found itself overwhelmed by critical methodologies
which it had sought to escape when Drama first established its independence from lit-
erature. The result has been that the wedge between scholar and practitioner that the
early British Drama Departments tried to eliminate has not only been put back in place
but hammered in more firmly than ever before. Theatre has currently reached the point
where it can barely be studied except from the perspective of alternative and frequently
conflicting agendas.

[tis the backlash from this removal of the study of drama and theatre from its artistic
into a purely intellectual framework that accounts, it must be assumed, for the sugges-
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tion by the conference organisers that “Recent theatre praxis is questioning the holistic
approaches of theatre theory™; of a “perceived revolution of theatre makers against theatre
theory”; and a demand for the restoration of an uninterrogated artistic freedom.

So, we have been invited to speculate, where do we go from here ?

The future of Theatre Studies resolves primarily into questions of research and of cur-
riculum: what should be happening in Drama or Theatre Departments; what should be
taught; or investigated; where should the priorities lie ?

Clearly there must be variety amongst institutions. Nothing threatens academic study
more than the kind of “benchmarks’ that have been suggested in recent years for the entire
British system of higher education. That way lies the ‘core curriculum’ mentality that truly
threatens university education as though it were something measurable only in terms of
payback potential. A government that is incapable of looking further than the economics
of supply and demand has so narrow a view of a national culture, it might be argued, as
to be unfit to make sound decisions even on matters of economics, never mind educa-
tion. Drama Departmenits do not exist in universities simply to feed the entertainment in-
dustries or they would all be offering courses only in soap opera,

What should be beyond dispute is that the theatre’s adaptability must leave room, in
its study, for a multitude of approaches, which may include aspects of heritage, tourism
and intellectual analysis of many kinds, but cannot be defined by, or confined te, any of
them in isolation. This is a discipline that, more than most, needs to cross boundaries, not
exaggerate them. Such boundaries, in an art form as transitory and elusive as drama, will
always result in on-going debate, healthy debate, over the relative balance between text
and subtext; between the aural and the visual; between the literal and the image. There is
also room for dramatic text to figure within intellectual discourse, way outside the perfor-
mative frame, There will always be overlaps and alternative priorities. It would be a nerv-
ous and unconfident subject that laid exclusive claims to any area of study.

But the place for such unlimited overlap and disciplinary interchange, I would suggest,
is at the level of research, in whatever manner seems acceptable to those who are working
in the field. There, history can be investigated through the medium of literature, language
from the perspective of philosophy, theatre through any of these. The sum of knowledge
is increased, and the search for it justified, through new insights and new perspectives,
Interestingly, three avenues that might seem currently among the most fruitful in Theatre
Studies research, namely contextualisation of performance, translation and reception, all
enctoach on other disciplines and, at the same time, may all be defined within that fertile
no man’s land between completed text and audience response.

One further and more complex area of postgraduate investigation has been identified
in the last few years as ‘practice as research’. Though finding any comfortable definition
for such has proved difficult, not least in the quinquennial Research Assessment Exercises
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which British universities face, there seems to be a broad agreement within the university
drama sector in Britain that the inclusion of personal practice within the range of sources
on which a thesis may be written is both acceptable and welcome. The problems are con-
siderable. A live performance is impossible satisfactorily to revisit, however much resort
may be made to video record, dramaturgical log or recorded reception. Drama may be
a throwaway art, but if theatre history has any value at all, then it must ally itself to the
procedures of new historicism and disavow the magisterial response so evident in early
scholarship on the nature of past performance. The methodologies of interrogation need
closer definition.

There is an additional risk for scholars that they may be opening the door to a world
where a practising playwright or director who left school at sixteen, is, by virtue of artistic
output, a ‘higher grade researcher’ than a senior professor. Musicians, poets, and painters
offer a similar challenge: but, challenge it is, and maybe it is no bad thing that scholarship
does constantly face up to its relationship with creativity. It is certainly preferable to ali-
enating artists by drowning them in a critical vocabulary which they can barely recognise.
“A critic”, suggested Kenneth Tynan, “is someone who knows the way but cannot drive
the car.™

Teaching how to “drive the car”, I would maintain, is a fundamental aspect of what
Theatre Studies should be doing for its undergraduates, and not only drive it, but un-
derstand the workings of the internal combustion engine and know the Highway Code
inside out. The students are unlikely to end up in Formula 1, but, to run this analogy into
the ground, the BA degree will be the equivalent of passing the Driving Test. The future
of academic drama surely resides in identifying its singularity as a discipline and its in-
dependence as a subject, as specialised as it is wide-ranging, as difficult as it appears
simple, and as practical as it may be theoretical.

No one should be in the position to dictate a syllabus except those who will teach it,
but I would like to pick out three qualities, cultivation of which characterise Drama as an
academic study and which serve as the platform for all more detailed work. These can be
identified under the loose headings of ‘imagination’, ‘investigation’, and ‘perspective’

The analogy to Music, with which Drama is so often misguidedly linked in the minds of
university administrators, does makes sense if you identify the basic vocabularies required
to analyse a string quartet or a symphony, in such a way as to grasp a composer’s pur-
pose and design; and how you might similarly deal with dramatic text. The words poiéiés
in ancient Greek, ‘dramaturge’ in French, and ‘playwright’ in English, are all ‘making’
words, ‘craft’ words, conveying as much about the shape and rhythm of a play as about
what happens to be written down on a page. Anyone who can read can read a play. Sur-

¢ KENWETH TYNaN, The New York Times Magazine, (9 Tan. 1966): 27,
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prisingly few can use their ‘imagination’ in their reading, to unearth a play’s shape and
structure, its notation and pitch, its tempi and rhythm, the latent stage action. Such im-
aginative or informed reading of the dramatic text for its performance priorities can be
taught, or, if not taught, at least nurtured. Drama may instinctively lean towards being a
popular art, but both its skills and the appreciation of them are not, and have never been,
universally accessible.

Then there is ‘investigation’, Most playwrights of note create their work with a strong
awareness of, and dedication to, the circumstances of likely performance. Not every di-
rector or actor tackling a period piece will feel the need of a comprehensive grounding in
the architecture, space, climate, fashions, décor, mores, audience composition, and status
vis-a-vis the players, never mind the political, religious, and social pressures of the time,
before understanding how and why a play is as it is, and what can therefore be re-invented
from an informed base in any new production. Theatre workers - and amongst theatre
workers include translators - need to do their ‘homework’, however much or little may be
carried over into production concept or rehearsal. Equally, it seems, such inquisitiveness
is a frame of mind that can, and maybe should, be cultivated in any drama student and
in every Drama Department. One might go further and suggest, as some of the most in-
spirational of theatre teachers have, that the study of a play for any purpose is pointless in
a vacuum without a broad investigation of the culture that generated it.

To these two may be linked ‘perspective’, the perspective of as broad a knowledge of
the history of theatre in all its manifestations as time and expertise will allow. It is from
here that the understanding must come of what theatre is and what makes it different from
other media. But to attempt any of this without some practical platform is, I would submit,
little better than sucking a sweet with the paper on.

These three features, ‘imagination’, ‘investigation’, and “perspective’, should and do
form the basis of most academic studies of drama. They do not look solely to the past,
but that is where they are rooted and where they may best be commandeered to anti-
cipate the theatre of the future. There is nothing very original or contentious here. What
is missing is the dimension of creativity through practice which, as suggested above, is
now established in Britain and America as a legitimate avenue of research even at doctoral
and post-doctoral level, and which the conference invitation identifies as the “mystery of
performance”,

Here is the current crisis, here is the krisis. And here is where the chameleon Dionysus
can offer justification for all manner of performance experience. It is comparatively easy
to study the theatre of the past. But much of our theatre in the present has less to do with
scripted drama than with devised material, inter-media presentation, and installation
events. These merit practice as much as they deserve analysis. And what of the theatre
of the future, which cannot but take account of new technology ? The methodologies of
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science are useful here, where experiment is inevitably linked to progress. Drama is more
a laboratory subject than a literary one, with all that that implies. Jazz pianist Herbie
Hancock suggested that “Education is great, but there is a risk of stifling creativity”. Univer-
sity drama needs its schelars, of course it does. It also needs its jazz pianists.

Practical work within a university drama environment is as important as any other
branch of drama study, not so that graduates may all add to the labour market, but so that
they may become theatre managers, lighting designers, film and television directors, and
playmakers who have some experience of what it is like to confront an audience, with all
that that entails. Just as important, perhaps, is that actors should know how to create a
soundtrack, carry out a risk assessment or use flying equipment. Practical work within a
degree structure is partly creative, but partly a way of comprehending how the enterprise
of theatre functions organically. Of course, not every Drama Department will have access
to elaborate resources and be able to include set construction, theatre management or
lighting design in the syllabus. Such things require expertise and money, though com-
puter-assisted visualisation is widening the range of possibilities. On the other hand it is
not that difficult to give a practical dimension to ‘imagination’, "investigation’, and ‘per-
spective’. A practical workshop needs little more than an open space and basic furniture
to hold an acting, movement or directing class. The most improbable of locations can be
transformed into the home for a site-specific project. A devised scene on a theme, or as
little as a single word, demands no more extensive an audience than the rest of the class.
Hete may be “the mystery of performance” but here too is the right and proper setting for
the constructive interrogation of that mystery, not on the page but on the floor, not only in
the head but also in the body. Personally, I believe that some sott of ‘acting’ classes should
be on the curriculum for training nurses and doctors, lawyers and the police, social wor-
kers and priests.

Maybe in an ideal world no one would write a book about Greek tragedy who had
never put on a mask; no actor would play in a Greek tragedy whe did not have a thorough
knowledge of the culture and occasion when the play was first performed; no critic would
review one, or dramaturge advise on one, who had not done both. Of course, the world
is not ideal, thank goodness, and nor is the theatre. But those who study theatre should
surely be entitled to the most thorough grounding in every possible aspect of this living
but mobile art that time and resources can afford. Its past may be buried in archives or on
library shelves, which is where the scholars will find their primary and secondary sources.
They will not find there the instincts to interpret what they find, nor will translators or
dramaturges. That kind of ‘training’ begins when the course in Theatre Studies begins.
Without it we risk creating a stratum of desiccated scholars who are incapable of under-
standing ot assisting the professionals who should be their colleagues, and on whom, ulti-
mately, the theatre depends to survive as a live and living art.
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What is Theatre Studies for ? This is a question to which many of us have had to produce
a whole series of different answers for the last 40 years. To university administrators the
most effective response may be to anticipate what they want to hear, and then show how
the discipline can meet those requirements through the vocabulary of transferable skills,
the labour market, image, or cultural economics. Such factors so endeared themselves toa
focus group of British businessmen a few years ago that they voted Drama the first degree
they would recommend to recruiters. The undeclared philosophy, meanwhile, can still be
to provide a climate within higher education where potential artists can discover what
they can do and, more importantly, what they cannot; where they may make experiments
on which their lives and careers do noi depend; where they can learn from their mistakes
and discover that, if a theatrical career is not for them, their years of education in drama
have not been wasted. After all, as I think it was Tom Stoppard said, “For the most part it
is our failures that civilise us™

And for the faint-hearted, or the browbeaten, let us retarn to Strindberg and the final
stage direction of A Dream Play, after the disiltusioned daughter of Indra departs:

“She goes into the castle. Music is heard. The background is lighted up by the burning Castle,
and now shows a wall of human faces, questioning, mourning , despairing. While the Castle
is burning, the flower-bud on the roof bursts into a giant chrysanthernum”.

CURTAIN
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ACTIVATING IMAGINATION: MYTH,
HISTORY AND LITERATURE, MEMORY AND REMEMBRANCE
AS MATERIAL IN A THEATRE OF IMAGES

A TENDENCY IN CONTEMPORARY THEATRE WITH REFERENCE
TO THE WORKS OF HEINER MULLER

C‘D heatre studies as a discipline focusing on, and theoretically engaged with, the phe-
C nomenon of the theatre tends de facto to become more historical in orientation
when the phenomenon under investigation has attained a more concrete form, when the
flaidity of previously evolving tendencies, all bearers of a certain potential outlook on
the future, has crystallized into something more definite and tangible; when the general
has become distinguishable from the specific, the characteristic from the fortuitous, the
integrated from the isolated, when the tendencies recede and a general outline becomes
perceptible. Nevertheless, a perceptive eye may, even examining the very recent past, sur-
veying the ferment, the questioning, the experimentation, the proposals submitted, etc.,
identify the turning points that set the course for future developments.

In the twentieth century there were two such occasions that can be seen as having been
catalytic for developments in the theatre. One was at the beginning of the century, namely
the well-known movement of Anti-illusionism, with its art theatres, its great creative per-
sonalities, its explosion of genres, of experimentation and questioning; and a second, less
commonly perceived one, at the beginning of the second half of the century, in the '60s,
with an avant-garde producing ‘modern’ theatre that was daring in its expressive forms,
lending professional substance to very advanced theatrical conceptions, advancing pro-
positions, some of which did indeed prove to be harbingers of the future.

If one should seck to identify a common denominator in these two innovative, indeed
revolutionary, endeavours, initiated - in no way coincidentally - by theatre people for
whom theatre was at the very heart of their interests, it would be the challenge they posed
to the binding and limiting priority of language, the redefinition of the theatre as a re-
presentational art whose objective is trangposition of its material into visual imagery.

Inarticulating its objection to the theatrical tradition established in the course of a pro-
tracted three-century-long predominance of language, the aspiring 20 century renewal,
but also the second one from the middle of the century, looked back to a theatrical tra-
dition that had been preserved in areas beyond the boundaries of the territories settled by
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literature. On the one hand, there is a tendency, starting with Meyerhold’s using elements
of Balagan, the folk Russian puppet theatre, but it can also be found again in proposals
made by younger creative artists, in Luca Ronconi, for example, or Ariane Mnouchkine,
to return to the other aspect of theatre: theatrical performance as spectacle, and a re-
cannection with public, popular forms of theatre such as puppet show and folk theatre,
circus, acrobatic performance, fairy festivities, etc., a theatre, that is, which - far removed
from any ambition for creation of theatrical illusion — was a combination of spectacle and
game, a display of artistic virtuosity. Apart from this, starting from Craig and Appia and
reaching its consummation later with Artaud, there is a forceful projection - in defiance
of any claimed primacy of language - of the other aspect, the purely theatrical: theatre as
bodily expression, theatre which leaps over centuries of rationalism in quest of its roots
in ceremonial, magic, cults of great antiquity or from geographical areas from beyond
Europe and its prevailing tradition of rationalism; all of these are elements on which the
experimentation of the younger generation, Jerzy Grotowski, for example, or Peter Brook,
was to rely for support.

The point of reference is not only the clearly extra-literary theatricality of the Com-
media dell” Arte, with its specific characteristics of improvisation, bodily expressiveness,
acrobatic virtuosity, etc. It is also the theatre of the Middle Ages, with its characteristic
extravagance, its limitless narrative fluency, its weird and wonderful non-sequiturs of time
and place. It is the absurd ecstasy of the Tragedy of Martyrs in the 17 century (predict-
ably triggering the reaction of the rationalistic 18 century and the tradition thereby esta-
blished). It is the theatre of the Far East, with rhythm as one of its component elements, and
with the symbolism of its imagery. It is Opera, which ipso facto has a dimension beyond
language and a pronounced element of spectacle. It is the forms, finally, of the popular
theatre, that is forms which use images to convey concepts, forms which are characterized
by colourfulness, abstraction, excess, absence of clear differentiation from game-playing,
and which both seek and attain a relationship of immediacy with the public.

For this last element, the reconstitution of a participatory relationship with the public,
was the prime desideratum in both of these renovating endeavours that mark the 204 cen-
tury. Everything was done for the purpose of awakening the public, summoning it to active
participation so that from being the passive recipient of a ready-made product, it should
rediscover its original function of playing an active role in the theatrical performance, as
co-producer of the final artistic result. It was this need that led to re-examination of the-
atre’s self-definition, its methods, its expressive media and its materials.

A second basic element that characterizes all these proposals for renewal is the dif-
ference in conceptions concerning the content of the theatrical representation as an artis-
tic work. This new conception might be defined briefly as disengagement from the stable,
dialogical dramatic text with corresponding concentration on the dimension of spectacle.
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This amounts te a theatrical transposition of content into representational image. Its
elaboration involves deployment of a variety of features at different levels and of equally
diverse origins. Language is treated as one of the materials to be utilized in theatrical
representation and it is typically fragmentary, intensely metaphorical and necessarily as-
sociative, serving as it does the same essential impulse: activation of images.

This theatre, to avoid any misunderstanding, may indeed reject the limitations of the
dramatic text, eschewing the logical, consistent unfolding of dramatic plot in favour of
the fragment and the extract, the method of collage and montage. It does, however, con-
tinue to have a specific content, which it conveys through deployment of every available
expressive means. Basically it tells a story in its own theatrical way, converting the ma-
terial into a display of images.

The images that are the subject of the present discussion are not simple visual repre-
sentations limited to the two dimensions of a painting, nor are they merely scenographic
concepts for arrangement of the stage decor. They are proposals for giving form to inte-
rior states, subjective processes, impulses and visions. As proposals which originate in
the creative imagination of the artist, they are addressed to the public for the purpose
of activating its imagination, evoking, through association, on each occasion new - and
in each instance different - images. The final result of this collaboration might be desig-
nated a Theatre of Images.

One necessary prerequisite for accomplishment of this process is that there should be
some initial response to the proposed images on the part of the recipient, with memory
and remembrance providing the requisite leverage both at the individual and at the col-
lective level. For this purpose there must be a processing of the material drawn from the
entire reservoir of human intellectual tradition (Myth, History, Literature, etc.) which is
the shared possession of all. This theatre is thus supported by texts that are in no way
required to be dramatic, often comprising prose texts, epic and not dialogical works, well-
known elements of the world’s literary heritage, which are freely utilized as raw material
from which something new is to be created. The old and familiar is recalled to memory,
conveyed as remembrance to the present, transformed into something new that is relevant
to the present day and to the ‘now’ of the specific dramatic performance.

Ready-to-use material of this kind capable through association of evoking memories of
specific images, symbols and archetypes is provided, for example, by ancient Greek Myth;
the history of a people is its collective property; the great classic works of world literature
are part of a common spiritual heritage. The Renaissance and Shakespeare, Hamlet, the
Atreids and Oedipus, the French Revolution: these are all shared reference points and it
is no accident that they served as subject-matter for some of the initial ground-breaking
productions that in the '60s opened the road in the direction we have mentioned, because
it turned out that they harboured in themselves the seed of future developments.
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Let us recall to mind, very selectively and briefly, by way of example, some of those
now legendary productions that have become engraved on our memories, performances
that have remained reference points to the present day, recognized as landmarks in the
development of contemporary theatre, way-stations in the great turn carried out in the
mid 20t century.

Peter Brook’s staging of King Lear {1962), for example, where for the first time there
is a full revelation of his new conception of empty space, with all attention focused on
the actor, or his experimental work in documentary theatre US (1966), along with many
others in the subsequent decades that now belong to the History of Theatre, Of parti-
cular interest, however, in connection with what concerns us here is his collaboration in
the establishment of the experimental “Theatre of Cruelty”, with Charles Marovitz, who
was well-known for his, provocative in their time, recyclings' of Shakespearean drama,
in which Shakespeare was used literally as raw material, presupposing knowledge of it as
common to all. Take for example their co-production Collage Hamlet (1964), which made
a striking impression everywhere it was performed, being a drastically abbreviated, en-
tirely restructured version of the play which, following an associational non-chronological
stucture, used fragments of verses and scenes, presenting a kaleidoscope of images in
rapid succession.

Similarly successful internationally was Luca Ronconi's staging of Orlendo Furioso
(1969), based on the epic of Ariosto, where in a huge, uniform, multi-dimensional space,
without boundaries between the stage and the auditorium, a variety of scenes were acted
out simultaneously on moving platforms, with the audience circulating freely and cho-
osing whichever scene it wished to watch. The theatrical revival of the Renaissance epic
staged by Ronconi was indeed a visual feast, a dramatic super-spectacle, a revival of the
dynamic popular theatre of Italy, with a plethora of actors, horsemen, monsters and fan-
tastic beings, flying machines, gymnastic displays and acrobatics.

Tt was to the Renaissance, common inheritance at the origins of modern European
history, that Jean-Louis Barrault also turned when, with Rabelais (1969), as a Frenchman
addressing a French audience, he chose prose texts of the French Renaissance writer as
the basis for his production. More politicized than Ronconi, working in the context of the
French May of '68, Barrault sought and found parallels and similarities with contemporary
events, highlighting, alongside the entertainment and spectacle, a deeper meaning, an
additional element of content to that of Orlande. The production was also visually spe-
ctacular, full of movement and light, inventing impressive images to express the fantastic
stories of the hero, It too utilized the phantasmagoric colour of popular entertainment,

* ‘'lhe term was introduced by MaroviTz himself, see CHARLES MaROVITZ, Recycling Shokespeare
{Hampshire & London: Macmillan, 1991).
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providing spectacle, gymnastic and acrobatic displays, powerful rhythms, dancing, song,
joy, total release, in a place which functioned on Sundays as a sports hall for catch fights
and was set up accordingly, with narrow bridge-platforms leading from all sides to a circu-
lar central podium, enabling the whole auditorium to become a theatre stage.

It is in the history of France, and specifically the French Revolution of 1789, that Ari-
ane Mnouchkine seeks a theme for a spectacle with content accessible to both audience
and actors, perceiving that this historical event is part of a heritage shared by all French
people. The vibrant, colourful, festive production of 1789 (1970), which was staged at the
Parisian cartridge factory (Cartoucherie de Vincennes) and subsequently toured many
places and become known to even more people as a cinema film, presented the historical
events from a new perspective. The audience saw them in the way that they were under-
stood and experienced, and in the way that they could be communicated, by ordinary
people: mimes, acrobats, jugglers and other entertainers at fairs, etc. The text is a canvas,
a script for action performed simultaneously on five platforms, with andience participa-
tion taken for granted, with a great variety of expressive media, light, movernent, dance,
images, even projection onto screens at the back of the platforms; all this in the service of
a theatrical spectacle whose overall effect remains indelibly etched on the memory of the
participating member of the audience.

Starting with the improvisations of Les Clowns (1969), inspired by the Commedia dell’
Arte and the tradition of the popular theatre, Mnouchkine progressed to the common
heritage of History, utilizing means of expression from the same sources for the purposes
of theatrical performance. Subsequently she too was to turn to the Renaissance with her
Shakespearean cycle (Les Shakespeares in the "80s) and then to ancient Tragedy with her
production Les Aérides (in the *90s). In both instances she utilized representational art
forms of the Far East to bridge the temporal distance, an exotic device which has in any
case served the needs of other creative theatrical artists we have mentioned, all of whom
turned at some point to the aesthetic means of Eastern theatre. All were likewise to attempt
to utilize materials from the common reservoir of ancient Greek tragic Myth, to give an
interpretation of their own to contemporary social phenomena and social situations.

These developments followed from the *70s onwards, when Mnouchkine was to move
on from carnivalesque historical themes to Tragedy embellished with visually expressive
elements borrowed from the Far East, whereas Brook’s explorations followed the course
of investigating the myths of other civilizations, aiming through the Theatre of Images
not only at activation of the imagination but also at broadening of consciousness both of
artist-producers as a group and of the co-producing public participating in the productive
process. Also from the '70s onwards the American Rabert Wilson was to make, with great
dynamism, his appearance on the scene, operating in his own way along much the same
lines as Brook.
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Itis impossible not to mention Wilson in this connection because for him, whose point
of departure was dance, theatrical presentation was more a matter of movement and the
bodily expression of image, using language first and foremost as vocal material to be in-
cluded in the artistic work on the basis of equality with all the other expressive media,
at the same time diversifying into other forms of expression: of handicapped people, the
autistic, the deaf and dumb (e.g. Deafman Glance, 1970). Wilson’s theatre combines slow
ritual movement with a minimalistic text and live scenic tableanx. It is a collage of vision-
ary images unfolding very, very slowly, employing visual and auditory effects suggesting
affinities with Performance Art.?2

Let us cast our minds back to his first great international success KA MOUNTain
(1972), or to the very well-known Einstein on the Beach (1975), or indeed to The CI'ViLwarS:
a tree is best measured when it is down (1984), a grandiose super-production lasting twelve
hours, in five acts, with 15 scenes and 13 intermedia links (“Knee plays”) between them,
which had been scheduled for performance in five different parts of the world (Rotterdam
1983, Cologne/ Tokyo/Rome 1984, Los Angeles 1985 - though in its final integrated form,
for the Olympic Games of that year, it was destined never to be performed).

It was around the same time, in the 70s, that international recognition came for the
German theatrical writer Heiner Miiller, whose work (although it came perforce to an end
with his death in 1995, prior to the expiry of the 20® century itself) falls entirely into the
category outlined above,? having conquered the entire field of contemporary theatre with
an ever increasing and accelerating dynamic.

It may be the case that all the key architects of the tendency we are examining de-
rive from the field of theatre (directors, actors, managers of theatrical troupes, etc.) with
concern for renewal of the theatre and its expressive potential as the motive behind their
proposals. This nevertheless does not mean that the theatrical writer in them was also sup-
pressed. As we made clear at the beginning, there is a specific content to be transmitted.
The basis for the production is provided by a text, a script at least, which, as far as its mode
of development is concerned, may even be open to participation from the andience, It is
thus of particular interest from the viewpoint of this essay to examine how an essentially
theatrical writer like Miiller is situated in relation to all this. I say ‘essentially’ because
his interest in the theatre was always there.! Some of his theatrical works are simply texts

t Wilson calls his works ‘operas’, from the Latin ‘opus’ [= wotk], because they lack both the action and
the psychological realisim in characterization of a drama.

3 And it is not coincidentally that he was the author of the German version of Robert Wilson's The
CiVIiLwar§ (Cologne, 1984).

¢ Moreover in his final creative phase, rather than writing dramatic works himself, he concentrated on
direction (like Bertolt Brecht, and indeed with the “Betliner Ensemble”) staging both his own plays and
those of others.
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without the slightest pretence at dialogue, Many of them have been edited down into a few
pages ot are brief scripts prescribing stage action and images for presentation, associative
and reiterative sections, interpolations and projections, with the result that the theatrical
representation of images lends itself to potentially infinite expansion.

By his own admission, he was interested in theatre with a social mission, functioning
as a workshop to activate the collective imagination,’ and he himself consciously sought
to stimulate the public, which he considered co-producer of the performance,s into active
participation rather than the complacency of passive consumption, loading them with as
much simultaneous input as possible.”

His work is by the general consensus of critics and researchers replete with imagery,
metaphors, visionary conceptions, etc., and it is arguable that the process of shaping it for
presentation on stage continually suggested new images. Besides, he himself perceived his
works as proposals for stage representation of images, and as he very characteristically
said, he accepts the theatrical solutions of ether directors by staging his works, regarding
the texts he had written as merely the tip of the iceberg?

Miiller is at the same time a typical example of the poet essentially belonging to a
posterior age for whom, on the one hand, all previous literature, as well as myth, legend,
history, even theoretical inquiry, constitute material at the disposal of any interested
party,® and who, on the other, takes for granted, as a gift both to his public and to himself,
the knowledge of that material that is drawn frem the collective memory and deployed
in such a way that something new may emerge: a problematic that involves both himself
and his own age. Drama, he has said, always unfolds as a theatrical representation in the
present time® and it is created only between the stage and the auditorium. It is for this
reason that all pre-existing raw material, such as myth, legend, history, literary loca and so
on, in his work serve essentially only one function, which is always the same: interpreta-
tion of contemporary reality, of the historical present bath of himself and of his audience
whenever (even at a future point in time) it may be confronted with the proposal that the
writer has formulated, and called upon, as co-producer of the artistic work, to respond,
incorporating the new data which it will have in the meantime acquired.

5 See HEINER MUTLLER, Gesammelte Irrtiimer [= Collected Errovs], (Frankfurt/M, 1986): 40 f. (henceforth
the volume will be mentioned as Errors 1) HETNER MULLER, Rofwelsch, Berlin, 1982, 111,117 f; ete.

¢ Seeauthor's collection of texts, HErwer MiTLLER, Texte, {Betlin, 1989, vol 4); 125, HEsRER MULLER, (esa-
mrnelte Irrtiimer 2, (Frankfurt/M, 1990): 63 (henceforih the volame will be mentioned as Errors 2); etc.

7 Sce Errors 1, 20.

& See Errors 1, 138 £ Heiver MOLLER, Krieg aline Schlachl [=War without Battle], (Koln, 1992): 294
{henceforth the book will be mentioned as Autobiography).

® Take for example the titles Hamletmachine, Oedipuscomment, Electratext, Medeamaterial,

10 See Errors 1, 31.

1 fhid., 39,
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We shall now endeavour to make these observations more concrete by providing some
examples from the work of Heiner Maller, examining the use and the function of ma-
terials drawn from parts of a common heritage that emerge as images from the collective
memory to create, enriched with aspects and elements of personal memory, new represen-
tations for the activated imagination.

The mythical figure of Medea, for example, is evoked in three works by Miiller: there
is a narrative reference to the story of Medea, and indeed with a separate subtitle of its
own, Medeacomment, in the context of a scene in the theatrical work Cement (1972),2
then a dramatic representation of the mythological act of infanticide is given in a brief
scene, without words, Medeaplay (1974),* while a more thorough treatment of the subject
appears in the central part of the dramatic triptych Despoiled Shore Medeamaterial Land-
scape with Argonauts (final elaboration 1982).14

Whereas in the first two texts only the social aspect is developed (an exposure of the
soctal mechanisms that lead the woman to Medea’s atrocious deed), in the third, in whose
central part in the title the name of Medea is specifically yoked to the characterization ‘ma-
terial’, the dimensions assumed by the mythical figure greatly transcend this aspect. Here
Medea functions as a symbol for volcanic eruption, revenge and punishment, recaling
by association all the wronged and the oppressed, not only women but also peoples and
races, even nature itself, heedlessly exploited by contemporary man, engineer in the final
analysis of his own destruction,

The part of Medea, apparently a dialogue but in fact consisting of a torrential mono-
logue of the heroine, is flanked by two purely narrative parts, both descriptions of land-
scape, in a broader sense of course, as the description includes memories and visions,
comments and maxtms, hints and denunciations, overt and coded suggestions, associa-
tions, metaphors, and images. In this cemulative juxtaposition of images, the problematic
that is laid down and functions as the frame of the whole is the wider dimension of the
destruction of Nature. At the centre, apart from the conflict between the woman and the
man in the persons of Medea and Jason, the field of vision expands via the expedition for
the seizure of the Golden Fleece into confrontation with colonial conquest and plunder of
the world by the white man, the representative of Western civilization.'’s

12 Heiner MOLLER, Zemment, Texte, vol. 2, 65 fF.

13 Heiner MOLLER, Medeaspiel, Texte, vol. 3,17,

4 HEINER MOLLER, Verkommienes Ufer Medeamaterinl Landschaft mit Argonauien, Texte, vol. 7, 91 ff

15 Miiller himself specifically indicated: “The story of Jason is the most ancient myth of colonization, t least
Jor the Greeks - und its conclusion establishes a threshold: the transition from myth to history, Jason is fo meet
with death through the agency of kis own ship. [...] With colonization, Eurapean history embarks on the course
on which it has continued to the present day. The fact that it is the means of colonization that kills the colonizer
foreshadows its demise.” (Errors 1, 130 £). For Milller the Argonaut is not contemporary man in general but
a spectfic historical and socio-political configuration of contemporary man.
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The expedition of the Argonauts as an expedition of colonization; Jason the archetypal
European Conquistador and the contemporary dominant White Man; Colchis the occu-
pied, plundered colony, today a country of the Third World, This is one factor informing
the frame of the theatrical triptych. The other is the proliferation of plunder throughout
the globe, exhaustion of the planet’s resources and wealth, the rape of Nature by the heed-
less contemporary Argonaut of the consumer society. The final result is his own eclipse,
as was indeed foreshadowed in the ancient myth by the revolt of the object, something
Mitller does not omit to mention¢ It is about a “revolution of the dead and war of the
landscapes™ that Sasportas, the Negro revolutionary, former slave in a Caribbean colony,
also speaks in the play The Mission.

We thus see that Miiller uses myth as raw material which he elaborates in order to
interpret phenomena, situations, structures, etc. of the contemporary age and present-day
society. The mythical figure of Medea serves as an image in formulating a multi-sided
problematic symbolizing every manifestation of conquest, plunder, enslavement, exploita-
tion, betrayal, and also the revolt of the victim. Like a site for collective memory, Medea
emerges as the most appropriate image-symbol for giving form to that International of the
oppressed and their revolt: women, countries, peoples, the planet, nature, “the negroes of
every race”,® as they are characteristically called in the play The Mission. Enropean civili-
zation and its androcentric social system based on cold application of rationalism, on con-
quest and property, domination and exploitation, comes face to face with an anarchistic,
frightening, incomprehensible - to it - revolt of its victims: women, the Third World and
the entire planet Earth.!?

The presence of Myth in the work of Miiller is not of course confined to Medea and the
material from the expedition of the Argonauts, cited here as an example. On the contrary,
as already noted by the research, it is omnipresent, whether in the form of entire works or,
as is more commeonly the case, through insertable sections as well as through utilization of
scattered motifs, references, parallels, etc. because Myth for the writer is, as indicated, raw
material for deployment in formulating what is important to him, exploiting, of course, all
its dimensions and all the interpretative weight of the centuries that have intervened.

16 The indication that Jason’s head was broken by the Argo is made at the beginning of the text, in lines
12-14 {HerNer MiTLLER, Verkommenes Ufer, 91).
7 HEiNER MULLER, Der Aufivay, Texte, vol. 7, 69,

¥ [bid,
18 & mote detailed exposition of the positiohs briefly mentioned above has been undertaken in the ar-

ticle by the author, Lita Maraxa, «H Mijbaia g ténoc. H poper g Mideiag oto £pyo tov Xdvep
Mok hepn[“Medea as Literary Locus. The Figare of Medea in the Works of Heiner Miiller”], Emarsuovis
Enernplc e Drhocopnic Zyodic [Scientific Yearbook of the Philosophical Faculty of the University of
Athens], vol. XX XII, (Athens, 2000} 153-172.
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An equally important parameter in the work of Heiner Miiller is History,? whose pres-
ence, again, is not exhausted in the subject-matter of some specific works but is the object
of a continning problematic, a permanent confrontation that is evident both in the totality
of his literary work and in other texts including his critical and theoretical views. Miiller's
interest in history is nevertheless not historical, that is to say, it is not focused on examina-
tion of the past. It is always the present that concerns him, his own contemporary reality, for
the interpretation of which he utilizes history. Knowledge and assimilation of the past are
necessary for proper understanding of the present, as present-day phenomena and situations
are the product of events in the past. History, in other words, acts upon the present and the
knowledge of it, casting light on the chain of consequence and on interrelationships with
contermporary situations and present-day existence, shows the real meaning of the phenom-
ena of the present and, rendering them harmless, puts an end to the vicious circle of collec-
tive traumas and unacknowledged causality that spawn dangerous behaviour.! It is for this
reason that the dramatist Heiner Miiller treats History as a storehouse of raw material, by
means of whose representation contemporary reality is recognized for what it is, along with
all its interconnections both with the past, which acts upon it and shapes it, and with the
future, which finds expression through its expectations and prospects.

The interweaving of past, present and future is an essential parameter in comprehend-
ing the way History is treated by Heiner Miiller and very relevant, apart from anything
else, to his more generally anti-realistic view of the theatre, whose mission is not to illus-
trate or simply reproduce reality but to transpose it, as he has said, through the process of
representation, into another reality, that of the producers, among whom are numbered the
audience: “Transposition to another part of time and space. In the theatre History can be
represented only as simultancity of past, present and future.”™ Given that on each separate
occasion it is addressed to a new audience, to a future co-producer, the theatrical work
from the outset inctudes its future dimension.

The writer’s intention to interpret the present through images drawn from the past is
evident, for example, in the first group of plays with which he made his appearance in the
1950s, the so-calied “Stories from the Production’, whose thematic revolves around the

# About the function of German history in the works of Heitter Mitller se¢ in the article by the author,
Lica MaRraKa, «To kdronpo tng wropiag: n Aertovpyia Thg yeppaviiic wiopiag oto épyo Tov Xdwvep
MoAkepw [“The mirtor of History”] in H doyoteyvia xar or npovmobicer; tne: Tynmind Agifpapa oy
Tifva Hodiry [Literature and its presuppositions], ed. T. Kropirl / K. KITsI-MYTAkou, 161-186 {Thes-
salonica: University Studio Press, 1999}

% See the English-language interview with the writer, “Walls™ “In order to get rid of the nightmare of his-
tory you first have to acknowledge the existence of history. You have to know about history. It would come
back in the old-fashioned way, as a nightmare, Hamlet’s ghost. You have to analyze it first and then you can
denounce if, gef rid of it.” (Rotwelsch, 19).

# Errors 2, 63.
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then contemporary reality of the socialist German Democratic Republic, with references
to, and associations with, the recent past of Nazism and the War, still fresh in the memory
as remembrance of the personal experience both of Miiller and of his audience. Subse-
quently the historical field expands: the past with which contemporary phenomena are
associated goes back to the Prussia of Frederick the Great, together with all that it symbo-
lizes as an image and as collective memory: militarism, discipline, harshness, violence,
etc. Or it goes even further back in search of utilizable images, extending as far as legend-
ary pre-history and early German history.

A characteristic example of this kind of expansion is the play Germania Death in Berlin
(1956/1971),23 where historical references cover a spectrum starting from the years of the
Teutonic Nibelungen legend and the first historical Roman period preserved by the Roman
historian Tacitus, moving via the Prussia of Frederick the Great, the fajled revolution of
November 1918, Hitler, fascism and the Second World War, to end in present-day reality.
The contraposition of past and present is incorporated directly into the text through the
symmetrical structure of six twinned scenes, whereby for each scene from the past there
is a corresponding scene from the present, with the theatrical transposition of the mate-
rial managed through cumulative apposition of surrealistic dreamlike scenes, along with
much blood, violence, massacres, mutilations, piles of corpses, etc., interspersed with an
interlude in the manner of Grand Guignol, associative enlistment of literary or historical
personages comprising commen points of reference, etc.

Another play centred on the theme of German history is Gundling’s Life Frederick
of Prussia Lessing’s Sleep Dream Scream (1976),> which, in keeping with its surrealistic-
dreamlike approach, is characterized in its subtitle as a frightful fairy-tale. It deploys in
its theatrical language all of the author’s characteristic visual and representational ap-
paratus, features from the puppet theatre, children’s verse, theatrical representation, etc.
This work is in the form of a trilogy consisting of three autonomous sections, three sto-
ries whose protagonists are the three people mentioned in the title, the only connection
between them being the historical framework of eighteenth-century Prussia. In this play
the confrontation with German history and the German past in its extreme Prussian
historical embodiment continues. The images and representations drawn from it serve
once more as a medium for interpreting present-day situations and phenomena. The
present-day aspect is perpetually present, whether in the modern psyche-analytic view-
point that serves as a basis for interpreting authoritarian behaviour as the outcome of
the experience of violence,® or through paralleling the writer himself as a German in-

© HEINER MULLER, Germania Tod in Berlin, Texte, vol. 5, 35 L.

™ HEINER MULLER, Leben Gundlings Friedrich vou Preufien Lessings Schiaf Trawm Schrei, Texte, vol 7,91,
25 Antonia Grunenberg interprets the work as an analysis of the mechanisms of repression and subjection
in authoritarian social education, through which violence is internalized and the subject experiencing
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tellectual with the three historical personages,? particularly Frederick and even moreso
Lessing,*” as well as in some autobiographical elements, fragments of personally traumatic
remembrance, along with a plethora of present-day and even futuristic images and rep-
resentations interspersed throughout the trilogy, the main emphasis falling on: the second
pictare in the Lessing section, which unfolds in the United States, in an automobile grave-
yard,

This list of examples could be extended beyond the reaim of myth and history into
other areas that are part of the common possession of human consciousness; examples
from the cultural heritage: legend, tradition, stories, literature, theatre and drama, not to
mention traumatic collective experiences such as war and fascism, or ideas and visions
such as socialism, revolution, etc., and it would include all the theatrical works of Heiner
Miiller, since this technique of activating the imagination through the projection of im-
ages from the memory into active consciousness and with their assistance formulating
new content, is a decisive element of the writer’s entire opus.

The images conjured up by Miiller, and inspired by him, are visions with content. His
theatre has frequently been described as a continuation of the theatre of Artaud?” and
indeed has affinities with Artaud in the intensity of the visionary imagery. But Heiner
Miiller is not a practitioner of cruelty for cruelty’s sake as many of Artaud’s followers are.
His images and metaphors may be cruel, repellent, and replete with violence, killing and
blood. Their aim is nevertheless through this painful process to bring to the surface trau-
mas, memories, compulsions, dependency and subjugation so that it may become possible
to interpret social behaviours which at first sight seem inexplicable, the ultimate hope be-

it led to accept it and practise it (see ANTONTA GRUNENRERG, “Eine Lust an der Zerstdrung”, German
Democratic Republic Culture and Society, vol. 5, 260}

% The indication that the central theme of the play is the intellectual’s relationship to power is one made
by Miiller himself (Autobiography, 269).

7 Miller speaks of his own self-representation in the person of Lessing {Autobiography, 270) and of his
identification with Frederick {ibid 269).

¥ The enumeration of suicidal women, for example, and the trauma of the suicide of his first wife, the
poet Inge Miiller.

® He himself considers that the idea of Artaud having exerted 2 direct influence on his work is primarily
an invention ofhis ctitics, as many elements of similarity between the two were present in his own work
before he even read Artand, For him this can be explained by the reality that his allitude to his experi-
ence possessed similarities to Artaud’s {see Ervors I, 152). Nevertheless, he believed that the theories of
Artand introduced a most welcome ferment into conventional theatre and that some of his ideas can well
be applied today, such as rejection of the traditional distinction between stage and audience, restoration
of a living function of theatre, disengagement from the cult of rationality, ete. Miiller’s esteem for Artaud
is evident in the reference to his name when he enumerates [iterary artists to whom he feels close (see
Rotwelsch, 97 £). He has also composed a brief and very characteristic text dedicated to him, beginning
with the words: “Artaud, the laniguage of the torture” and concluding with the poetic image: “His writings
bloom beneath the sun of the tortures that shines simultaneously over afl continents of the world. When they
are read on the ruins of Europe, they will be classics.” (Rotwelsch, 169).
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ing for development of an awareness that can bring one to new levels of human existence
and co-existence, in harmonious reconciliation with nature.

The theatre of images, frightening but intensely poetic images, created by Heiner Mul-
ler utilizing in thoroughly organic fashion all the common elements in the human intel-
lectual heritage, which he treats as pre-existent material for free utilization by everyone,
including both the writer and the public, as material drawn from memory and recollected
into remembrance through activation of the imagination, both the writer’s and that of the
public, this theatre has not only succeeded in winning a distinctive place in contemporary
theatre, but it also possesses a perspective towards the future. This work has the potential
to remain modetn in the future also, since on each separate occasion the awakening of
imagery in an activated imagination suggests new images corresponding to the conscious-
ness of each new public. Younger ages, future times, each add their own material and their
own new experiences, each lending to the work a new dimension above and beyond the
concrete historical moment of which it is a creation.* This is what Miller himself meant
when he made the remark that “the theatre can be something contemporary, only if it can
at the same time convey something from the past and look forward to something in the
future.™ Thatis the parameter that makes the theatre of Heiner Miiller such a fitting illus-
tration of our initial position that the Theatre of Images, using as material all the common
deposit of the human intellectual heritage, is a tendency in contemporary theatre with
developmental potential for the future.

3 The theatrical texts of Heiner Miilker have this dimension. “They waif on history” as their creator have
said {“Letter to R. Steinweg”, Texte, vol. 6, 85). That is to say, they wait for the future to become present,
and then past, so that all the potential inherent within them may duly unfold. Miiller has also made, on
another eccasion, the remark: “T write more than I know. I write in an other tine than the one I'm living
in.” (Tnterview with the writer, “Walls”, Rotwelsch, 41).

H Errors 2, 154.
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ROUTINE DENUEE D’ART (OU QUI A TUE LA THEORIE ?)

% était ici, 4 Athénes, que Socrate et Phédre se promenaient un jour, il y a quelques
milliers d’années. Le philosophe contemple les rives de I'llissos et s'exclame devant
la beanté du paysage: lz <mélodie d'été, qui fait écho au cheeur des cigales », lodeur exqui-
se, «le charme sans pareil» d'une source qui coule (230 a), tout «a bien 1'air &’ étre divin b»
{238 ¢).! Baigné dans la nature, il compose une vraie synesthésie, oli «les parfums, les
couleurs et les sons se répondent»2 Enfin, les deux interlocuteurs, assis & l'ombre d'un
haut platane, examinent un discours de Lysias. Comme il 'avait déja fait dans le Gorgias,
Socrate se demande si l'art oratoire est effectivement un art ou, au contraire, un exercice
mécanique, une espéce de routine, car, dit-il, «'art de la parole» n'est pas digne de son nom
§'il n'est pas attaché a la Veérité (Phédre 260 e).

Que fait donc Socrate quand il veut discuter la valeur de la thétorique ? Fait-il ce que
nous faisons aujourd’hui au sujet de la théorie ? Pas du tout. 11 continue sa promenade &
la campagne, pieds nus, comme c'est d'ailleurs son habitude; Phédre l'est aussi, par hasard
(229 a). Ils marcheront ainsi 4 méme le sol ou dans 'sau d’une fontaine qui coule sous le
platane; ils seront trés prés de la terre, et pas dans les nuages, n'en déplaise & Aristophane,
Le choix d’un arbre dont 'épais feuiilage les protége du soleil compléte cette image qui
évoque un sentiment de la nature d'antant plus surprenant qu’il est peut-étre unique dans
les textes que 'Antiquité grecque nous a légués. Socrate oppese ala rhétorique sophistique
une autre, philosophique, apparentée a la méthode dialectique. Selon lui, Phédre sera inca-
pable de traiter de quoi que ce soit §7il n'a pas d’abord «dignement philosophé» (261 a). La
nature etla philosophie, comme la Vérité, viennent  lappui de la rhétorique. Mais Je divin
Platon sous-entend une quatriéme composante de son systéme, & savoir I'inspiration: nous
savons qu'au bord de la riviére Ilissos se trouvait un temple consacré aux Muses.

Socrate critique 'art oratoire tel qu’il est pratiqué 4 son époque, et surtout les stéréo-
types qui 'accompagnent (Gorgias 465 a, Phédre 260 e, 270 b). Il existe apparemment une
tout autre rhétorique qu’il faut utiliser. Or, dans son Dictionnaire du thédtre, dans larticle
intitulé précisément «Rhétorique», Patrice Pavis remarque que nous pourrions «considé-
rer la mise en scéne comme ensemble de discours destinés a transmettre au spectateur le

1 PLaTON, Phédre. Texte établi et traduit par LEon RoBin (Paris: Les Belles Lettres, 1970).
* CHARLES BAUDELAIRE, «Cotrespondancess, Les Flewrs du mal,

8l
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plus efficacement possible le message textuel et scénique».® La rhétorique revient donc a
Platon, qui la voyait non pas comme un traité normatif mais comme un support de l'art et,
sinon un art en ¢lle-méme, au moins une expérience de Part (Gorgias 465 a).

Aujourd’hui, la rhétorique regagne de plus en plus l'ancienne dignité quelle avait pu
avoir, tandis que la théorie, impératrice des arts et des lettres an XX¢ siecle, est tellement
maltraitée, tant par ses adversaires que par ses disciples, que nous ne pouvons plus la re-
connaitre, Ce n'est pas mon but de vous rappeler tous les sens du vocable theoria pendant
I'Antiguité, afin de bien souligner les origines nobles et méme sacrées de la notion. Mais je
ne peux pas m'empécher de penser que le mot a la méme étymologie que thearios (ou theo-
rios), épithéte attribuée & Apollon en tant que dieu des oracles. Par ailleurs, chez Platon,
theoria signifie «vision» ou «intuition» et s'identifie avec la vérité contemplée. Pour Héro-
dote, la théorie (theorein) forme avec I'histoire (ftistorein) 1a base de Phistoriographie.

Au risque de trop simplifier, je dirai que théorie renvoie a une maniére de penser et
de travailler. La théorie du théatre, ce n'est quun ensemble de concepts qui nous aident
a étadier le théatre; cest les principes et les méthodes dont nous nous servons pour bien
comprendre l'art du théatre et transmettre ces connaissances 3 nos étudiants et au public.
On peut trouver une définition concise et fonctionnelle de la théorie du théatre dans la
«Préface» de I'étude magistrale de Marvin Carlson, Theories of the Theatre,! ot1 sont men-
tionnées les affinités de la théorie avec I'esthétique et la critique.

Les auteurs de I'Esthétique théitrale, anthologie de textes théoriques, annoncent dans
leur «Avertissement»: «Il nous a paru que la formation historique, technique et pratique de
nos étudiants devait se compléter par une réflexion sur les grands problémes du thétre,
tels qu'ils ont été vécus et exposés par des créateurs, des philosophes ou des écrivains».3
Nous sommes ici trés loin des affirmations dogmatiques dont on accuse les adeptes de la
théorie. Sa fonction didactique devient évidente. Et on a le droit de se demander: que font
ces étudiants aprés lacquisition de leur dipldme ? Laissent-ils entre les murs de la classe
toute la théorie qu'ils ont apprise 2 Ont-ils jamais 'occasion de mettre leurs connaissances
au service du théatre ? Patrice Pavis, dés la couverture de son Dictionnaire, insiste sur «'im-
portance des notions critiques pour comprendre le fonctionnement interne du théatres.

Bien entendu, ce n'est pas cette théorie-la que les «dissidents» condamnent, qu'ils accu-
sent d’avoir créé un chaos idéologique. Leur but est de détréner I'lmpératrice, ou, comme
ils disent, «la Théorie comme elle est pratiquée et enseignée» aujouzd hui, comme «pratique

*  PATRICE Pavis, Dictionnaire du Thédtre. Termes et concepts de Lanalyse thédtrole (Paris: Editions socia-
les, 1980},

¢ MaavinCartson, Theories of the Theatre. A Historical and Critical Survey, from the Greeks to the Pres-
enf {Ithaca et Londres: Cornell University Press, Expanded Edition, 1993): 9-11.

> MowiQue Borik et al., éd., Esthétique thédtrale. Textes de Plafon a Brecht (Paris: Scdes, 1982): 7.
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opprimante de notre temps».$ Et, dans un sens, et dans un sens seulement, ils ont raison: la
théotie devient inutile et méme dangereuse si elle attire notre attention exclusivement sur
elle-méme et non sur l'art quelle se propose d’étudier. Mais combattre la théorie est encore
plus dangereux, car cest oublier une affirmation essentielle, formulée par Gianni Vattimo,
que |'étre nest plus pensé aujourd’hui «comme structure mais comme événement».”

Non seulement beaucoup de metteurs en scéne — ce qui serait compréhensible — mais
aussi beaucoup de théitrologues ne croient pas que le théitre comme discours drama-
tique et scénique puisse étre un objet d'analyse, opposant analyse & art et oubliant qu'il
s'agit d’un terme philosophique. Cependant, analyser nest pas seulement décomposer ou
diviser. Clest aussi: effectuer un mouvement vers l'origine; remonter de la conséquence au
principe. Or, faire un trajet du spectacle 4 sa théorie, cest expliquer les origines du spec-
tacle afin de pouvoir le renouveler sans cesse. Clest le principe analytique qui nous guide
vers les origines, qui nous met en présence d’un théatre-parole évolué en théitre-action,
Lorsque Stanislavski analyse la piéce avant de la faire jouer, cest plutdt le faire que le dire
qui guide sa pensée. De méme Vitez, qui demande a ses acteurs de jouer directement sur
la scéne, sans avoir exploré le texte: cest de la pratique qu'il tire le sens de la piéce. Mais si
un metteur en scéne fait lire le texte avant de faire monter les acteurs sur Ia scéne, il aurait
beaucoup & gagner s'il le lisait avec un spécialiste du texte dramatique. Tant qu'on utilisera
des textes, on aura besoin de théoriciens.

Je propose donc de faire une enquéte policiére afin de répondre 2 la question: qui sont
les tueurs sans gages de la Théorie 2

Tout d’abord, la terminologie si elle est superflue et rébarbative, surtout l'obscurité etla
confusion méme qui peuvent en résulter. En écrivant sut le théitre d'une maniére étran-
gere 4 sa nature, en remplacant son art protéiforme par la routine répétitive, on le fait taire,
au lieu de le faire parler et, par la suite, agir. Voila peut-étre pourquoi les trois théoriciens
de LImpronptu de I’Alma sont tous nommés Bartholoméus par lonesco: méme stratégie,
méme nom, Comme au théatre, le caractére du «personnage» remplace le nom. Mais at-
tention. Je souligne les deux adjectifs utilisés ci-dessus pour éviter tout malentendu, caril
est évident que sans terminologie le discours scientifique perd sa précision.

Autre tueur de la Théorie: la rhétorique dite sophistique, toujours bien vivante méme
{surtout) aujourd’hui. Elle attire notre attention surle commentaire et pas sur F'eeuvre. Elle
pourrait, a la rigueur, produire un discours plutét philosophique que critique, un discours
autonome, mais elle pourrait également aller trop loin, autrement dit, ne pas hésiter 4
rivaliser avec l'ceuvre, & lui imposer silence, a la remplacer enfin par un discours délirant,

¢ DapHNE Patal et WiLL H. Corray, éd., Theary'’s Empire. An Anthology of Dissent {New York: Colum-
bia University Press, 2005): 1.

7 Grannr Vartiso, Ethigue de Vinterpréfation, trad. Jacques RoLLanp (Paris: Editions La Découverte,
1991} 97.
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qui n'a ancun rapport ni avec I'ccuvre ni avec le délire amoureux, inspiré d’Aphrodite et
d’Eros, dont parle Socrate dans le Phédre (265 b).

Encore un tueur de la Théorie: Je savoir purement cérébral, souvent superficiel. Edward
Albee joue sur cette notion dans Jeu de mariage (Marriage Play), en citant Alexander Pope:
«A little learning is a dangrous thing» (The Essay on Criticism). 11 est vrai que ce type de
savoir conduit facilement au dogmatisme, 4 un discours gonflé de certitude, et aboutit 4
un décalage entre les promesses faites par une lecture théorique et les banalités qui en
résultent parfois. Ce discours est souvent accompagné d’une admiration sans bornes pour
la théorie, ce qui montre un mangue desprit critique. Bien siir, je ne parle pas ici de théo-
riciens mais de théorisateurs, ceux qui n'ont pas tenu compte de la critique dirigée contre
la théorie, surtout celle qui nous signale que tout systéme théorique est un systéme philo-
sophique; il se doit donc d’étre cohérent. Dans leurs études, de révolution quielle était, la
théorie devient dictature,

Ce n'est pas le destin de la théorie de neutraliser la surprise cachée dans 'ceuvre. Lart
étant plus puissant que la théorie,? il se trouve obligé de la subvertir on de se cacher sous les
mots ou les gestes, La preuve en est que les grands poétes dramatiques nont pas dédaigné
la théorie du théatre. Ils deviennent théoriciens et pratiquent la théorie chaque fois qu'ils
veulent proclamer la révolution qu’ils préparent. Il se peut méme que la meilleure théo-
rie du thétre soit écrite par des praticiens. Et si cest Aristophane qui parle de tragédie,
comme vers la fin des Grenouilles, il est comme tout autre critique on spectateur. Mais
quand il satirise la comédie, comme au début de la méme piece, le résultat peut déclencher
une révolution théitrale. Le critique et le praticien se confrontent pendant que le poéte
comique fait valoir l'originalité de sa propre entreprise: pas de stéréotypes dans son cas,
mais des voix qui naissent d'une situation précise.

Aristophane raille les conventions de la comédie, étant lni-méme pour la liberté de
Part. Moliere critique les acteurs de I’Hotel de Bourgogne. 1l est pour le jeu naturel, Mais si
le spectacle réfute la théorie de I'auteur dramatique, nous autres, «théoriciens», nous avons
beaucoup 4 gagner, car la théorie devient un intertexte négatif, mais intertexte toujours,?
du produit artistique. Nous devenons alors spectateurs de la naissance d’un art authen-
tique, pendant que la théorie prend conscience de sa faiblesse et chante la gloire de Fart.
Le théoricien devient plus modeste. I! peut méme partager I'opinion de Nietzsche: «Nous

¢ Clest ce que javance dans plusicars de mes études, mais sans oublier que la théorie inspire autant
qu'elle est inspirée, et sans diminuer sa force créatrice. Voir notamment «Le langage des dieuxs, Hapor-
he TA-1D (1997): 66 ; «Aoyorexvia/Texvohoyias, Pridloyos 89 (19970 273-274. Un bon exemple en est
Brecht dont la théatralité est le résuliat d’un va-et-vient enire ses écrits sur le thédtre et ses piéces épico-
dramatiques.,

¢ Je me permets de renvoyer a mon petit livre Le discours spécularre on Méduse revisitée (Thessalonigue:
University $tadio Press, 2003): 52, 54, ol je définis infertexfe par opposition 4 emprunt, ce dernier étant
la vue directe de la téte de Méduse.
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ne parlons si abstraitement de la poésie que parce que nous sommes tous de mauvais
poetess.1e

Théorie et pratique, sceurs ennemies, se heurtent et par a suite se réconcilient. Le prin-
cipe de distanciation, par exemple, a aidé beaucoup de praticiens du théatre i renouveler
leur art; mais lorsque Brecht, préparant les journées d’étude sur Stanislavski, demande a
ses auditeurs ce qu'ils savent du metteur en scéne russe, quelquun remarque: «Mais vous
étes contre I'identification». «Moi 2 Non, répond-il, «Je suis pour, 4 une phase précise des
répétitions»I! En lisant Mére Courage, on devine l'existence de la distanciation au fond
de I'écriture, mais que se passe-t-il quand on voit la pitce sur la scéne ? On nous dit que
lauteur méme enseignait autrement. Quelle révélation alors pour le théoricien! Le conflit
entre 'art du poéte et 'art du metteur en scéne, surtout lorsqu'il s'agit de la méme per-
sonne, réaffirme le droit a la liberté de tout art.

Faisant une distinction nette entre praticiens et théericiens, Gaston Baty, lui-méme
metteur en scéne et théoricien, déclarait dans son livre Rideau baissé: «Il ne s'agit pas de
parler de tout cela, mais de rendre tout cela sensibles.1? La vicille antithése parole/spectacle
peut résumer cette querelle: le théoricien parle, le metteur en scéne donne A voir. Mais
pourquoi est-ce que 'un annule l'autre ? Il est vrai qu’Aristote oppose théorie 4 pratique,
mais il n'hésite pas & appeler la théorie mode de vie divin. Et Moliére, dans LTmpromptu de
Versailles, appelle «comédie des comédiens»'? une piéce fondée sur la critique et la théorie.

Si nous sommes d’accord quil 0’y a pas d’écriture sans art et que sans lecture, 1'écri-
ture est mort-née, nous pouvons ajouter que sans théorie, la lecture est une affaire per-
sonnelle: elle nest pas symbolique, Cest-a-dire, pour utiliser le mot symbole dans son sens
juridique pendant 'Antiquité, elle n'est pas un pacte entre les cités. Comme principe qui
nous guide, fil conducteur qui nous aide a choisir la forme qu’il nous faut pour étudier
I'ceuvre, la théorie est en relation continuelle avec I'ceuvre. Si vous voulez, 1'ceuvre est le
principe féminin, tandis que le principe théorique est masculin. Il fertilise I'ceuvre, mais
c'est Peeuvre qui donne naissance aux produits de 'imaginaire.

Je viens de dire que la théorie est un principe. Je me trompe peut-étre mais cest comme
principe uni et unique quelle doit étre étudiée. La tendance récente de préférer théories
au pluriel pour éviter le dogmatisme n'est quune maniére d’affaiblir la théorie: je crains
que la maxime latine «divise afin de régner» (divide ut regnes) ne soit ici bien 2 propos.

" FriepricH NIETZSCHE, La naissance de I Tragédie, trad. MicheL Haar, PHILIPPE LACOUE-LaBak-
THE et [Ean-Luc Nawcy (Paris; Gallimard, 1977): 73.

" BerToLT BRECHT, Ecrits sur le thédtre, t. 1, trad. JTean TAILLEUR et EpITH WinNgLER (Parts: L'Arche,
1579): 186.

2 Dans BoriE et al,, 288.

% MoLIERE, Qeuvres complétes, t. 1, texte établi par GeoraEs Couron {Paris: Gallimard / Bibliothéque de
la Pléiade, 1971): 678,
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Si, par exemple, pour étudier Au pays d’Tbsen de Kambanellis, on se servait de théories
psychanalytiques, on ne fetait probablement que des commentaires partiels et méme évi-
dents, passant sous silence Loriginalité de I'écriture de l'auteur dramatique grec. Au lieu
d’imposer notre point de vue sur le texte, nous pourrions lui permettre de nous guider.
Ainsi, la psychanalyse, pas comme modéle mais comme principe théorique, nous aiderait
3 observer la naissance du discours propre 4 Kambanellis, le jeu du désir de son écriture
d’étre transplantée dans un antre «pays», en d’autres termes, de faire un trajet du théatre
réaliste au métathéitre. Mais le miracle, cest que le dramaturge grec fait ce passage a l'aide
des Revenants d’Ibsen. L ceuvre nous oblige donc a nous demander: comment pourrait-
on jouer cefte piéce dont le théme est la théatralité, tout en tenant compte du fait que Les
Revenants est un chef-d’ceuvre du théétre réaliste et que Kambanellis lui-méme a écrit sa
propre histoire sur la scéne grecque en tant que dramaturge réaliste ?

J’ai appris, pendant ma longue expérience en classe, que, lorsque nous invitons les étu-
diants 4 venir 3 la théorie, nous devons les avertir d’emblée quielle est complexe et que,
simplifiée, elle n'est plus théorie, mais commentaire banal. Sinon, elle est dangereuse: tout
le théatre peut étre réduit & un jeu subtil complétement créé par le modéle.

Une critique adressée a la théorie est qu'elle ne produit pas d’ceuvres d'art. Mais c'est
plutét le contraire qui doit étre vrai: l'art est I'imaginaire de la théorie et non forcément
I'inverse. Racine écrit son théatre comme s’il avait inventé lui-méme les trois unités, tandis
que, quelques décennies avant lui, Corneille se sentait obligé de sexcuser parce qu'il n’avait
pas utilisé la régle des trois unités dans Mélite. 11 dit dans son «Examen»: «Cette piéce fut
mon coup d’essai, et elle n’a garde d'étre dans les régles, puisque je ne savais pas alors qu'il
y en elits." I] aurait dit ajouter qu'il n'avait pas besoin de savoir ce que le théitre de I'épo-
que exigeait de lui, puisque ¢’était lui qui le créait, Nous avons recours 4 'interprétation et
4 la théorie pour passer d’une forme de I'ceuvre 3 une autre ~ décoder la pi¢ce écrite pour
l'encoder sur la scéne -, pas nécessairement pour écrire une piece.

L art oratoire, dit Socrate 4 Phédre, est une psychagogie, en d’autres termes, & la fois «ré-
créations et «une facon de mener les dmes» (Phédre 261 a), et tout cela  Paide du discours.
Et Nietzsche aspire & voir celui qu'il appelle «auditeur artiste» exercer la fonction de critique
dramatigue, car le critique commun est, dit-il, un «étre inapte au plaisir».!* Et nous pour-
rions nous demander: pourquoi le plaisir devant le texte dramatique, comme devant tout
art, a-t-il disparu ? Dans le Phédre, Socrate étudie l'essence de I'ame et de l'amour en méme
temps que l'essence de la rhétorique. Clest ainsi que I'Intelligible se lie avec le Sensible.

Les critiques les plus sévéres de la théorie constatent quielle est traitée comme une
religion par ses adeptes. Si, en effet, la théorie est une religion, elle n'est pas menacée par

M Pierre CoRNEILLE, Thékire complet, 1. 1, texie établi par MAURICE RAT (Paris: Classiques Garnier, 5.d.): 6.
15 NIETZSCHE, 143,
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I' athéisme mais par I'hypocrisie de tous ceux qui ne s'en servent que pour partager sa gloi-
re et de tous ceux qui fa condamnent sans la connaitre vraiment. On a peut-étre le droit de
briler la Bibliothéque d’Alexandrie mais aprés avoir lu attentivement tous les livres qui s’y
trouvent. Mon but n'est pas donc de convaincre les infidéles de venir 4 la foi, mais de dire a
ceux qui l'utilisent d'une maniére superficielle - en leur rappelant ses qualités visuelles et
visionnaires: bas les mains du mystére de la théorie. Quant & un autre slogan cité dans les
Objectifs de ce congrés: «laissez les gens du théatre créer en toute libertés, j'y ajouterai que
les théoriciens du thédtre sont «gens du théitre».






ANNa TABAKI

LA RECEPTION ET SES METAMORPHOSES: LEXEMPLE GREC
MODERNE A TRAVERS LE DISCOURS PREFACIEL

(’%‘ éfléchir sur la réception et ses métamorphoses et élucider la question de ["étude de la
réception et de ses absences: tel est le cadre général de cette approche.

Néanmoins, i me semble opportun de procéder a une évaluation rétrospective, surtout
lorsque nous devons circonscrire le phénoméne d’une culture nationale par rapport & un
contexte de données scientifiques élargies, faisant face 3 des pratiques méthodologiques
multiples qui rajeunissent sans cesse. Il sagit, certes, d'une étape de méditation qui nous
permet de prendre meilleure conscience de ce qui nous entoure, des acquis obtenus mais
aussi d’'un certain nombre d’absences et des desiderata qui devront étre éventuellement
comblés dans Vavenir.

Comme j'ai déjd eu l'occasion de le souligner, en Gréce, les acquis comparatistes ren-
ferment bien des équivoques.! D'une part, le monde grec appartient 4 ane culture ancienne
et limitrophe, située & travers les dges 4 un carrefour de civilisations, d’ot la motivation
quasi inhérente pour les parafiélismes, les analogies et la capacité d’assimilation des diver-
ses influences recues.? Mais d’autre part, en ce qui concerne les temps modernes, le monde
grec représente une culture «périphérique», qui éprouve le besoin d’intégrer les notions
modernes 4 son canon littéraire et dramatique, d’incorporer les courants et les théories
réciproques, les auteurs en vogue, mais qui assimile ces innovations 4 pas inégaux, ce qui
la pousse quelquefois au premier rang, & un niveau presque synchronique, ou qui lui fait,
dans d’autres cas, recevoir avec quelque retard, ou encore négliger certaines étapes inter-
médiaires, quelques relais de la trame. Je pense que ces omissions arbitraires, ou plutdt ces
rebondissernents hasardeux, sont I'une des spécificités pertinentes des cultures périphéri-
ques, qui essaient de poursuivre le tourbillonnement des idées, des courants et des prati-
ques diverses au niveau mondial, notre exemple allant surtout de concert avec le modéle
guropéen, voire occidental.

L on peut, ertes, trouver des réponses satisfaisantes ou encore des explications va-
lides se rattachant & une analyse des facteurs historiques et sociaux. Une des absences

'

1 ANNa TABAEI, «La liftérature comparée en Gréce: Equivoques du passé et perspectives», Neahelicon,
XXVII (2001)1: 67-78.

? ANNa TABAKL, «H Suykpimun @ohokoyla ooy ENaba: fvag onpepivég anohoyiopigs [« a Littératn-
re comparée en Gréce: Un bilan actuel»], Zoyxpran/ Comparaison, 10 (1999): 18-35; eadem, «La lictérature
comparée en Gréce: Equivoques du passé ct perspectives .

89



90 ANNA TABAKI

principales qui scelle, 4 mon avis, 'évolution des idées remonte au passé: cest la non-
existence d'une Renaissance homogene englobant les territoires de culture hellénique aux
siécles correspondants, Les quelques berceaux (Créte,? iles Ioniennes) ainsi que le rapport
presque ininterrompu avec la culture antique, sauvegardé notamment au niveau scolaire,
dans les manuels d’enseignement qui reproduisaient des connaissances stéréotypées, ne
sont pas des indices suffisants, car ils ne sont pas arrivés 3 produire les métamorphoses
profondes survenues en Occident. Ceest ainsi que Ion avait remarqué fort 4 propos que
la culture grecque moderne entra dans I'ére des Lumitres sans avoir connu de véritable
Renaissance.* Certes, si I'on désire parcourir I’évolution des idées jusqu’au XX siécle, on
constatera aisément, 4 travers une volonté continue et essentiellement éclectique de s'ali-
gner sur les nouveautés occidentales, qui renferme parfois des attitudes introverties ou
hostiles a I'égard de I’étranger,’ bien des moments de décalage, de silence ou d’absence.

Venons-en maintenant a ce qui constitue notre sujet de délibération, la réception. Je
suis persuadée que, 4 I'exception de deux exemples précis, a savoir I'ére de la Renaissance
crétoise et le XX siecle (surtout sa seconde moitié), la science comparatiste grecque n'a que
trés pen profité des instruments de travail qui ont déterminé cette discipline dans sa longue
marche. Partant de la riche filiére des ceuvres de la Renaissance italienne, les chercheurs
qui se sont penchés sut la production crétoise, dont la dramaturgie demeure le point culmi-
nant, ont développé avec efficacité des méthodes de comparatisme classique, découvrant i
tour de role les influences, les analogies et les parallélismes entre les cultures en question.
Cest seulement dans les derniéres décennies du XX¢ siécle qu'on a tenté de focaliser I'in-
térét de la recherche sur d’autres pistes, touchant la théorie du drame ou le coté scénique,
cest-a-dire de décodifier le «mystére» (di au manque de documents) qui recouvre l'acte de
la représentation et de reconstituer 'audience, le public éventuel. Néanmoins, nous devons
mentionner dans ce contexte les études fondamentales du regretté Nikolaos Panayotakis,
celles de Stylianos Alexion ainsi que celles de Walter Puchner, qui avance méme quelques
stimulantes hypothéses de travail sur les similitudes culturelles entre le complexe insulaire
grec sous domination vénitienne et les cotes dalmates, en particulier Raguse.s

* Voir le volume collectif paru sous la divection de Davip Hovton, Liferature and Seciefy in Renaissance
Crete {Cambridge University Press, 1991),

+ C.TH. DiMaRAS, La Gréce au temps des Lumiéres (Gengve: Droz, 1968), Cf. ANNa TaBaks, « Les Lumie-
res néohelléniques. Un essai de définition et de périodisations, The Enlightenment tn Europe. Les Luniéres
en Europe, Aufkdirung in Europa. Uity and Diversity. Unité et Diversité. Einheit und Vielfalt, Edited by
/ édit¢ par /hrsg. Von WERNER SCHNEIDERS [Enropean Science Fyundation) Concepts et Symbeles du
Dix-huititme siécle Européen - Concepts & Symbols of the Eighteenth Century in Burope, 8ME - Berliner
Wisseschafts - Verlag 2003; 45-56,

* Voir & titre d'exemple la documentation fournie dans mon étude; «La formation du ‘génie nationalen
Gréce: Ambivalences cultureltes et esthétiques », Revue des Etudes Néohelléniques V11 (1996) [mars 1999],
(Paris-Athénes: Daedalus): surtont p. 67 sq.

¢ WALTER PuctnER, “The Theatre in South-East Eutope in the Wake of Nationalism™, in Terdances
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Comme dans 1'étude de la littérature grecque moderne en général, on peut discerner
beaucoup plus de disponibilités pour étudier la production dramaturgique contemporaine
et 'on applique des outils de travail herméneutique plus denses et variés. Les ¢tudes d’ana-
lyse sémiologique ou celles de la réception selon les orientations des années 1980 ne font
plus défaut, y compris celles qui introduisent la problématique de I'étude du sexe (gender
studies), de la couleur, de la littérature post-coloniale” etc. Parmi les collégues qui ont
adopté a tour de réle ces orientations, nous devons mentionner entre autres Zo¢ Samara,
Aphroditi Sivetidon, Marika Thomadaki, notre plus jeune collégue Kaiti Diamantakou
ainsi que Savas Patsalidis, Dimitris Tsatsoulis, ou encore Georges Pefanis.

En revanche, les siécles précédents, & savoir le corpus des textes et des pratiques théitra-
les qui englobent le XV1IE, le XIX¢ et le début du XX: sidcle de concert avec I'étude des as-
pects multiples de I'impact des mouvements homologues éirangers, 4 savoir occidentaux,
ne jouissent que rarement d’approches plus souples et plus synthétiques, soucieuses d'étu-
dier la réception comme un facteur polyvalent, En d’autres termes, des études essayant de
briser les menottes d’une composition des faits linéaire qui 2 longtemps prévalu comme
I'interprétation la plus appropriée dans la lignée de I'historiographie traditionnelle.

Dans ce genre d’études, il sagit plutdt de la réception classique ol I'émetteur tient la
premiére place et ol le récepteur et le mécanisme de réception sont superficiellement abor-
dés. Mais ce que je reproche surtout, et je ne suis pas la seule & souligner cette lacune
{je pense notamment aux analyses exhaustives et aux remarques de mon collégue Waiter
Puchner), cest la rigidité, voire I'injustice d'une approche se limitant au premier degré,
qui néglige d'effleurer le parfum du texte, lui Gtant tout son poids esthétique et stylistique
autant que, éventuellement, sa propre théitralite.

Cette mutilation a bien sfir ses raisons. Elle sappuie pour une grande part sur des
postulats imposés par I'approche idéologique de la langue, suite & Pimpact du mouve-
ment vulgariste (fin du XIX: siécle). Ce que la montée de la langue puriste (xaBapedovoa)
a commencé a créet, A partir de la seconde moitié du XIX* siécle, creusant des barrié-
res d'incomptéhension et de mésestime, voire de désapprobation esthétique vis-a-vis des
textes antérieurs, le vulgarisme triomphant n’a pu que le parachever. Mais si 'on ne peut
pas regarder le passé avec sensibilité et perspicacité, si I'on ne veut pas aborder les textes
dramatiques {qu'il s'agisse des textes originaux ou de traductions) avec le respect d &
des «entités autonomes», 5i Fon néglige complétement de décodifier leur théatralité, en
demeurant le plus souvent et presque uniquement 4 une lecture idéologique de base, pour-
quoi dong aller plus loin, se lancer sur la piste de la réception, de la description du genre,

actuelles de Ia Littérature comparée dans Ie Sud-Est de VEurope / Contemporary Tremds of Comparative
Literature in South-Eastern Europe, éd. AwNa TaBak, 75-134 {Athénes: IRN/FNRS, 2006).
7 Cf Anna TaBaKI «La littérature comparée en Gréce: Equiveques du passé et perspectivess, 76.
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du style, des solutions adoptées par le traducteur ou I’écrivain grec, en explorant la si-
gnification de leurs procédés, 'horizon d'attente de I ceuvre et 'horizon d’expérience du
récepteur, du public, etc. ¢ Méme le grand sujet de la réception du drame antique, malgré
une effervescence bienvenue, n'a joui en Gréce que d’approches se limitant surtout au pre-
mier degré, insistant presque 4 'unanimité sur la nécessité des inventaires ainsi que sur
des études quantitatives et descriptives.

Il semble, pourtant, qu'un vent rénovateur vient de souffler. Concernant la littératu-
re grecque moderne en général, les derniéres décennies du XXt siécle ont profondément
renouvelé l'optique des spécialistes vis-a-vis du XVIII: et du XIXe siecle. On a vu I'édi-
tion critique de textes oubliés ou méconnus et Papplication de méthodes contemporaines
d’analyse, visant surtout la nouvelle et le roman. Uheure de la production théitrale a sonné
et il existe actuellement un noyau de spécialistes qui abordent les ceuvres théatrales dans
leur diachronie d'un eil modernisé, essayant d’infiltrer, en outre, dans leurs analyses les
normes du mécanisme de la réception.

«0)¢ n Snpwwow EAagoc... »

«Commme la biche assoiffée...» réclamait C. Th. Dimaras dans un «Entretien» qu'il avait
accordé & la Revue Synchona Themata, en 1988, Pour préciser plus loin:

«La biche assoiffée, a laquelle je reviens réguliérement, cest Vinfluence. Ce nest pas
Finfluence que nous recevons, cest Uinfluence que nons choisissons ».*

Il sagit, certes, d'un oxymore, mais si 'on veut aller aux débuts d'une trajectoire qui a
doté notre sensibilité scientifique de quelques notions élémentaires sur la réception du texte,
en|'occurrence du texte dramatique, nos pas nous conduiront, non aux premiers historiens
du théétre grec moderne (Nikolaos Lascaris, Yannis Sidéris ou M. Valsas), mais forcément
a Dimaras, historien de la littérature et comparatiste reconnu. Clest Iui qui, le premier, a
valorisé dans le contexte grec la notion de la simaltanéité dont U'introductenr fut, comme
chacun le szit, Paul Van Tieghem. A partir de 1946, Dimaras a développé ses points de vue
sur le théme de la coincidence, des causes multiples qui déterminent le phénomene culturel
et éclaircissent 3 un point satisfaisant les mécanismes sous-jacents de Iinfluence et de la
réception des ceuvres et auteurs.® Clest lui également qui a fait émerger dans le contexte grec
la valeur du «discours préfaciel», ce texte-clef qui a été ultérieurement classifié par Genette

t Voir: e3¢ 1 Stydoa Ehagoc...». EvvévrevEn pe tov K. 8. Anpapd [« Cornme la biche assoiffée...». En-
tretien avec C. Th. Dimaras], in Zeyypove Ofuata [Synchrona Themata), 25 (ne 35-36-37, déc. 1983).

? C.Tr. Dimaras, «[Tnyés mg dpnveveng tov Kdhpown [«Sources de Uinspiration de Calvoss), premiére
publication dans la revue Néw Eoria [Nea Hestin), Nogl 1964; et aussi, «Les coincidences dans I'histoire des
lettres el dans 'histoire des idéess, communication présentée au 1V Congreés Taternational de Littérature
Comparée (Fribourg, 1964); une traduction grecque a pare dans la revue Eroyéc [Epoches} 21, janvier 1965,
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comme un paratexte, mettant en relief sa signification toute particuliére.1*

Dimaras a procuré de bonne heure, tout d’abord dans son Histoire de ln littérature néo-
hellénigue (premiére édition en 1948-1949), ceuvre de référence marquant un renouveau
profond de la critique littéraire et menant & une synthese globale de I'histoire culturelle de
I'Hellénisme moderne de ses débuts jusqu’a la génération des années trente, un bon nom-
bte d’exemples de soumission de la préface a ['investigation fructueuse du monde des idées
et de celui des mentalités, Cest-a-dire des options culturelles et esthétiques adoptées par
Iécrivain ou le traducteur, le discours dramatique lui-méme ne faisant point défaut dans
ses analyses. Beaucoup plus tard, les spécialistes du XIX® sidcle, vu I'intérét accru dont a
joui la préface dans la bataille des idées, soit en tant que manifeste de tel ou tel courant
rénovateur, soit en tant que texte réfutatoire, lieu privilégié de confession des attitudes et
goiits de I'auteur, espace de révélation de ses lectures et de ses préoccupations théoriques,
voire du parfum de toute une époque en ébullition, ont saisi la nécessité de dresser des
anthologies ou des choix de préfaces.” Enfin, le discours préfaciel et I'élaboration, a travers
Ini, d’une théorie normative furent un champ favori de la recherche touchant au domaine
de la traduction.t?

Jen viens donc 4 mon dernier point, la place tenue par le «discours préfaciel> dans le
réseau de la réception dramaturgique.

Choisissons quelques exemples illustrant deux courants qui parcourent le XVIIIe et
le XIX¢ sidcles, & savoir les Lumiéres et le Romantisme. La premiére préface qui mérite
une attention toute particuliére est cefle de 1779 qui précéde I'édition de six tragédies
héroiques de Métastase en grec moderne. Son poids est notamment idéologique, ou par
extension culturel, et met en corrélation de la maniére la plus évidente I'implication du
thédtre moderne avec les devises majeures des Lumiéres: amour de la connaissance, du
savoir au sens le plus large, mobilité, curiosité développée et épanouie a maints égards.2

0 GERARD GENETTE, Senils, {Paris: éditions du Senil, coll. «Poétiques, 1987); 152,

" Voir P, D. MastropuaiTRIS, Hpddoyor NeosAdypvicdy Mottoroprpdrwy (1830-1930) [Préfaces de ro-
mans grecs modernes (1830-1930)), 3¢ &dition enrichie de textes nonveaux (Athénes: Editions Damos,
1992).

12 HENRT MITTERAND, «La préface et ses lois: avant-propos romantiques», Le discours du roman, (Paris:
Presses Universitaires de France, 1980): 21-34; BernarD WEINBERG (€d.), Critical Prefaces of the French
Renaissance {Northwestern UP: Bvanslon, 1950) Lieven p’Huist, Cenf ans de théorie frangaise de la
traduction. De Batteux a Littré (1747-1847) (Lille: Presses Universitaires de Lille, 1994). Cf. Despiva Pro-
VATa, « Le discours préfaciel des traductenrs grecs du XIX¢ siécle. La formatien des mentalités », in lden-
tity and Alterity in Literature, 18th-20th i, vol. 3. Transtation and Intercultural Relations. Proceedings, éds
Axna TABAKL, STESSL ATHINK {Athénes: Editions Domos, 2001): 133-146,

8 ANNa Tans et H veosdAnvens Spapatovpyia xar o Svrinéc tng empdoesg (180-19% ). Mux gvyrprevcy
npocéyyion [La dramaturgie néohellénique et ses influences occidentales (XVIIE-XIX: siécles). Une appro-
che comparée), 2¢ édition, {Athénes: Ergo, 2002); 23-25; eadem, Le thédtre néohellénique. Genése et forma-
tiom. Ses composantes sociales, idéologiques et esthétiques, (Paris: EHESS, 1995; Lille: Diffusion Septen-
irion, Presses Universitaires, 2001): 426-429,
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Trés suggestives sont également les préfaces dont I'éditeur viennois Polyzois Lambanit-
ziotis dota ses éditions successives des comédies goldoniennes, & commencer par celle de
Pamela nubile (transposée en grec comme H &perht tic HowéAag [La vertu de Pamela),
1791). Conscient d'introduire un genre qui pouvait sembler audacieux dans une société
dominée par les tenants du traditionalisme, il plaide en faveur de I'utilité de la comédie, en
en exaltant méme la moralité; en méme temps, trés soucieux de jeter des ponts, il fait allu-
sion au «prédécesseur du théitre modernes, a savoir le théatre antique. Dans les éditions
suivantes, I'éditeur nous fournit des éléments qui prouvent la réception favorable de ses
traductions et leur bonne diffusion dans les territoires balkaniques.

Pout rester dans le domaine de la comédie, I'importante préface que Constantin Oe-
conomos ¢labora pour son adaptation de I'Avare de Moli¢re demeure trés significative et
interprétable & maints niveaux. Il met avant tout Iaccent sur le recyclage des valeurs: An-
tiquité - Eurape éclairée - Gréce régénérée, une des idées maitresses des Lumiéres grecques,
Adepte fidéle d’Aristote et lecteur assidu de Charles Battenx et de Laharpe,"* il tient sérieu-
sement compte des remarques connues de nature morale et dramatique de Jean-Jacques
Rousseau et de Diderot al'égard de Moliére. Imprégné d'un &clectisme técond, il se déta-
che dans une certaine mesure des interprétations classicisantes de la Poétique d° Aristote et
travaille conscienciensement sur la théorie d'une «comédie nationalew, sappuyant surtout
sur le caractére changeant et local du comique, argumentation qu’il a empruntée au phi-
losophe écossais Hugh Blair

Parmi les documents qui méritent une étude exhaustive et approfondie figurent les
paratextes {préfaces, avis de I'auteur et commentaires critiques soigneusement mis a la fin
de chaque ceuvre) dont Jean Zambélios dote ses 12 tragédies. Celui-ci appartient au climat
du classicisme alférien et exprime dans la premiére moitié du XIXe siécle une des voix les
mieux articulées et les plus mares qui travaillent a la formation de la «tragédie nationale»,
Comme son ceuvre se situe 4 cheval entre un néo-classicisme intransigeant et 'infiltration
des éléments romantiques, de concert avec I'émergence et la formulation graduelle d'une
idéologie nationale/ nationaliste,” il devient un miroir qui refléte les osmoses de son épo-
que. De plus, il représente un cas typique de ce que nous pouvons appeler analogies ou
concordances dans le phénomene de la réception. Ses recherches métriques et stylistiques
mettent en évidence la conscience de renouvellement de la tradition antique, avec le souci

t Anna TaBaky H veoeddnvirr) Spapacrovpyin, 25-26; eadem, Le thédire néohellénique. Genése ef forma-
fion, 417-418.

5 Voir Anna TABAKL «Modernité et émergence des canons littéraires <t dramatiques: La Podrigue
{Grammatika) de Constantin Oeconomos», Nechelicon XXXI (2004) 2: 27-34.

¢ AnNa Taraxs, Le thédtre néohellénique. Gendse et formation, 448-462.

7 ANNA TaBaxy, To veosAdivid Bdoctpo (18°-19% mi.). Epunvevninés apogeyyloaic [Le théitre néohelléni-
gue (XVITE-XIX: sidcles). Approches interprétatives], (Athénes: Diavlos, 2005). 218,
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de sélectionner chez les Medernes (notamment les Italiens et les Allemands) les solutions
appropriées i la genése d'un «théitre national».’s

Néanmoins, le mouvement romantique aura bien siir en Gréce ses manifestes: en
premier lien, la Préface réfutatoire d” Alexandre Rizo Rangabé, qui précede son drame
Ppoatvy (Frossyni, 1837), expioitation d’un épisode historique de I'Hellénisme moderne.
Dans son long texte, il expose certaines notions fondamentales de I'argumentation hugo-
lienne concernant l'esthétique théitrale, sans toutefois nommer I'écrivain frangais une
seule fois. La source principale ot Rangabé semble avoir puisé son argumentation est sans
doute la Préface de Cromwell (1827); de méme, on a mis en évidence quelques ressem-
blances avec la préface des Odes et Ballades {en particulier, celle de 1824), en insistant sur
le motif de I'ignorance, commun aux deux auteurs, sans qu'il faille exclure, 4 mon avis,
I'influence du noyau des textes de Stendhal qui forment son Racine et Shakespeare (1822-
1824), en particulier le Chapitre premier. Les échas de la Préface de Cromwell y demeurent,
certes, les plus forts.®

En plein XIX® siécle, alors que les tendances philosophiques de I'interprétation de I'his-
toire nationale avaient déja fécondé les esprits et que les siécles byzantins venaient d'étre
réhabilités, ayant été désormais exploités en tant que source d’inspiration artistique, Di-
mitrios Vernardakis, physionomie pléthorique de culture allemande, unissant dans son
ceuvee la préoccupation philosophique et juridique et le penchant pour la littérature, no-
tamment pour I'art dramatique, fit ses débuts de dramaturge en publiant Mapla Aofanaps
(Maria Doxapatri, Munich, 1858}, drame médiéval tiré des Chroniques de Morée. La piéce
était précédée d’une longue Préface théorique portant le titre: «IIpoAeyopeva mepi #6vicod
ENnvicod Spapatog kal idiag Tod napévrog» [Prolégoménes sur le drame national grec et
spécialement le présent]. Ce texte dense et synthétique représente le manifeste le plus com-
plet autant que le plus pénétrant du théitre romantique grec. Il trahit I'influence décisive
d’August Wilhelm Schlegel visant la définition du drame - en adoptant la distinction capi-
tale entre le caractére «plastique» de la tragédie classique et le caractére «picturals du drame
romantique et en v ajoutant la dimension hégélienne de la Destinée (Eipappévn), {p. €),
la division des écoles nationales {p. 1-1a"), notamment sur 'appréciation de Shakespeare et
du thédtre allemand, tandis qu'il désapprouve complétement le théatre frangais. Sont éga-
lement perceptibles bien des germes de la pensée hégélienne touchant le domaine de l'es-

# ANNA TABAKL, Le thédfre néohellénique. Genése et formation, 176-217.

¥ C. T Dimaras, EMamnds Pupevniopds [Le Romantisme gred, {Athénes: éditions Hermes, 1982);
150-154; AnNa TaRakt, « L'impact dela pensée et de P'eeuvre de Victor Hugo en Gréce {ca 1830-1880) »,
in Le rayonnement international de Victor Hugo. Edité par Francis Claudon. Actes du Symposium de UAs-
sociation internationele de Littérature Comparée. XF Congrés international (Paris, avhit 1985), vol. 1, 183-
196 (Peter Lang. New York-Bern-Frankfurt am Main-Paris, 1989); Cf. DESPINA PRovata, Victor Hugo en
Gréce (1842-1902}, these de doctorat, (Paris: Université Paris-Sorbonne {Paris IV), 1994): 284-290,
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thétique, notamment la théorie du beaw; il introduit dans cette discussion Victor Cousin,
qu'il considére comme le plus grand critique de France: « Outre l'imagination et la raison,
Phomme de gout doit posséder Vamour éclairé mais ardent de la beauté [..]» (p. v’} Reje-
tant la tragédie antique en disant que sa résurrection est une chimere («tijv opepov mhéov
1| dvdoTacig Tijg dpxaiag Tpaywdiac, ijv gaivovtan Tiveg dveiponoholveg stvar Xipaupas, p.
1) il soriente vers Shakespeare et le théatre allemand, portant méme sa prédilection vers
Schiller et Geethe. Il lance sa proposition visant 4 la création d'un «drame national», axée
sur l'association de l'ethnique et du caractére chrétien de la Nation. Les Prolégoménes se
déroulent, pour ainsi dire, en deux parties. Lessence de la premiére repose sur la conception
romantique du drame, i prépondérance allemande, suivie de sa propesition visant le drame
national grec, Dans la seconde partie sont d abord examinées des questions relatives a la cri-
tique littéraire qui lui était contemporaine, 4 savoir la critique officielle (académique) grecque
représentée par les concours poétiques, Cependant, cette partie est axée autour de la théorie
génerale du beau associée a celle du bien (10 kaAdv, Opot kol dyabov) et elle est redevable
tant a la poétique ciassique (Aristote, Horace) qu'a des sources romantiques. Néanmoins, si
dans la premiére partie de son discours, l'argumentation de Vernardakis est notamment 4
rechercher dans le domaine de la critique autant que dans celui de I'art dramatique (Schlegel,
Lessing,? Gezthe), dans la seconde elle est plutot orientée vers des sources philosophiques
(Platon, Schelling, Hegel, Herder).2

Il lance donc sa proposition visant 4 la création d’un «drame national», reposant sur
Fosmose de la dimension ethnique avec 'essence chrétienne de la Nation. Néanmoins,
toute son activité ultérieure de dramaturge ne fut qu'un jeu d'expérimentation aboutissant
aun amalgame d’éléments classiques et romantiques. Car, quelques années plus tard, Ver-
nardakis, de concert avec les orientations nouvelles de son époque qui cherche 3 se rallier
encore une fois a l'esprit néoclassique, mais surtout 3 travers ses traductions d’Euripide,
tenoua ses liens avec I’Antiquité, abandonna la vision d’un théatre shakespearien et cultiva
I'image d’un drame national plutot classicisant. En réalité, nous sommes beaucoup moins
devant 'expression d’une rupture capitale avec ses convictions romantiques que devant la
fusion de ces éléments hétéroclites, animés et traversés par une idéologie nationale.

A Vernardakis se réfere i l'essal de Victor Cousiw, Du vrai, dis beau ef du bien. Ct Axna Tasaxi, «la
formeation du génde national’ en Gréce: Ambivalences culturelles et esthétiquess, 73,

n Tl se référe & deux reprises 4 a Dramaturgie de Hombourg et 3 Emilia Galotti,

% GEORGIA Lapovanny, «H avnleyia tor yaAkood ke tov yepuavikot mpotimou om) Spapatuch
Dewpla Tov 19% wubva. An Bepvapdding ke Zn. Baotheadner [sLa pendération des modéles {ran-
cais et allemand dans la théorie dramatique du XIX# sizcle, Dém, Vernardakis et Sp. Vassiliadis», in O
ElAnvixos Kdopog aviueon arnv Avaroh ke tip Abery 1453-1981 Hpawtend rov A’ Evpwnaixov Zvvedplov
Neoelsviicdry Inovdi (Bepodfve, 2-4 Oxrafipiov 1998) (Le monde grec entre P'Orient ef FOccident 1453-
1981 Actes du 1= Congrés Européen d'Erudes Néohelléniques (Berlin, 2-4 octobre 1998)), éds AsTrnios
ARGYRIOU, KONSTANTINGS A, DIMADIS, ANASTASLA DANAE Lazar1DoU, (Athénes: Ellinika Grammata,
1999): vel. [, 371-382, en particulier 37).
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Quant 4 la forme de ses «tragédies iambiques», nous assistons & un véritable mariage
du classique avec le romantique. Vernardakis, qui représente 'un des sommets du roman-
tisme grec, refléte dans ses Préfaces successives et dans ses ceuvres le processus évolutif de
sa pensée et dans un certain sens certaines des antithéses majeures et des symbioses inso-
lites du mouvement. II fut pour sa part, comme une pléiade de dramaturges qui forment la
constellation du mouvement grec, absolument attaché al'idée d’un grand théatre, partisan
de la langue savante, adepte de la Grande Idée, critique et méfiant vis-a-vis de I'Europe
occidentale, surtout pendant la derniére étape de son activité d’écrivain, et complétement
hostile au théatre bourgeois et naturaliste des années 1880.%

Issu du climat romantique grec dont I'une des spécificités locales fut le dialogue renou-
velé avec I'Antiquité, qui devient au fur et & mesure une obsession de refus ou de mimésis
sélective, Jean Raptarchis sadonna trés jeune 4 la traduction des classiques grecs.t Son
armature idéologique, combinée & son admiration débordante pour la civilisation antique,
soumise aux revendications urgentes de création d une scéne nationale, si impérieusement
imposées au milieu du XIX: siécle, scelle justement sa préface aux traductions de six dra-
mes de Victor Hugo.?*

Aspiranta an théatre quisoitI'école commune de "humanité («1é peta 1o Sidackaleiov
dedTepov TobTo, MG eineiv, orovdactiplovs, p. 67}, ou encore, une sorte d’école sociale,
servant 4 polir les meeurs (p. v'), et reprenant ainsi dans son discours quelques-unes des
idées maitresses des Lumiéres qui semblent étre encore en vigueur en pleine &re roman-
tique, Raptarchis essaie d’harmoniser les valeurs des Anciens et des Modernes, en l'oc-
currence Victor Hugo, au service de la scéne nationale. 11 défend le thétre, miroir de la
nature soumis & I'inspiration magique de I'art et de I'harmonie, contre les préjugés qui le
condamnent «en ce siecle des lumiéres et des progrés» comme un facteur de corruption
morale {p. «¢'). Il procéde ensuite 3 une évaluation exhaustive de sa tache de traducteur en

& Dimrrris SPATHIS, 4O Beatpicds Bepvapdaune khaswds i popavemosy: [« Vernardakis dramaturge:
classique ou romantique ?»], Acofrand [Lesviaka] X1 (1987): 58-88. CL ANNA TaBaxL, La dramaturgic
néohellénique et ses influences occidentales (XVIE-XIX® sibcles), 121-124; eadem, « La formation du ‘g@nie
nafional’ en Gréce: Ambivalences culturelles et esthétiquess, 74-75.

¥ CHRYSOTHEMIS STAMATOPOULOU-VaASILAEOT, «0 Kwvotavtwouvnohitng doyiog ledvnmg M.
Panrdpyng kar § ouvpufory Tou oty petakbvioan Tng apyalag ehdnvcn; Spapatovpylags faLérudit
constantinopolitain Jean M. Raptarchis et sa contribution au ‘transvasement’ de la dramaturgie grecque
ancienner], in Zyrapata loropiag tov veoelnvexod Pedzpov. Medétes apiepuopéves orov Anpsjrpy Znkby,
[Questions &' histoire du thédtre néohellénique. Hommage ¢ Dimitris Spathis], éds Ereirt VAPHIADI -
NIKIPHOROS PAPANDREOU, 97-115 (Hérakleion, Editions Universitaires de Créte, 2007).

& Apkuata Tpia Bixrwpos Ofyor tob Diddon, Acvxpntia Bopyiw, Ayyedos Tipavves toif HararTov kal
Mapix i Tobwpic, MeragpaaOivra Edeubipwc xat i dpoic #poalima xal mpodeyaubvor xooundévia,
Txbiovras imd Todwvor M. Parrdpyov (..)' Ev Kwvotavrivounoiz (.. [Trodis Drames du Frangais Vicior
Hugo, Lucréce Borgia, Angelo, tyran de Padoue et Marie Tudor, Traduits librement et enrichis d'additions
et de prolégoménes, Publiés pat Jean M. Raptarchis (...} A Constantinople (...)], 1861, ITpokeydpeva [Prolé-
gomeénes), e'-ve'
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sadonnant & une analyse dramaturgique comparée entre Loriginal hugolien et son propre
texte,26 Ses conclusiens, données 4 la suite de ses commentaires sur Lucréce Borgin,? exal-
tent la mission sociale et nationale du théitre et mettent laccent sur la formation, a’heure
actuelle, d'une nationalité européenne aux valeurs culturelles communes (p. v8'-ve’).
Puisons notre dernier exemple dans le contexte dun romantisme grandiloquent qui
adopte un esprit de mélancolie morbide {meimBavaroc). Partisan de ces tendances, Spyridon
Vassiliadis (1845-1874), poéte, critique et dramaturge qui mourut trés jeune, 4 1'age de 28 ans
(de méme, notre exemple précédent, Jean Raptarchis se suicida a I'4ge de 33 ans), aspire a se
libérer des lieux communs du romantisme en sorientant vers des sujets empruntés a ['An-
tiquité.?* Dans ses écrits en prose et dans ses critiques, il savére hostile a certains postulats
romantiques; il exprime également une méfiance tenace face 4 I'invasion des attitudes et des
moeurs étrangéres, comume cela ressort de son article consacré au Théatre francais, a savoir le
vaudeville.® La publication de 'Etude concernant la vie des Grecs modernes de N. G. Politis®
lui offre justement le prétexte pour contester la théorie unitaire de I'historiographe C. Papar-
rigopoulos et qualifia la période médiévale de pourriture byzantine (Pulavriv) onreddva).
1l se penche, en revanche, trés attentivement sur les temps antiques dont il sefforce de saisir
Tesprit. La continuation directe de Lesprit de IAntiquité persiste, selon lui, dans la muse
populaire, & savoir les chants démotiques. Son chef-d'ceuvre, Fnddreia (Galatée), compris
dans son recueil Arricai Noxte¢ (Nuits d Attique, 1873), suivi d'une Préface fort intéressante
et suggestive de ses lectures, exploite deux sources d’inspiration: le mythe du roi de Chypre
Pygmalion combiné an motif de la chanson populaire grecque: «Les fréres bien-aimés et
la femme infidéle» («T° ayamnpéva adérgux kal f| dmon yovaikas), pris dans le recueil
de Passow. Selon Vassiliadis, il n'y a que deux sources de la poésie, et en I'occurrence du
drame national: la création littéraire de UAntiquité et lesprit du peuple. Sa réflexion trés

% Sur les aspirations de Jean Raptarchis, voir aussi CHRVSOTHEMIS STAMATOPOULOU-VASILAKOU,
«lwavvne M. Pantapyne. Evag napayvomopévog Tov eAhnvotponor popaynicpody [« loannis M. Rap-
tarchis. Un auteur méconne du romantisme hellénocentrique »|, in Stephanos. Hommage i Walter Purch-
ner édité par les soins de lossie ViviLaxis, 1157-1172 {Athénes: Erge 2007).

7 Raptarchis avait commis au sujet de Lucréce Borgia un plagiat, puisqu'il a reproduit presque fidélement fa
traduction auparavant élaborée par Jean Isidoridis Skylitsis, publide en 1852. En outre, il avait repris dans la
partie biegraphique sur V. Hugo des articles anonymes parus dans des revues grecques en 1852 et en 1858,
sans en mentionner les sources. Yoir DESPING PROVATA, « Le discours préfactel», 141, 146 {(notes 28, 2, 30).
# Yoir I'étude bien documentée et exhaustive de Maria Dimaxt Zora, I N. SBaeideiddne. H {an xen
10 épyo Tov (S, N. Vassiliadis. Sa vie ef son euvre] {Athénes: Fondation Kostas et Eleni Quranis, 2002),
K¥RrIak1 PETRAKOV, «O1 KAAOIKG-popavTIkEC avTIpAce Tov Znupidovog Baghewidny [«Les contradi-
ctions classiques et romantiques de Spyridon Vassiliadis»], in Ipaxtxd A* HaveAdyviov Searpodoyrrot
Zvvedpiov. To edhvne Biatpo omé Tov I orov 206 aubve [Actes du Premier Congreés Panhellénique d'Btu-
des Théatrales, Le thédtre grec du XVIF au XX siécle], Athénes: Editions Ergo, 2003): 143-157.

% SPYRIDON VASILIADIS, « Fad hucdy Béatpove [« Thédtre Francais ], Zrod {Stoa], feuille du 16 février 1874,
# N. G. PoLiTis, Medézy ¢nl 1o flov rivv Newrépev ENwov [Etude concernant la vie des Grees moder-
nes] (1871), Cf. SPYRIDON VASSILIADIS, Articad Niwteq [Nuits d Attigue], vol. TIT (Athénes 1875); il s'agit
dune édition posthume, comprenant ses ceuvres en prose.
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riche en nuances est traversée d’un éclectisme apparent. Ainsi, dans les Prologues de ses
drames KaAdépyw: [Kallergai] et Galatée, Vassiliadis aborde-t-il certains thémes constitu-
tifs de son idéologie et de sa théorie esthétique en présentant, d’'une maniére systématique,
sa conception de lart. Son approche herméneutique concernant le caractére du «drame
national grec» sappuie sur quelques paramétres tels le climat, le milien naturel, I'histoire
et la psychologie du peuple grec, ses traits nationaux et sociaux pertinents ainsi que son
propre psychisme. Il sagit, certes, d’idées anciennes, déja développées dans ’Antiquité et
revalorisées par le romantisme européen; elles forment, en outre, le noyau de la théorie
formulée par Hippolyte Taine, dont Vassiliadis connaissait I'ccuvre *!

Ses gofits et ses convictions idéologiques orientent décidément ses lectures théotiques
vets la bibliographie frangaise.® Dans ses écrits, il met successivemnent en valeur le fameux
ouvrage de Mme de Staél, De I'Allemagne et le dernier chapitre de I'essai de Victor Hugo
sur Shakespeare intitulé «Le beau serviteur du vrai». I adopte les idées de Saint-Marc
Girardin exprimées dans son Cours de Littérature dramatique et utilise Hippolyte Taine
dont il mentionne deux ouvrages: son Histoire de la littérature anglaise - ol est exposée
la théorie selon laquelle I'eeuvre littéraire est sujette & trois facteurs déterminants, race,
milieu et moment - ainsi que son essai De I'idéal dans Fart. Nous retrouvons enfin dans
son Prologue aux drames Kallergai et Aovkéc Norapic [Loukas Notaras) une référence i
Sainte-Beuve (Causeries du lundi) et & Victor Cousin (Du Viai, du Beau et du Bien).®

Etainsi de suite. Chaque Préface importante posséde des éléments qui nous permettent
de discerner les lectures théoriques de son auteur, le choix éclectique de ses «influences»,
par analogie toujours a ses besoins esthétiques et idéologiques.

En conclusion, en Gréce, malgré quelques exemples notoires qui ont attiré l'attention
des chercheurs, le domaine de la réception demeure encore, dans le champ des études
théatrales, presque une terra incognita, sollicitant notre attention et notre sensibilité com-
paratiste, et pour cause. L'ére actuelle, celle de I'esprit postmoderne, permet justernent de
se détacher d’approches monolithiques, de choisir des outils flexibles, dépassant le dilem-
me, & mon avis quasi périmé: pure historicité ou étude du texte et de la représentation et de
leurs signifiés, approche sociologique ou interprétation culturelle. Sans doute devons-nous
opter pour le pluralisme et la coexistence des outils méthodologiques, afin d’élargir nos
perspectives et saisir le probléme complexe de la réception et de ses métamorphoses.

w1 Cf. Litsa HatzopouLou (éd.), Zavpidwy N. Basideukdne, Arusod Noxtee. Emdeys amd o loyoteyvikd
wat xprawd Tov Epyo [Spyridon N, Vassiliadis, Nuits d'Attique. Choix de son ceuvre littéraire et critique]
{Athénes: Fondation Kostas et Eleni Ouranis, 2003} 61, 63-64 .

% GRORGLA LaDOYANN], «H avnilvyla Tov yahluwod kal Tov yeppavikold apotinev ot dpapatici
Bzwpla Tov 197 audvax, 373.

¥ Cf, Lirsa Harzorourov (éd.), Zmuptdwv N. Beardewkdne, Arnixad! Nokrec. EmAoys and 10 Aoyoreyvind
K Kpimid Tov épyo, 293,






WaLTER PUCHNER

THE HISTORIOGRAPHY OF THEATRE AFTER EVOLUTIONISM
AND FORMALISM. THE GREEK CASE

ﬂ fter an interregnum of a-historical approaches in recent decades, theatre history is
L again being discussed and able to focus scholarly interest. This impulse is coming
from the practicioners of theatre, recognising that today there is no theatre practice with-
out sound historical knowledge,! as well as from historiography itself, now interested in the
history of everyday life and mentalities.? The problems of reconstruction and methodology
in this field are it some ways similar to those of theatre historiography, mainly because of
the usual lack of direct sources. The banishment of history from the canon was not so much
a reaction to historiography itself, as much as to the philosophical and holistic approaches
to history such as evolutionism, Evolutionism, essentially starting with Hegel’s Geschichts-
philosophie and becoming popular with Darwinism, was the main historical concept in
culture sciences up to the post-War period. This reaction against evolutionism was linked
to political postulates after 1968 and gave way to more formalistic concepts such as System-
theorie, structuralism, semiotics, comparativism without limits in time and space, and after
that, deconstruction, post-modernism, etc. Under the influence of the fashion of ‘post-
histoire, no major project in theatre historiography was undertaken in these decades.?
Despite the fact of an enormous bibliography, the mere formalistic approaches, com-
bining many different methodologies and terminologies, did not lead to any really ade-
quate result.* On a purely theoretical level, the theatre performance seems to be too com-

! See, forinstance, the statementof Peter Stein: “Ich binder Meinung, daB die Erforschung der geschicht-
lichen Dimension fiberhaupt erst die Voraussetzung schafft fitr den Spielraum der Regie” {H, MaInusci,
Regie und Interpretation. Gespriche mit Regisseuren, (Munich, 1986): 114).

* See, forinstance, P. SCHOTTLER, ‘Mentalititen, ldeologie, Diskurse. Zur sozialgeschichtlichen Thema-
tik der “dritten’ Ebene’, in Alltagsgeschichie. Zur Rekonstrukiion hisforischer Erfahrung und Lebensweisen
ed. A. LUDTKE, 88-136 (Frankfurt/New York, 1939).

' Typically, Brockett's History goes back to 1968 (O. BRoCKETT, History of the Theatre. Boslon, etc.
1968, 1974, 1977, 1982, 1987, 1991, 1995, 1999, 2003). When the Americans at the end of the 20 century
searched for a reliable histery of werld theatze, they had to translate from German the Weltgeschichte des
Theatersby M. Berthold, Stuttgart 1968 (see M. BERTHOLD, The History of World Theater: From the Bepin-
tiing to the Baroque, trans. Epith Simons. (New York, 1999). See also H.-P. BaverpORFER, ‘Probleme
der Theatergeschichtsschreibung’, in Theaterwissenschaft heute. Eine Einfiibrung ed, R, MOHRMANN, 41-
63, esp, 41 ff (Berlin, 1990}

+ The turning-point from optimism to pessimism is clearly evident in PaTrice Pavis's, Dictionary of
the Theatre. Terms, concepts, and analysis. Toronto, etc., 1998 (Paris 1994). See also W. PUCHNER, Amd H
tewpia rou Bedapov ong Bewpiss Tov Bearpicod, Efechiferc oty emorijun 1ov fedrpov ato tloc Tov 200

101



102 WALTER PUCHNER

plex to be analysed in vivo but only in an abstract manner as a system.® Theatre shares this
complexity with culture and society itself, but also with music, language, religion, etc. The
most ¢laborate and effective model, the semiotic one, shows exactly this partial impos-
sibility of analysing one hundred per cent the production and reception of a theatre play.
A mysterious residuum of aesthetic quality and ways of communication always remains. As
theory without history is metaphysics,” formalistic approaches, following on the develop-
ments in semiology and anthropology, turned back to concreteness and historicality, with
immediately better results for the analysis of aesthetic dimensions.® A theatre sign is not
a mere instrument for the conveying of meanings, but has also an aesthetic quality and
performative entity in itself.

Maybe it is that postmodern particularism and antipathy to holistic approaches - they
are considered totalitarian - prevented complex theatre histories, but on the other hand
it also enhanced mistrust for theoretical constructs far from practical experience. It was
the practitioners of theatre who revolted with their endless variety of experimental per-
formances® against the sterile classifications of formalistic theories, questioning and re-
lativising every single category of abstract performance analysis.® This reaction has forced
theatre theory to new explorations beyond the semiotic model and closer to an empirical
ground of concrete performative events. Without the historical dimension, presence is a
place of nowhere. As the Greek word ‘ou-topos’ says, ufopia.

The essential category of history is time. It is not the archetypical cyclic time of mythus
and ritus, as shaped in Heraclian thought, but the unilinear continuum of irreversible pro-
gression. There are combinations of the two madels of time such as the spiral progression,
which Oswald Spengler elaborated in the sequel to Nietzsche’s philosophy.!! Philosophy of

eusovee. [From ihe theory of the theatre to the theories of the theatrical. Evolution in the science of the theatre
in the end of 20" ¢.] (Athens, 2003), Actually there has been no comprehensive bibliography on the theory of
theatre in recent decades, See for instance C. BALME, Einfithrung in die Theaterwissenschaft. (Berlin, 1999):
187-195.

5 See E.F1SCHER-LICHTE, Serniotik des Theaters, Vol. 1, Das System der theatralischen Zeichen. (Tiibingen,
1933, 1988).

 For the partly effective amalysis of video-film see Guipo Hiss, “Zur Auffiihungsanalyse,” in
MenRMANN, Theaterwissenschaft heute, op. cit: 65-80 (with more bibliography). Keir Elam tried to give
some notation system for theatre performance together with the text (The Semiotic of Theatre and Drama),
192 ff {Londonf New York, 1980).

? See, for instance, §. DE GoFF, R. CHARTIER, |. REVEL, e Riickeroberung des historischen Denkens.
Grundlagen der newen Geschichtswissenschaft. (Frankfurt/M,, 1990),

* See, for instance, E. FISCHER-LICHTE, “Theatre and the Civilizing Process. An Approach to the History
of Acting,” in Inferpreting the Theatrical Past. An Approach to the History of Acting T. PosTLEWATT/ B. A.
MeConacHIE, 19-36 (Iowa UP, 1989).

? See M, CarLSON, Performance. A critical introduction. (New York, 1996).

v Some scholars have called these categories a ‘dead list’. See T. Kowzaw, Littérature et spectacle dans
leur rapports estétiques, thématiques er sémiologiques. (Warsaw, 1970),

Q. SpenGLER, Der Untergang des Abendlandes. 1920
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history; religion and metaphysics formed in the European tradition the concept of evolution
as an integrative framework for every historical event. Ethnographical and anthropological
material from five continents was assimilated into this all-comprehensive concept of a
harmonious continuous world-wide development and enrichment of human culture. But
post-histoire and post-modernism, hostile to holistic and integrated concepts, prefer the
unrelated and independent detail, not the picture or the mosaic, but collage and pastichre.

One of the consequences of this world-view of scattered parts is the emphasis given to
discontinuities, ruptures, breaks and cuts in imagined evolution. Evolution in the times of
human history is just a mental construct without historical reality. In theatre history, such
objections were formulated first in the history of medieval religious theatre, questioning
the evolutionary model of Karl Young by Hardison, de Boor, Drumbl and others.”? But
essentially this critique can mutatis mutandis be extended to other chapters of theatre hi-
story, or to whole national theatre histories. For instance, Germany is a good example of
discontinuities, if geographical decentralisation is taken as a main criterion, Or Italy, if the
common standardised language is taken as a conditio sine qua non. In Spain, discontinuity
is a chronological ene after the Golden Age of the sixteenth and seventeenth century. More
homogeneous is theatre history for example in France or in England, And in Athens of the
fifth century B.C. theatre history is a real uninterrupted continuum.

But the concepts of causality and teleology as a chain of events orientated to the very
end of the continuum in recent phenomena is misleading also in another sense: the ma-
terial of facts and evidence usually is arranged according to the cultural hegemony! or ma-
nipulated from a later historical perspective, giving emphasis to avant-garde movements
or the first manifestation of aesthetic or other tendencies which were not really significant
at that time. What is not so much taken into account is what we can call ‘the simultaneity
of the non-simultaneous, coming from different strata of history. Late medieval religious
plays were staged in folk performances still in the nineteenth century, at the same time as
in Hungary, in the private theatres of the magnates, baroque opera was again cultivated,
and in most European capitals under the auspices of realism, historicism revived on the
stage all historical periods together. A more democratic glance at theatre manifestations, at
a given historical moment, will discern much more than the hegemonic forms of the later
historical canon. The theatres of one single period often come together in one single re-
pertoire, even in one single performance. This becomes very clear if we take into account

2 K. Youne, The Drama of the Medieval Church, 2 vols. (Ozford, 1993); O. B. Haroisow, “Darwin, mu-
tations and the origin of medieval drama.” in Christian Rite and Christian Drama in the Middle Ages
1-34 (Baltimere, 1965); H. pE Boor, Die Textgeschichte der lafeinischen Osterfeiern. (Tobingen, 1967); 1.
Drumbl, Quem quaeritis. Teatro sacro dell'alto medioevo. (Rome, 1981),

1# B, A. McCoNACHIE, “Using the Concept of Cultural Hegemony to Write Theatre History,” in Interprel-
ing the Theatrical Past, 37-58.
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the reception side: the mentality of audiences,* changing at a slower pace and resisting
rapid aesthetic movements. Theatre as a social institution is located in a time other than
that of the aesthetic or thematic selections of repertoire.

In the sense of reservation against imagined evolutionism, the theatre history of mo-
dern Greece since the end of the sixteenth century is an outstanding example for the post-
modern search for discontinuities. It starts with a flourishing theatre life in Venetian Crete
with extraordinary tragedies, such as Erophile by Georgios Chortatsis (c. 1600), comedies,
pastoral plays and religious dramas.!® Eight texts are the only remains of a whole dramatic
production, as Crete was the most wealthy province of the Serenissima in the Mediterranean.
'The plays were written in Cretan dialect, which in the sixteenth and seventeenth century
was a leading literary and highly developed medium of expression. Erophile, at least, is
part of Weltliteratur in Goethe’s sense. This theatrical life was sharply cut short in 1669 by
the Ottoman occupation of the island. Not a single dramatic work was written or staged
in Crete after that and before the twentieth century. The total absence of theatre activity is
the rule in Ottoman South-Eastern Europe,'¢ with the exception of shadow theatre!” and
some religious performances of the Jesuits in Greek on the islands of Archipelago and in
Constantinople itself.'

The situation is different in the Ionian Islands in the sonth of the Adriatic Sea, be-
cause they never fell under Ottoman rule and were part of the Venetian dominions in the
Mediterranean up to the fall of the Serenissima at the end of the eighteenth century. Theatre
in Corfu, Zante and Cefalonia can be traced from the sixteenth to the twentieth century,
being the only theatre tradition located without interruption in the same geographical area.
This tradition, written in the dialect of the Ionian Islands, also included folk theatre but also
Ttalian opera from the first half of the eighteenth century. Many performances in Italian
can be traced in the eighteenth and nineteenth century,'® But after 1800 most of the drama

W See, fur instance, M. Carison, “Theatre Audiences and the Reading of Perlormance,” in fnierpret-
ing the Theatrical Past, op. cit.: 82-98, and kdem, The Haunted Stage. The Theatre as a Memory Machine.
{Michigan UP, 2001).

15 See now D. HoLtow (ed.), Literature and Society in Rennissance Crete. (Cambridge, 1991).

1 For an overview of theatre history in South-Eastern Europe see W, PUCHNER, Historisches Divama wnd
gesellschaftskritische Komddie in den Léndern Stidostenropas im 19, Johrhundert. Vo Theater des Nation-
alismus zum Nationaltheaier. (Frankluct/M., e1c., 1994), as well as the article by the same, “A short outline
of theatre history of the Balkan peninsula {From Renaissance to Mid-War years)”, Hapdfaow/ Parabasis.
Scientific Bulletin of the Department of Theatre Studies at the University of Athens 5 (2004): 29-79.

" W PUcHNER, “Das osmanische Schattentheater auf der Balkanhalbinsel zur Zeit der Tiirkenherrschaft.
Verbreitung, Funktion, Assimilation.” Sfidost-Forschungen 56 (1997): 151-188.

¥ W, PUCHNER, Griechisches Schuldrama und veligioses Barocktheater im dgdischen Roum zur Zeit der
Tiirkenherrschafi (1580-1750). (Vienna, 1999} (Osterreichische Akademic der Wissenschaften, Philoso-
phisch-historische Klasse, Denkgchriften, vol. 277).

¥ For bibliography see now E. D. GovLr, “Zuupokn ey entavnoiai Dearpud Piphwypagia,” [*Con-
tribution to the lonian theatrical bibliography™] Hépgupac/Porphyras 114 (2005): 765-782. There is no
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prodaction used a more erudite language (katharevousa), following the paradigm of patri-
otic drama shortly before and after the Greek Revolution of 1821.2

This differentiation in language and style is made evident by the Greek dramatic sa-
tires written in Constantinople itself from the end of the seventeenth century by clerics or
members of Phanariot families who were appointed by the Sultan to rule the principalities
of Moldova and Walachia in today’s Romania. In this mixed style many dramas of Moliére,
Metastasio and Goldoni were translated, later also of Alfieri and Kotzebue, published usu-
ally in Venice and, after the caduta di Serenissima, in Vienna.?! The dramaturgical paradigm
is now the haute tragédie of French classicism with Ancient Greek subject-matter and in
moralising comedy, Moliére and Goldoni.2 The tradition of classicistic tragedy and com-
edy as cultivated in Venetian Crete is now forgotten or suppressed.

In the years after the Greek Revolution, the capital Athens had only a sparse theatre life:
more important up to 1870 was the port of Ermoupolis on Syra, Smyrna, Alexandria, and
Constantinople itself. Dramatic production was written now in a more archaising style,
in an attempt to copy the Attic dialect of ancient Greece and the erudite tradition of the
Byzantine scholarly literature. Classicism was the overall aesthetic concept for tragedy;
comedy used a more moderate language, closer to bourgeois speaking practices.* Shake-
speare and Romanticism broke the rule of classicism only for a short time.

After 1870, Athens entered the era of its ‘belle époque’ and began to concentrate the
whole of Greek theatre life in its theatres. A new generation of poets and dramatists started
writing in a totally different style, using the language of folk songs and rural culture. This
subsequent change of style and language also had ideological and literary implications,
as together with ‘demoticism, the theatre of modernism prevailed fogether with French
‘piéce bien faite’ in the Greek theatres over the plays of Classicism and Romanticism.* This

comprehensive history of theatre in the lonian Islands.

20 (on Greek diglossia see |. NIEHOFR-PaNaGroTIDS, Koine und Diglossie. (Wiesbaden, 1994) (Mediter-
ranean Language and Culture Monograph Series, vol. 10); G. HEring, “Die Anscinandersetzungen Ober
die gricchische Schriftsprache.” in Nostos, Gesammelte Schrifien zur sitdostevropiischen Geschichte ed. M.
A. STassiNOPOULOU, 189-264 etc (Frankfurt/M., efc., 1995).

1 See mainly A. TaBaxi, Le thédtre néohellénique: Génése et formation, Ses composantes sociales,
idéologiques ot esthétiques, 3 vols, (Patis, thise EHESS, 1995); Lille: Diffusion Septentrion, Presses Uni-
versitaires, 2001).

22 See also W. PuchNER, “Influssi italiani sul teatro greco,” Sincronie, Rivista semestrale df letteratire,
teatro ¢ sistemi di pensiero 11, 3 (gennaio-giugnio 1998, Roma, Vecchiarelli editore): 183-232.

23 W, Pucener, “Die neugriechische Literatur von 1827 bis 1888," Hellenika (2001): 27-75, Idem, “Zur
Dialektik von Fremdheit im gemeinsamen 'Haus Europa’. Die Rezeption Europas im griechischen The-
aterwesen von 1800-1930" in Exokica. Konsum und Inszenierung des Fremden im 19, Jahrhundert eds. J-P.
BaYERDSREPER / E. HELLMUTH, 279-294 {Miinster, 2003 [2004]),

1 W, PUCHNER, “Modernism in modern Greek theatre (1895-1922),” Kdynog. Cambridge papers in Mod-
ernt Greek 6 (1998): 51-80; Idem, “Moderne ader Avantgarde? Dias griechische Drama zu Beginn des 20.
JTahrhunderts,” in Die literarische Avangarde in Sidosteuropa und shre politische und geselfschaftliche Be-
deutung ed. R. LAUER, 255-270 {Munich, 2081).
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re-orientation in language, style, aesthetics, dramatic models and ideology was so deep-
rooted that in the twentieth century, after 1925, no plays of the nineteenth century, written
in katharevousa, with a very few exceptions, were ever staged. Traditional theatre centres
like Corfu, Ermoupolis, Smyrna, Alexandria, also Constantinople, lost their vitality of
activity, and Athens, together with some Greek provincial towns, was the only real centre
of theatre life.

So after the rupture of 1800, we can see yet another, going even deeper, round about
1900. In this sense, modern Greece is almost a model case for the past-modern search for
discontinuities and ruptures, on a language level, of style, dramaturgically, ideologically,
in the sense of social function and perception, but also as far as the Western models of
drama and theatre are concerned. Modern Greek history of theatre is not in real danger
of evolutionistic and harmonising concepts. And despite the reservations of post-modern
theatrical historiography, it has to be written anew, because unlike the case of the main
national theatre histories of Furope, a whole series of new facts, texts, performances, ac-
tors, theatres, details of theatre life, etc. has been recently discovered by research. That
means that all the older histories of Modern Greek theatre are definitely out of date. There
is increasing evidence for the fact that this history was much more important than was
considered before. And it is very modern, or post-modern, in the sense that it takes place
in a geographically decentralised way on entirely different language and style levels fol-
lowing vatious dramaturgical models; the performances were undertaken by socially and
artistically very different actors within the framework of distinctive ideologies and were
addressed itself to motley audiences. That makes the Greek case modern, and the history of
Modern Greek Theatre post-modern.
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LE MAITRE OMNIPOTENT DE LA SCENE
ASPECTS ET LIMITES DE LA METAPHORE THEATRALE
AU DEBUT DU XXIE SIECLE

z a métaphore théatrale est présente dans la constitution de Pesprit européen dés l'ins-

tant ot est apparue en Gréce la premigre forme d’art thédtral et de pensée philoso-
phique: lieu commun apprécié, non seulement de la théatrologie mais également de toutes
les sciences humaines et sociales. Limage de 'homme en tant quacteur et celle du monde
en tant que thétre, avec ses roles habituellement précongus et un tout-puissant specta-
teur-metteur en scéne - se sont imposées au monde occidental grace non seulement aux
grands dramaturges,' mais aussi aux penseurs qui les ont érigées en motif de leur pensée
philosophique, théologique et politique, dés I'époque de Démocrite et de Pythagore.?

De nos jours, saccomplit un glissement d’intérét, de la perspective plutot «philoso-
phique> du Theatrum Mundi vers I'optique pratique et empirique de la performance ri-
tualisée. La métaphore théatrale classique exigeait une Weltanschauung et fonctionnait
comme principe supra-historique. Clest surtout 2 partir de la Seconde Guerre mondiale
que la philosophia perennis explose en phusieurs théories et en disciplines diverses et que
I’ensemble universel de référence de la métaphore théatrale n'existe plus, le monde n’étant
plus lui-méme considéré comme un tout organique. Avec lui, le monde du théitre a cessé

I Comme le prétend Jean Jacquot dans son article «*Le thédtre du monde™ de Shakespeare & Calderén»,
Revue de littérature comparée XXXI (1957): 341

? Pour un retour historique sur cet sujet, voir Lynpa G. CHRISTIAN, Theatrum mundi. the history of an
idea (New York & London: Garland Publishing, 1987). Voir aussi RICHARD BERNHEIMER, «“Theatrum
Mundi™, The Art Bulletén 38 (1956} 225-247, [acquor, 341-372, Miwos KokoLakis, The dramatic simile
of life (Athens 1960), ANNE RIGHTER, Shakespeare and the idea of the play (London: Chatto and Windus,
1962), HERBERT WEISINGER, «Theatrum Mundi: llusion as Reality», The Agony and the Triumph. Papers
on the Use and the Abuse of @ Myth (Michigan: Michigan State University Press, 1964): 58-70, Taoaas
Wi1TAKER, Figlds of Play in Modern Drama (Princeton: Princeton University Press, 1977}, THOMAS VaN
LAAN, Role-Playing in Shakespeare (Toronte: University of Toronto Press, 1978), KEwT T. van DEN BER6,
Playhouse and Cosmos. Shakespearean Theater as Metaphor (London and Toronte: Assaciated Univer-
sity Presses, Newark: University Press of Delaware, 1985), ossIF VIvILARIS, H Bearpik] opodoyia otovg
Hatépes ¢ Bxxcnolas. Zuufols) ory oxéon Exwqaiag xas Gedpov [La terminologie thidtrale chez les
Péres de I'Eglise. Contribution & la relation entre Eglise et thédtre] (thése, Athénes 1996) et «H oknvi rov
Biov. H napaPoki) 100 kogpobedtpov aous ekkAnaiactkods [larépecs [«La scéne dela vie. La parabole
du thétre du monde chez les Péres de I'Eglises], dans son livre I 7o 1epé wai 1o Spdpa, earpotoynés
mpoceyyloets [Sur le sacré et le drame, Approches théatrologiques]: 125-146 (Athénes: Armos, 2004), MaT-
THEW H. WIKANDER, The Fangs of Malice: Hypocrisy, Sincerity and acting (lowa City: University of Towa
Press, 2002).
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d’&tre considéré comme uniforme. Le passage progressif d'universalia a fragmenta est dé-
terminant pour les deux poles de la métaphore, donc pour la métaphore en tant que telle,

Le XX* si¢cle 2 mis en valeur les perspectives de la métaphore théatrale de diver-
ses facons et dans des champs scientifiques variés: en sociologie de la connaissance,’
dans I'étude du comportement narcissique collectif,! dans la consommation de
biens matériels,’ la critique des médias, dans les études culturelles et I'anthropologie
interprétative,’ dans le récit d’histoires,” en politique? et en diplomatie;? en un mot, dans
I'éventail tout entier de la vie privée et publique.!® Nous avons la la scéne de I'inconscient
et le théitre des sciences.* Nous avons 1a la scéne du comportement conventionnel et du
rituel social® le théétre des roles sociaux dans les rencontres particuli¢res, celui des dif-

> Voir PETER BerGER et THOMAS Luckmar, The Social Construction of Reality (1966), traduction grec-
que: H xomvwvins nateoxevr Ty npayparncoryiec (Athénes: Nissos, 2004),

* Voir CrrisTorer LasH, The Culture of Narcissism {1979), traduction grecque: H xovdrotpa tov
vapiwaawod. H apepixavisi {wi o€ juns eroye) peotpevar Apeaboxusy (Athénes: Nissides, s.d.).

* JEAN BAUDRILLARD, Ld société de consommation {Paris: Gallimard, 1989).

* Dans les études de VicTor TursEer, Drama, Fields and Metephors: Symbolic actions in human So-
ciefy {Ithaca and London: Cornell University Press, 1975 {11974]), From Ritual to Theatre: The Human
Seriousness of Play (New York: Performing Arts Journal Publications, 1582), et CLirrorp GrErTZ, The
Inferpretation of Cultures (1973), traduction greeque: H spugveia Tav modimoppv, {Athenes: Alexandreia,
003) et Negara: The Theatre Stake in Nireteenth-Century Bali (Princeton: Princeton University Press,
1980).

" BarBARA KIRSHENBLATT-GIMBLETT, «A Parable in Conlext: A Social Interactional Analysis of Sto-
rytelling Performances, in Folklore: Performance and Communication, éd. Dan BEN-AnMOS & KENNETH S,
GoLDsTEIN, 105-130 {The Hague: Mouton, 1975).

® Voir VALERTA WAGNER, Bownd to Act, Models of Action, Dramas of Inaction {Stanford University Press,
Calitornia, 1999), Betsy Bovton, Wamen, Nationalism, and the Remeantic Stage: Theatre and politics in
Britain, 1780-1800 (Cambridge: Carnbridge University Press, 2001) et LIoNEL PiLkiNGToN, Theatre and
State in Twenticth-Century Ireland: Cultivating the People (London & New York: Routledge, 2001), L. M.
BoGap, Electoral Guerrilla Theatre (London & New York: Routledge, 2005),

* Voir LasH.

** RICHARD SENNETT, The Fall of Public Man (1993) [H ropawie ¢ omerdrroe. O Spudoiog xau o
it TikoC yupog arov Sutcd moltraud], (Athénes: Nefeli, 1009),

“ Eric BERNE, What Do You Do Afier You Say Heflo? (New York: Grove Press, 1972), JEan-Francots
LyoTarp, «The Unconscions as Mise-en-sciner, in Performance in Postoiodern Culture, éd. MICHEL
BENAMOU et CHaRLES CARAMELLO, 87-98 (Madison: Center for Twentieth Century Studies, University
of Wisconsin-Coda Press, 1977), Oc'rave Mannony, Clefs pour Mimaginaire ou Lautre scéne (Paris: Seuil,
1985), YvES THoRET, La Thédtralité: étude freudienne (Paris: Dunod, 1993), PEGY PHELAN, Unmarked,
The politics of Performance (London & New York: Routledge, 1993),

" Voir DanieL RaIGEVARG, Science of spectacle. Figures d une rencontre (Nice: Z'Editions, 1993), ROBERT
P. Crease, The Play of Nature: Experimentation as Performance (Blosmington and Indianapolis: Indiana
University Press, 1993),

" Voir CATHERINE BELL, Ritual Theory, Ritual Practice (Oxford: Qxford University Press, 1992),

" Voir Erving GorsMmaN, La mise en scéne de 1n vie quotidienne, 1. La présentation de soi (Paxis: Les
Editions de Minuit, 1987 [11973]), Les cadres de Pexpérience {Paris: Les Editions de Minuit, 1991 [L1974]),
Zvvevinoe / Rencontres (Athénes: Alexandreia, 1991 ['1966]).



LE MAITRE OMNIPOTENT DE LA SCENE 109

férends publics,! de I'identité psychologique et de la thérapie,’s et méme celui des conseils
scientifiques.”” Tultra-superviseur spectateur-metteur en scéne de I'époque classique peut
avoir, aujourd’hui, disparu de la scéne contemporaine, I'observation assidue et opinidtre
des autres - intimes et étrangers - existe toujours. Le soi performatif se tient continuel-
lement sous leur regard vigilant, Et, an quotidien - ce quotidien ot il nest pas facile de
distinguer I’étre du paraitre -, ce regard crée une autre dimension.

Dans tous les cas, ce qui apparait évident 4 travers sa polymorphie, cest le fait que la
métaphore théatrale se trouve au point de deux perspectives complémentaires: la théitra-
lisation de la vie sociale et celle de 'anatomie sociale du phénomeéne théitral, Clest dans
ces deux perspectives que se coulent, d’une fagon ou d’une autre, toutes les théories qui
se développent au cours du XX siécle autour de la définition majeure du théatre ou de sa
présence dans la vie quotidienne des individus et des groupes.

En parlant de métaphore théitrale, il faut rappeler que dans chacune de ses expressions
coexistent deux niveaux différents de signification: une signification centrale, reliée au sens
propre des deux termes de la métaphote concus séparément («monde» — «théatres, «hom-
me» - «acteur») et une nouvelle signification, qui constitue une extension hypothétique de
la signification centrale, Cest-d-dire un transfert de celle-ci vers un cadre nouveau. Centre
et cadre nouveau certifient qu'il y a toujours une différence entre eux. L ot il y 2 méta-
phore, il y a conflit, et par conséquent, lapplication d’un terme est métaphorique seulement
si elle est dans une certaine mesure contre-indiquée. Comme ['écrit Nelson Goodman,
«une métaphore est une idylle entre un prédicat qui a un passé et un objet qui céde tout en
protestant»® Autrement dit, si le monde est thédtre, cest parce que monde et théétre se dé-
finissent I'un l'autre sur la base d’une différence, bien dissimulée et pourtant fondamentale,
selon laquelle le monde n'est pas théitre ou du moins ne s'identifie pas 3 lui.

15 ELAINE HaDLEY, Melodramatic Tactics. Theatricalized Dissent in the English Marketplace, 1800-1885
{Stanford University Press, California, 1995).

16 D). W. WINNICOTT, Playing and reality (London: Tavistock Publications, 1971}, LAURA SHELEEN, Théd-
tre pour devenir autre (Paris: Desclée de Brouwer, 1983), Jacos LEvY MoRrENo, Thédtre de la spontanéité
{Paris: Diesclée de Brouwer, 1984}, PaTric1a ArTTIGUL, De I'illusion thédirale & lespace thérapeuntique: jeu,
transfert ef psychose {Paris: Denoél, 1993), ROBERT J. Lanny, Persena and Performance (1993), traduction
grecque: Tpoowmkdryra ks npodwneio, O pélog oto Spdpa, n Bepancio xos Topy xabigpepvdrpms (Athe-
nes: Ellinika Grammata, 2001}

7 STEPHEN HILGARTNER, Stience on Stage. Expert Advice as Public Drama (Stanford University Press,
California, 2000}

% NeLsoN Goopman, Langages de Part, (Nimes: Jacqueline Chambon, 1950 [11968]): 101. Au sujet dela
thématique des relations tensionnelles dans la métaphore, voir DoucLas BERGGREN, «The use and the
abuse of metaphory, Review of Metaphysics 16, 1 (1962): 237-258, 11 (1963): 450-472, Priuipp WHEELWRI-
aRT, Metaphor and Reality (Bloomington & Indianapolis: Indiana University Press, 1962}, The Burning
Fountain {Bloomington & Indianapolis: Indiana University Press, 1968), CoLin Murkay TurBAyYnE, The
Myth of Metaphor (Columbia: The University of South Carolina Press, 1970}, et notamment Pavl Ri-
C®UR, La métaphore vive (Paris: Seail, 1975), traduction grecque: H {wvravy perapopd (Athénes: Kritiki,
1993).
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Une seconde observation vient tout de suite contrebalancer la premiére et concerne
une relation (par exemple de similitude ou de parenté) qui lie les deux termes de la méta-
phore. Si le théatre est considéré comme un constructeur d'«étres» sociaux alternatifs,!® et
par voie de conséquence, comme un paradigme pour la vie sociale,?® la métaphore théi-
trale a une certaine «logique», puisquelle utilise a la base les similitudes ou les analogies
qui existent entre le monde et le théatre. Divergence et similitude sont donc, comme dans
chaque métaphore, deux mouvements inséparables, puisque chacun d’entre eux compense
T'eeuvre de lautre,

Au jeu des parallélismes, des analogies, des correspondances et des contrastes de la
métaphore théatrale, méme les différenciations entre le théitre et le monde renforcent leur
contiguité. Car ces différenciations sous-entendent les similitudes: elles délimitent les ter-
ritoires non-communs de deux mondes, définissent les régions adjacentes et déterminent
indirectement les espaces communs. Les différenciations se forment sur la base de certains
crieres,

1. Le critére de la répétitivité. Richard Schechner a tenté d’introduire la distinction en-
tre le comportement théitral ou rituel répétitif et «préparé» et le comportement singulier
qui ne peut étre répété au quotidien. Ce critére se base sur le fait que le théitre consiste en
une présence double et imparfaite, une représentation d’événements «ici et maintenant»,
qui se sont déroulés «ailleurs, autrefois»2 il est renforcé, en outre, par la présence des
répétitions, ol est confirmée parfois la présence d'un «texte» antérieur et ol est soigneu-
sement préparé le produit final, la forme achevée et définitive de la performance. Ainsi le
spectacle offert 4 la scéne se «réalise-t-il pour la seconde fois au moins: c’est le bien connu
ccomportement rétabli» / «restored behavior»22 Il arrive souvent cependant - et Schechner
lui-méme le reconnait - que dans la vie quotidienne, un «texte» ou un réle pré-établi dicte
un comportement qui se répéte réguliérement a I'identique.

2. Le critére de la réflexivité, Cest un critére puissant et subtil dans sa conception,
critére proposé par Marvin Carlson dans son livre Performance. A critical Introduction. 11
est certain que dans les manifestations et les cérémonies sociales, sexprime un effort de

" ELISABETH BurNs, Theatricality: A study of convention in the theafre and in social life, 231-232 (Lon-
don: Longman Group, 1972).

» ErisaBETR BurNs, «La métaphore thédtrale. Le monde comme scéne et le thédtre comme paradigmes,
Discours social 5 (1975): 5-21. Il faut dire ici que ce paradigime w'est d’habitude gu'un «cadre de références
et qu'il ne présuppose pas nécessairement un réle conscient ou calculé, Voir SHELDON L. MESSINGER,
HaroLp SamMpsoN et RoBeRT D, TowNE, «Life as Theater: Some Notes on the Dramaturgic Approach to
Social Realitys, Sociometry XXV (1962): 98-110.

21 RICHARD SCHECHNER, Performance fheory, (London & New York: Routledge, 1988): 169

22 RICHARD SCHECHNER, Between Theater and Anthropology, (Philadelphia: University of Pennsylvania
Press, 1985): 35,
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définition des individus et des groupes sociaux. Au théitre cependant, cet effort se définit
avant tout comme une recherche consciente de définition et de redéfinition de la culture
par l'acteur etle spectateur, qui acceptent tous deux le spectacle comme étant une explora-
tion de soi, d’autrui et des possibilités alternatives d'interprétation du monde. Et I'on doit
souligner que cette préoccupation est d’une importance fondamentale pour la qualité des
spectacles, mais aussi pour la consistance du théitral en tant que tel. Néanmoins, on ne
peut pas facilement la refuser 4 ceux qui participent 3 un événement populaire ou 2 une
cérémonie religieuse.”

3, Le critére de Uinteraction ouverte se focalise davantage sur les performances que sur
le théatre traditionnel et souligne I"interaction nécessaire des performers et des spectatenrs
dans le déroulement de I'événement théitral. Une interaction ouverte est ce processus
fluide qui suppose la participation active du public, plus méme, son implication consciente
dansla création de I'événement. Linteraction ouverte, cependant, ne marque pas un espa-
ce exclusivement thédtral, puisque de telles interactions sont courantes dans les différentes
connexions de la vie quotidienne.

4. Le critére de la participation est lié au précédent. La représentation théitrale est
vécue par un individu qui, au cours du déroulement de la représentation, fait partie d'un
groupe et a conscience de ce fait. Le théatre, en opposition avec les autres arts, est un art
tripartite, puisqu’il suppose la présence d'un acteur, du public et du «moi», Autrement
dit, la représentation théatrale ne peut avoir lieu avec un seul spectateur. Alan Read, qui
propose & nouveau ce critére, l'utilise pour opposer le théitre au sentiment religienx, aux
manifestations et au processus thérapeutique.? Lon doit cependant souligner que dans les
trois cas, le critére de la participation peut étre valable, Dans la thérapie de groupe, il vade
$0i que, comme pout les participants & un événement populaire ou pour quune expérience
religieuse soit suscitée et cultivée, la présence des autres est importante.

5. Le critére de la corporalité. Aprés Grotowski, et, en nous rapprochant progressive-
ment des derniéres décennies du XXe siécle, & travers le body art, le corps de l'acteur prend
de plus en plus d’importance dans Je processus de la performance théatrale. Trés tot, Ro-
land Barthes avait associé la corporalité a la théatralité et parlait de la dualité du corps
théitral 2* Le corps en tant que source de mouvement, de changement, d'action et de désir,
est considéré comme un obstacle naturel 4 tous les pouvoirs qui imposent des structures

2 Voir WaLTER PucHNER, Aaikd B2arpo ory EAAdSe xer o Budxdvie, Zoyxpinxe pedérn [Thédtre
populaire en Gréce et dans les Balkans. Etude comparative] (Athénes: Patakis, 1989).

4 ALAN READ, Theatre and Everyday Life. An Ethics of Performance, (London & New York: Routledge,
1993): 94.

% RoLanD BarTnss, «Le théitre de Baudelaires, Essais critigues, 43 (Parxis: Seull, 1964).
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monolithiques et rigides dans les relations humaines. Evoquant la liberté du corps carna-
valesque dans Bakhtine, Randy Martin, par exemple, parle de «circulation polyphonique
des sentiments humains» plus emphatique encore, Michel Bernard considére le corps
comme la fondation de la théitralité, mais ce méme philosophe élargit les limites de la
théatralité i toutes les formes de I'expression humaine et particuliérement au langage.?

Les pensées de Bernard sont fort révélatrices sur la dualité innée du corps, qui se pré-
sente a l'autre comme quelque chose de différent bien que restant le méme. De cette ambi-
valence émerge la thedtralité, mais il s'agit 12 d’'une ambivalence qui dépasse de beaucoup
les limites de la représentation théatrale et souvre au pouvoir de la vie quotidienne en tant
que scéne théatrale.?s

6. Le critére de Lautonontie du discours scénigue. Emprunté a Tanalyse de la textualité
de l'ceuvre dramatique de Keir Elam,” ce critére pourrait prolonger les modalités de la
cohérence textuelle A I'art scénique en présupposant une relation analogique: tout comme
le texte dramatique se différencie du discours quotidien, la représentation théatrale se dif-
férencie de la vie de tous les jours. Le critére d’autonomie du discours scénique peut étre
considéré comme étant un instrument incisif de discrimination entre le discours scénique
et le discours quotidien, mais il présuppose la présence et 'influence d’'un «texte» ou d'une
ceuvre dramatique, parfaitement structurée et formulée, an début de l'action scénique.
Cependant, d'autres formes d'expression scénique - telles que le mime ou la danse - sont
ainst écartées du débat. De surcroit, toutes les distinctions précédentes se focalisent sur
la scéne, le metteur en scéne, 'acteur et, bien entendu, derriére eux sur l'auteur, excluant
ainsi le spectateur et sa participation innovante.

7. Le critére de la triple distinction. Josette Féral introduit un critére: celui de la triple
distinction.® La premiére se situe entre ce qui se déroule sur scéne et I'environnement,
Cette mise en cadre est tout aussi importante que la présence scénique elle-méme, car
elle régle le comportement du spectateur, garantissant ainsi les conditions nécessaires de
participation et de compréhension.

* RANDY MARTIN, Performatice as Political Act: ‘the Embodied Self, (New York: Bergin & {Zarvey, 1990).
¥ MICHEL BERNARD, Lexpressivité du corps. Recherche sur les fondements de la thédtralité (Pazis: |. P.
Delarge, 1976} 176,

2 Parmi les études sur la dimension corporelle au thédtre, voir Stawton B. Garyer, Bodied Spaces,
Phenamenology and Performance in Confemporary Drama {Ithaca & London: Cornell University Press,
1994), SIMON SHEPHERD, Theatre, Bodly and Pleasure (London & New York: Routledge, 2005).

® Voir Keir ELAM, The Semriotics of theaire and Drama, (London: Routledge, 1980): 180-184; traduction
precque: [ onpeiwnks Bedrpov kot Spdparog, 210-215 (Athénes: Ellinika Grammata, 2001), GEORGEs P.
Peranis, To féarpo war v olpfol o. Awxdikaolec ovpfbArons tov Spaparicot Abyow [Le thédtre et les sym-
boles. Processus de symbolisation du texte dramatigue], (Athénes: Ellinika Grammata, 1999} 154-158.

¢ JoseTTE FERAL, «Forewordn, Substance, 31, 2.3 (2002): 313,
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Selon la seconde distinction, chaque acte et chaque objet de la représentation s’inscri-
vent a la fois dans I'espace du réel et dans celui de la fiction. Le spectateur Jui-méme ne peut
d’ailleurs pas limiter son regard a un seul niveau. Ainsi, simultanément au jeu scénique
des significations qu'il observe et recompose, il joue lui-méme un autre jeu, celui de la
tension créatrice entre le social (ou 'historique) et la fiction.

Cependant, cette dualité caractérise 'ceuvre de ['acteur, qui vit une autre tension fécon-
de entre le personnage qu'il interpréte et sa personnalité propre, entre lantre et Iui-méme
ou, autrement dit, entre les forces symboliques et instinctives qu'il est appelé & contréler
et & équilibrer au cours de la performance. Cette troisiéme distinction souligne le «flotte-
ment» entre les exigences du réle et les écarts de recherche de son interprétation, qui est le
pole vivant de l'art de I'acteur et du charme qu'il dégage et qui séduit le spectateur.

Ces trois distinctions constituent les trois conditions de la présence de la thétralité,
mais, comme le note Féral, c’est seulement la présence simultanée des trois conditions qui
permet la présence de la théatralité dans un événement ou dans une situation. Ce qui est
juste, car chaque condition prise indépendamment peut également se présenter dans des
espaces autres que théltraux, et pour cette raison, ne peut garantir un caractére purement
théatral aux faits,

8. Le critére de Vengagement moral. Le théitre est directement lié au monde du quo-
tidien, mais appartient an monde de I'imaginaire; il est art de la matiére et de la chair,
parce qu'il est art qui transcende la matiére et la chair. Cest pour cette raison que nous
ne pouvons considérer ce qui se déroule sur scéne de la méme facon que nous jugeons les
événements et les faits au quotidien.

Ici se situe 'origine de fa critique de Bruce Wilshire®’ concernant Ia sociologie des roles
et 'analyse face A face dans les études de Goffman.* Wilshire s'oppose 4 'usage systémati-
que de la métaphore théétrale, car il méconnait deux paramétres: la conscience qui fonde
tous les réles envisageables de 'individu social et, consécutivement, I'engagement moral
de cette conscience face aux rdles et aux actes que ces roles entrainent. La personne peut
étre définie comme une entité qui organise les expériences et les vécus au-dela des envi-
ronnements Jocaux et de leur influence, contrairement 4 I'artiste scénique, qui se définit
par son csuvre artistique et seulement par elle. La personne dans sa totalité ne peut étre
distinguée de ce qu'elle montre aux autres a travers les roles qu'elle «interpréte» devant
eux. En revanche, I'acteur peut et doit se distinguer de son rble. L' «acteur» de la vie quo-
tidienne est cependant toujours responsable du choix de ses rdles, cest pour cela qu'il ne
peut que les distinguer comme des moyens par rapport aux buts qu'il se pose dans la vie:

3 BrucE WILSHIRE, Role playing and identity. The limits of theatre as metaphor (Bloomington & India-
napolis: Indiana University Press, 1991 [F1982)).
? Voir GORFMAN, La mise en scéne de la vie quotidienne, 1. La présentation de soi.
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il adopte ce réle pour atteindre un but. En écrivant: « Goffman a omis le membre le plus
important de mon “public” - moi-méme, moi-méme, en tant que présent i moi-méme dans
tous mes rdles», % Wilshire nous rappelle les positions de Sartre: « Il est une “représentation”
pour les autres et pour moi-méme, cela signifie que je ne puis ['étre quen représentation.
Mais précisément, si je me le représente, je ne le suis point, jen suis séparé, comme lobjet
du sujet, séparé par rien, mais ce rien m’isole de lui, je ne puis Uétre, je ne puis que jouer
A létre...». ¥ La conscience, pourrions-nous dire, est sans cesse présente dans chaque role:
dans le réle théitral elle se focalise sur 'interprétation méme du réle, dans le réle social
elle se concentre de méme sur le contenu du role. Wilshire a done raison quand il assure
que ma responsabilité en ce qui concerne mon comportement social est fondamentale-
ment différente de la responsabilité que jassume quant & mon comportement scénique:
la premiére est une responsabilité morale, la seconde esthétique. 11 devient injuste quand
il affirme que Goffman, en esthétisant le comportement social, contribue & son propre
aftaiblissement. Goffman ne vise pas i 'esthétisation du comportement social, pas plus
qu'a lever les limites entre le théitre et la vie sociale. Bien au contraire, il maintient que «/a
vie elle-méme est quelque chose qui se déroule de fagon thédtrale. Le monde entier, cela va
de soi, west pas un thédtre, mais il West pas facile de définir ce par quoi il sen distingue».
Marvin Carlson, de son cété, invoquant I'influence que peut exercer le théatre sur la vie
saciale, de telle sorte qu’il provoque & son encontre la censure, a remarqué que le critére
de I'engagement moral est parfois valable sur scéne aussi.¢ Ces passionnants arguments
peuvent peut-étre trouver un espace de convergence dans la perspective de ces deux cher-
cheurs, mais celle-ci nous éloignerait de I'idée de métaphore théatrale.

L'examen des précédents critéres de distinction entre le théitre et le monde aide a pren-
dre conscience du fait que dans I’étude de la métaphore théitrale, quelle que soit I'orien-
tation que nous prenions, nous devrons consentir, dans nos énonciations, 3 un certain
degré de relativité, La métaphore théatrale puise son contenu et sa force dans certaines
conditions et non dans une référence générale et arbitraire, Cest pour cela quelle doit étre
envisagée comme relation ou comme processus, plutdt que comme essence premiére des
choses. Nombre de caractéristiques que I'on impute, en général, au théitre, ne sont pas
exclusivement thétrales et sont également observables dans certaines manifestations de la
vie quotidienne et religieuse, les événements publics, et méme les manifestations sociales

3 WILSHIRE, 279.

M Jean-PAUL SARTRE, L'étre ef le néant, (Paris: Gallimard, 1986): 96.

¥ (GOFEMAN, 73,

3 MaRVIN CARLSON, «Theatre History, Methodology and Distinctives, Theatre Research International,
20, 2 (1995): 90-96.

% RICHARD SCHECHNER, Performance Studies. An Introduction, (London & New York: Routledge, 2002):
4]-42.



LE MAITRE OMNIPOTENT DE LA SCENE 115

conventionnelles, Dans ces cas-13, on peut parler d’aspects théatro-morphes du monde ou
d’espaces culturels ot la thédtralité peut simmiscer, cohabiter et fusionner avec d’autres
expériences religieuses et sociales.

Nous pourrions donc dire, de fagon moins énergique, que dans les espaces cultuzels
ol peut s'insinuer, quelque peu, la théatralité, la métaphore théitrale trouve un équilibre
entre la fonction de divergence et celle de similitude. On pourrait d'ailleurs faire une hy-
pothése de plus: si nous concevons une cérémonie religieuse ou une grande féte populaire
- tel le carnaval de I'Europe du Moyen Age - comme étant une performance, il est alors
possible que I’équilibre des deux fonctions de la métaphore théatrale s'associe a 'équilibre
des deux autres fonctions que Marco de Marinis et Jean Alter attribuent 2 chaque repré-
sentation thétrale, la fonction anaphorique et la fonction représentative,’

La métaphore théatrale constitue pour les études thédtrales un «tremplin» pour péné-
trer plus avant dans le dialogue contemporain du général avec le particulier, mais aussi du
diachronique avec I'historique, pour continuer 4 infiltrer d’autres domaines scientifiques
et A créer de nouveanx cadres de recherche et champs de réflexion. Comme tout discours
métaphorique, la métaphore théatrale renvoie toujours au monde, retrace [a réalité, et don-
ne ainsi la place & de nouvelles perspectives de recherche. Ainsi la théitrologie peut-elle
mettre en valeur I'opposition entre le sens manifeste et la dynamique des significations, en
protégeant le premier sans pour autant cesser son effort de conception de la seconde. Sous
cet angle, si la définition de nos instruments conceptuels est importante, la conception de
la dynamique des significations qui résulte de ces instruments I'est tout autant. La méta-
phore thétrale nous guide vers la théatralité du monde, qui, chaque fois, se rattache an
présent de chaque lecteur/spectateur, en une transition sans cesse renouvelée de I'espace
impersonnel de la théorie au lieu habité par des humains, occasionnant ainsi des signifi-
cations nouvelles et, parfois, inopinées. Peut-étre, dans ces cas-1a, la métaphore théétrale
peut-elle étre considérée comme un poéme en minuscule, ainsi que le voudrait Ricoeur.

3 M arco pE M arunis, The Semiotics of Performance, (Bloomington and Indianapolis: Tndiana Universi-
ty Press, 1993 [11982]): 48-49, et JEAW ALTER, A Sociosemiotic Theory of Theatre, (Philadelphia: University
of Pennsylvania Press, 1999): 60-64.
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THE APPEAL OF MODERN GREEK THEATRE ABROAD:
THE CASE OF NIKOS KAZANTZAKIS

ncient Greek Theatre is a separate chapter in every history of the theatre. Modern
(_’% Greek Theatre is only incidentally mentioned in a few of them, Modern Greek The-
atre, however, is not negligible in either drama production or theatre praxis. It can exhibit a
lot of significant plays written by talented and productive, even prolific, writers, and many
important companies, some of which have given successful performances abroad which had
a great appeal, Yet, individual success, even if it has a strong impact and provides the basis
for further activities, is forgotten eventually if not recorded and published, so that the histo-
rian of the theatre may be able to find his information somewhere. In a congress held by the
Modern Greek Program of the Ohio State University on the subject ‘Whither the Neohel-
lenic? A Conference-Workshop’, in 1996, some interesting conclusions came up concerning
the English-speaking world, and these instigated 2 more general research programme, in
the Department of Theatre Studies, under my supervision and conducted by postgraduate
students of the Department and myself, in order to investigate globally what the univer-
sal appeal of Modern Greek Theatre can possibly be. The American conclusions about the
translations and market-appeal of Modern Greek Literature in general were that there is an
overwhelming difference between the appeals of ancient and modern Greek culture. Greece
occupies a peripheral position in the world-culture, like Denmark, Belgium or Portugal -
always excepting the ancient culture. Although in the United States, in Australia and in Eu-
rope in thelast 25 (1997) more and more cultural centres and academic departments of Neo-
hellenic Studies have appeared, still there is a visible decline of interest in modern Greek cul-
ture and especialiy in modern Greek literature. Together with this the interest of publishers
is declining: the number of readers is constantly diminishing. The triad Cavafy-Seferis-
Kazantzakis seems to have a good reception, with Elytis at a lower level. The explanation
given in the article is that the effacement of Greek national calamities was followed by the
effacement of philhellenism; also, the Westernisation of the Greek way of life has rendered it
less exotic and therefore less interesting - together with its literature - than East-European,
Third World, post-colonial and in general non-Western authors, who now receive wide atten-
tion and critical response, while their works are abundantly translated and sold.! Focusing

! GREGORY JUSDANIS, “Introduction: Modern Greek ! Why ¥ Journal of Modern Greek Studies 15, No. 2
{1997): 167-174,

n7
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on Modern Greek Drama, Stratos Constantinidis discovers that the number of English
translations of modern Greek plays is also diminishing compared with the past decade of
1970-1990, which was a ‘boom’ period. The geometrical curve drawn by his statistics is ob-
viously declining. Judging by translations and academic essays on Modern Greek Theatre,
his deduction is that the number of plays in English translations is rather small and even
smaller is the number of translations fit for performance. He believes that the fate of Modern
Greek Theatre abroad depends on both theatre companies and academic activities and
remains optimistic that, since interest in Modern Greek Theatre has not vanished alto-
gether, it may still have a future in the English-speaking world.? According to this piece
of research, Nikos Kazantzakis is first in the list of playwrights, as he is also in the list of
novelists. As a poet he is extremely popular too, as his Odyssey was for many years a best-
seller in the United States and has elicited a great deal of critical response. In the field of
theoretical critique, Cretan Theatre comes first, with essays on Karaghiozis competing
with it, while the third place is again occupied by essays on Kazantzakis.

The Greek research deductions concerning the world as a whole differ. Although the
goal would seem unattainable, it was not really so, as most of the information came from
the playwrights themselves or their trustees, who are in a position to know what has hap-
pened to their plays. Still, not even the playwrights knew all the translations made of
their plays or their performances abroad. The causes of these omissions are various and
complicated. In many cases communication between the writer and the translator and/
or the theatre company was inadequate. The reasons wete of all kinds: conditions, chance,
political situation, personal contacts and relations, attitude of the writers or of the other
party, misunderstandings which the distance made fatal. In some cases the playwright
discovered that a company had staged one of his/her plays without informing him /her
in order to avoid paying royalties. Even so, the best part of possible information could not
but be provided in this way, as research all over the world is truly impossible. The sample
collected is certainly not complete, but T believe it can be considered as a cross-section and
it can provide worthwhile conclusions. The writers were asked to provide the archive of
this research project with all the available material (mostly photo-copies): the translations,
published and unpublished, performance programmes, press information, performance
and academic critique. Many of them responded promptly and now a large amount of
such material has accumulated in the library of the Department of Theatre Studies at the
disposal of Theatrology students, researchers or artists. This activity has inspired many
playwrights to add more and more material as time goes by and the archive is constantly

* Stratos E. ConsTanTiNIDIs, “The Appeal of Modern Greek Drama and its Future in the English-
Speaking World”. Journal of Modern Greek Studies 15, No. 2 (1997): 175-186.
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being enriched.? Besides the information derived from the writers, all the major libraries
in Athens were explored. Richer in material, as expected, were the library of the Mu-
seum and Centre of Greek Theatre and the library of the Association of Greek Playwrights.
Also used were the bibliographies of Professors Erasmia-Louisa Stavropoulou on Modern
Greek Literature (BsfAtoppagia yetagpdoewy veoeAsvic Adoyoreyviag, EALA., Athens
1986) and Stratos Constantinidis on the English drama translations (“Greek Theater: An
Annotated Bibliography of Plays Translated and Essays Written from 1824 to 1994.” Jour-
nal of Modern Greek Studies, 14, No. 1 [May 1996], special issue: 123-138). Besides these,
all relevant works and bibliographies about individual writers, the internet, the press, even
random information were consuited, indicating that further research may still reveal alot4
The translation list is certainly much more complete than that of performances; still the
latter must be taken into account, as the appeal of theatre can be really judged by its pres-
ence on the stage and not dealt with only as literature. The data of the research project were
statistically processed by a specialist.® Because exhaustive recording was impossible for
the above-mentioned reasons, the resultant diagrams must be dealt with circumspectly;
still, they are sufficiently indicative for our conclusions,

From the charts it maybe seen {with surprise perhaps) that the greatest (by far) number
of translations and performances belongs to Giannis Ritsos,S who would not be thought of
by specialists and non-specialists as a playwright, but as a poet par excellence. Of course,
he has written some works for the theatre. It seems that his poetry, especially the mono-
logues of the Third Dimension, contains the element of theatricality which has inspired
both theatre artists and audiences by their applause to incorporate many of his works
in the life of the theatre” After intensive reflection, the Third Dimension was admitted
as a collection of theatre plays, while the Moonlight Sonata and some other works were

3 The restlts of the information collected through this research programme were published recently by
the Department of Theatre Studies. See Ky rraxr PETr AROU, H anfysioy rov veoshdnvicod Bedrpov ato
efrepicd. Merngpioe; - Dapaotioeic [The Appeal of Modern Greek Theatre Abrod. Translations - Per-
formances], DapdBeac - MeAerrigiare (4], (Athens: Department of Theatre Studies, University of Athens-
Ergo 2005).

+ E.g., many playwrights did know that there were translalions and performances of their plays in the
former Soviet Union, but they did not manage to ascertain what exactly had happened. As a second ex-
ample, the late Vasilis Ziogas left a note with places where some of his plays had been staged. withont
mentioning which plays or when they had been staged. Loula Anagnostaki’s plays have certainly been
staged abroad, but she was unwilling to provide us with information.

5 Dr Georgios Cambourakis, tenured lecturer in the Electrical and Computer Engineeting School of the
National Technical Universily of Athens.

& And yet the records extend only to 1993, There are certainly many more up to the present day. See
ERATERINT MAKRYNICOLA, Bifdtoppapioe Nidvvy Piroov [Bibliography of Giannis Ritsos|. Athens: Erar-
peia Erovddry NeoedAnvikot [Tokmiopod ke Tevikig Mabsiog, [Modern Greek Culiure and General
Education Association] 1993 (including performances),

7 Research projects of the Department of Theatre Studies {Univ. of Athens) have shown an equally inten-
sive theatrical presence of the poet's works in Greece,
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included only in the performances, as to many of which it is difficult to say whether they
were regular theatre performances or ‘poetical evenings’, whatever both terms may mean.
The matter certainly calls for more discussion. As expected, the ‘patriarch’ of post-War
Modern Greek Theatre, lakovos Kambanellis, follows in both translations and perform-
ances.’ Nikos Kazantzakis' dramas, which most of his critics consider failures or describe
as “anti-theatrical’, have a strong presence abroad, much more than the plays of others
better known as dramatists. This is possibly influenced by his renown as a novelist and
a poet {of the — unpopular in Greece - Odyssey). In this first group, Antonis Doriadis is
also a dominating figure. Perhaps the presence of the writer himself abroad is decisive to
a high degree for the acquaintance with and appreciation of his work, In this matter, the
performance list is more representative of the real appeal the work of a writer may exer-
cise, as a play may be translated in Greece but the channel for its prometion abroad cannot
always be found or no such effort follows after all? Judging by the language, the English
translations outnumber all others, but many of them were made in Greece. German and
French translations follow, with the advantage that they were mostly made in Germany
and France, respectively, Romania and its language show a rather high percentage, while
it is possible that in Russia {ex-Soviet Union} many more translations and performances
took place than those we have been able to discover.

In chronological order, we can see that during the nineteenth century there are few
translations and fewer performances. The curves rise after 1960, although the ups and
downs are difficult to interpret because of the gaps in the data, The peaks, however, both
in translations and performances can be seen in the 15 years after the end of the seven-
vear dictatorship. Perhaps the writers became intensively active then, as they had problems
with passports and travelling before.

In the nineteenth century, despite the small size and modest economy and culture
of Greece, the national ambitions and cultural aspirations of the Greeks were high - the
Great Idea. Although theatrical affairs in both drama production and theatrical praxis
were only developing, some of the most important writers of the age (the last quarter of
the century), such as Alexandros and Kleon Rangavis, Dimitrios Koromilas and Angelos
Vlachos, translated their plays themselves or had them translated, in some cases they even
wrote them in French and gave them to foreign companies which happened to be in Greece
to stage them. Some plays were indeed played abroad.”® Then in the first half of the twenti-
eth century there seem to have been hardly any performances in foreign countries. Spyros

¢ In Constantinidis’ diagram {se¢ note 2} he is second, coming after Kazantzakis.

* Some writers told me in private conversation that they found the negotiations so complicated and
exhansting that they gave up.

1 For concenirated data available see note 3.
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Melas’ plays had an impressive presence perhaps, but information was difficult to verify.
The exportation of Greek dramatic works outside the Greek borders really started after the
Second World War and the first writer who was able to achieve this was Nikos Kazantza-
kis. The idea had come to him much earlier, at the beginning of the thirties, when Pan-
delis Prevelakis was studying in Paris. Kazantzakis aimed really high: he thought that he
could translate his tragedy Nicephoros Phocas and Prevelakis should forward it to Georges
Pitoff through their mutual writer-journalist friend Renault de Touvenel.? As perhaps
could be expected, nothing came of it. In 1946, Kazantzakis settled in France, started
publishing abroad and gaining world-wide fame; he was nominated twice for the Nobel
Prize. [n 1948, his tragedy Julian the Apostate was selected by the director of a company
of young theatre artists (Georges Carmier) in order to be performed in a competition for
voung theatre companies (Concours de Jeunes Troupes). The means of the company were
rather limited. It was played with the title Saint Julien I’ Apostat and Kazantzakis appea-
red as Nicolai Kazan. He attended the rehearsals and wrote to Prevelakis that the actor
who played the leading part was excellent,” but did not stay for the performance. A letter
informed him that it was warmly applanded," it was not awarded the prize though. Still
it was a beginning. It was produced again on the radio in France in 1963 with Catherine
Sellers in the part of Marina.

The previous year {1947) Kazantzakis had translated his tragedy Melissa and given it to
some French intellectuals who admired him. At first, a theatre director, Maurice Jacque-
mont, promised to do his best to stage it, then Jean Louis Barrault asked for it and said he
was “hanté” (obsessed) by it and would like to stage it if he could, but it seems he could
not after all. Then Jacquemont gave it to Albert Camus, who wrote a beautiful letter to
Kazantzakis praising it and promised to help in finding a company to stage it.'* Kazant-

1t See Spyros MeLas, Tevivra xpdvin Barpo [Fifty Years in the Theatre]. (Athens: Fexis, 1960): 415-424,
However, they were not taken into consideration, as a lot of information derived from this book in the
verification proved inaceurale, It cannot be all false, however, and it is a pity that Melas does not provide
more conctete information.

12 Nikos Kazanrzakis, Terpandog ypdppare vov Kaloviltny orov Hpefeddan [400 letéers from Ka-
zantzakis to Prevelakis]. (Athens: Eleni N. Kazantzakis, 1984) (1%, ed. 1965): 313-314, For the same pur-
pose he wrote his novels Toda-Raba {1929) and Le jardin des rochers (1936) in French, which were trans-
lated into Greek by Giannis Maglis and Pandelis Prevelakis, respectively,

13 KaZANTZAKIS, 590. Perhaps this talented young actor was Michel Piccoli, whose name is among the
cast in the programme of the performance, which can be found in the Kazantzakis Museum in the village
of Myrtia near Heraklion in Crele, Unfortunately, it is not stated which actor played which part.

* ELENI KAZANTZAKIS, O aouipipacros [A Biography based on his Letters). {Athens: Eleni Kazantzakis,
1977): 554,

15 gMardi 22.10.1947, Cher Monsieur, Melissa est une trés belle piece, que j’ai lue avec une sorte de recon-
naissance. 11 0y a rien 2 y ajouter, ou retrancher. Et il faut la faire jouer sans tarder. Puis-je vous voir cette
sernaine...? Je veux déja vous dire ma gratitude pour m'avoir fait lire cette superbe tragédie, Votre dévoué
Albert Camusn, Hellenika 111 (1967); 64,
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zakis’ hope to see his favourite tragedy played was not realised during his life-time. Its
first performance, though, was indeed in France, in 1960. The coempany won the prize in
a competition for young companies (Concours des Jeunes Compagnies) which had been
held in France every year since 1946. Six companies competed each time and it was per-
haps the same competition in which Julian the Apostate was presented. Then the company
participated with Melissa in the Festival of Liége, where the critics praised it to the skies,
and afterwards went on tour. Its success established the director Antoine Bourseiller and
Nikos Kazantzakis as a playwright in France. In Paris most of the reviews were favour-
able, although Gabriel Marcel called the play “Grand Guignol” and wrote that it was not
in the style of Shakespeare’s tragedies, as most critics maintained, but it rather resembled
the dramas of Crébillon."

Kazantzakis’ increasing fame aroused the interest of the theatre artists. In 1954, the
National Theatre of Mannheim decided to stage his biblical drama Sodom and Gomorrah
in a translation by one Hans Schwarz, which was judged as inadequate by all the critics. It
was stated in the press that the German people was attempting to resume its contact with
its great cultural currents together with the secondary currents of other countries, so that
the international spirit of Goethe should be reborn. As Kazantzakis’ play gave the impres-
sion that the writer intended to create a Greek Faust, Sodom and Gomorrah was selected
for staging.” Unfortunately, its performance was a failure, Kazantzakis was present in the
opening night, had to give a conference to aggressive journalists, and complained to Prevel-
akis that the director and the actors had turned his play into a ballet without consulting
him in the preparation, with the result that they completely misunderstood its meaning.
He asked the manager of the theatre to drop performances and after some nights he did
$0.18 Its next production was in 1959 in the United States in Hollywood, in the transla-
tion of Kimon Friar and directed by the Greek-American James Elliott. It was the time
after Kazantzakis’ death, when The Odyssey in the translation of Kimon Friar had become
a best-seller in the U.S.A., and the novels too. Many impressive things were written in
the press, an artistic committee was formed to decide about the staging with Elia Kazan
among its members (if all the things the newspapers said were true) and the opening night
was a social event attended by celebrities like Gregory Peck, Spyros Skouras, José Ferrer,
etc. Still, the reviews give the impression that the performance by the Theatre Group of the
University of California was rather a cultural event than an artistic one. The critics liked
the play and disliked the translation and the performance. A few years later, in 1963, it was

16 For a more complete account of the performance and excerpts of the reviews see KyRrax PETR 2ROV,
O Kalavr{dwns xo vo Béatpo [Kazantzakis and the Theatre] (Athens: Militos, 2005): 327-329. The reviews
have been collected in the Kazantzakis Museum by Giorges Anemogiannis.

I ‘Yo By, 27 Jan. 1955,

8 PETRAKOU, 449,



THE APPEAL OF MODERN GREEK THEATRE ABROAD: THE CASE OF K. KAZANTZAKIS 123

staged again regularly in New York, in the same translation by Kimon Friar but entitled
Burn me to Ashes. It had a rich critical response, but the critics were divided. Some wete
extremely positive, others were ironical.”

In 1908 or 1909, Kazantzakis wrote a symbolist play entitled Comedy: a One-Act Trag-
edy, which, although it was astonishingly modern and unusual in the Greek theatrical or
literary miliey, elicited only some slight critical response by a friend-critic when it was pub-
lished in 1909 and then was completely forgotten even by its author. Its subject, like its style,
was really unique for its time and place and was the first of Kazantzakis’ works express-
ing a religious crisis. It is really subversive and could have been considered blasphemous
by the Church more easily than his novels in the last decade of his life, because of which
the Church threatened to excommunicate him. It presents several people on the threshold
of death, a priest and a nun among them, who wait with anguish for God to appear but
confront only his absence and his terrible silence. The previously devoted priest revolts;
he swears at and curses the name of God as a dishonest being, a fraud. After Kazantza-
kis’ death, it was re-published in 1958 and the ethnologist-student of religion Kartl Kerényi
wrote a famous essay in which he related as a forerunner Kazantzakis” Comedy with Sartre’s
Huis-Clos and Beckett’s Waiting for Godot. James Elliott, the director of the first produc-
tion of Sodom and Gomorrah, happened to be in Greece in that same year looking for a
suitable modern Greek play in order to introduce Modern Greek Theatre in the United
States, where it was utterly unknown. After a lot of publicity and suspense, Elliott returned
to the United States and staged Sodom and Gemorrah, as mentioned above. Cornedy had
a series of productions all over the world, except for Greece, where it was only recently
(1997) adapted into a television film. Tn Canada, it was also presented on television in 1966
and in France adapted for the radio in 1969. Its first regular performance was in 1970 by
a company called Kiisnacht Seminartheater, in Ziirich, translated by Argyris Sfountouuis,
obviously of Greek origin, but with Swiss actors and director (Nicolas Zbinden). It was not
considered just a cultural event but an instigation for an public discussion about Christ, as
it was thought (in Ziirich) that theological subjects after the Second World War had become
a private matter, a kind of taboo that nobody dared to speak about any more. This public
discussion was conducted by Sfountouris, a university teacher and two priests. They talked
about Comedy and The Last Temptation. Three years later, the same company, under the
name ‘Kazantzakis-Biihne Ziirich’, gave a revival with the prospect of introducing impor-
tant unknown foreign plays to Swiss andiences. The critics were not especially favourable
to either the play or the company, still there were some positive ones who praised them
and pointed out that Swiss theatrical life needed enlivening by Eastern European cultural
products and this Greek play provided a sound that was missing. In 1971, it was played in

1% PETRAKOU, 450-453,
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the United States, in the University of Michigan by the Student Laboratory Theater,

Going back to the fifties, during Kazantzakis lifetime his devoted translator Bérje
Knds, besides his novels, translated his tragedy Theseus, which was adapted and presented
on the radio in Sweden. But his most impressive theatrical successes came from his novels.
In 1954, Christ Re-crucified was adapted into a drama by Ragnvald Skrede and played by
the state Norske Theatret in Oslo. This production was so successful that the play stayed
on for a long time, and next year the same adaptation was used by another company in
Helsinki.?® In 1957, the Greek-American writer and director Michael Antonakes adapted
it under the title He Who Must Die. It was performed in an experimental production in
New York in 1957, by the company of Yale University in 1960, by the College of Salem in
1972, by the Greek Theatre of New York in New York again in 1980, In 1961, its French
adaptation by Frangois Daviel was staged at Versailles and the laudatory reviews urged
Jean-Louis Barrault the next year to invite the company {Théitre Montansier - Marcelle
Tassencourt director) to Paris.?' It impressed even Gabriel Marcel this time.?2 In 1964 there
was a Flemish adaptation by Jef van der Heyden which was produced in Anvers. Before
Kazantzakis died, the Czech composer Bohuslav Martinu collaborated with him in the
adaptation of the novel into an opera libretto, under the title Greek Passion. This opera was
a smash success and is still produced to this day. It instigated a practice of making adapta-
tions of Kazantzakis' novels into operas or musicals that still holds, In 1987, the Hungar-
ian composer Szokolay Sandor had his own opera out of Christ Re-crucified, entitled Ecce
Homo, produced at the Opera of Budapest,

A prose adaptation of The Gdyssey was produced in the United States in 1970 by the
University of Michigan Players. I have also found a musical one by Morton Achter and an-
other musical play entitled Odysseus by Thomas Beveridge, based on Kazantzakis’ epic.

The favourite novel, however, was Alexis Zorbas, as might be expected. In the United
States, it started in 1968 a brilliant career adapted as a musical by Joseph Stein {text), John
Kander (music), and Fred Ebb (lyrics). This adaptation was used by many other companies
in other cities (Boston 1968, New Haven 1968, Los Angeles 1970, Milburn, New Jersey
1970 with the Greek actor Titos Vandis in the title role), then in other countries (Helsinki
1970, Vienna 1971, Leipzig 1982, Verona 1988, Paris 1991, to name but a few).?® Another
adaptation was in Belgium-Brussels by Bernard Damien in 1982. Michalis Kakogiannis
directed it on Broadway in 1984, with the same leading actors, Anthony Quinn and Lila
Kendrova, as in his famous film, where it was on for three years.

® Tn the Kazantzakis Museum there is abundant press material from Norwegian and Finnish newspa-
pers, some of which with an English translation.

Y Press material in the Kazanizakis Museum,

2 Nowvelles Littéraires, 7 Juin 1962.

2 PeTRaKOU, O Kafavr{dxng ko ro Ofatpo, 45-4%. Press malerial in the Kazantzakis Museum.
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Even before it was produced in Greece, Christopher Columbus, translated by Miguel
Castillo Didier, was produced in Tucuman, Argentina in 1966 and in Buenos Airesin 1967
in the legendary Teatro Coldn, then in Caracas, Venezuela in 1968. In 1975, 2 TV adapta-
tion by Pierre Cavassilas was produced in France, with Victor Garivier and Brigitte Fossey
in the leading parts and music composed by Mikis Theodorakis. In 1984, it was produced
on the radio and in 1992 there was a regular production by the Théatre du Sens company
which was presented in France and Spain. There has also been information about another
Spanish adaptation in 1997 and an American production in 1998 or 1999 in New York,

It seems that Kazantzakis plays, like his novels, opened the road for other contempo-
rary Greek playwrights. In France, which was the cultural Omphalos for the Greek intel-
lectuals as for the whole world, after Spyridon Vasiliadis’ Galatée in 1880 and Dimitrios
Koromilag’ Une mission in Marseille in 1887, his Julien I’ Apostat was perhaps the first
modern Greek play to be produced in 1948. It was followed only in 1957 by Margarita
Lyberaki’s Lautre Alexandre. In Germany his Sodom and Gomorrah in 1954 was also the
first play by a contemporary Greek playwright. In America, in the United States in 1959
with Sedom and Gomorrah and in 1966 in Canada with his Comedy: a One-Act Tragedy, he
was also the pioneer. In South America, he appeared first with his Christopher Columbus
in 1966 in Argentina. In Switzerland his Comedy again allowed modern Greek theatre to
make its debut. His regular dramas, however, with a few exceptions, have had more a suc-
cess d'estime than a regular artistic and financial response. The hits were really the prose
and especially the musical adaptations of his novels which have had a great and lasting
success all over the world, following that of the novels and The Odyssey.

Going back to the Modern Greek Theatre in general, a total of 278 productions abroad
have been identified in several countries. Most of them, however, were instigated by
Greeks living abroad or as cultural events of limited range. The conclusion about its appeal
1s somewhat pessimistic: Modern Greek Drama, even when extended outside the Greek
borders, has not become an autonomous artistic preduct which can be incorporated and
naturalised as a section of the universal culture. Only Kazantzakis’ operas and musicals
have achieved this goal. For the time being it is still a specific and unavailable product, not
50 much because of lack of production but mainly because of lack of demand. We know by
the laws of marketing that there are methods to control production and demand; however,
that is a subject beyond the scope of this paper,






SIRKEU AALTONEN

DOES THE EEL HAVE A GENDER?
PROCESSES OF INTERPRETATION INTO ENGLISH
OF THREE PLAYS BY LAURA RUOHONEN

hen the stage director Svetlana Dimcovi¢ was preparing Laura Ruchonen’s
Queen C for the production at the Gate Theatre in London in 2003, she asked the

translator for clarification or explanation of some, for her important, points, in the text.
One of them concerned the significance of the eel in the play. Similarly, when the transla-
tor David Hackston was preparing a translation of Ruohonen’s An Island Far From Here
for the production by youth theatre groups in England (the play was chosen for the Shell
Connections at the Royal National Theatre in 2003), he wanted to discuss the text with
the playwright and ask for explanation or clarification on points in the text which, he
thought, were not clear. In both these cases, the text was felt to give insufficient indication
of the preferred reading. Extra-textual considerations, although more closely tied to their
form of expression, were also seen to obstruct the view to the reading of Ruohonen’s Olga
when a bilingual translator, Angela Landon, was commissioned to make a gloss trans-
lation (or a literal translation) of the play for the production at the Traverse Theatre in
Edinburgh in 2001. Landon’s commission was to provide with commentary those points
in the text where she thought the difference between languages and views of the world
needed explanation.

The three translations, the stage version which was used at the Gate, the introductory
translation prepared by Hackston for the Connections, and the gloss translation produced
by Landon are similar in that they all lock beyond the text for help with interpretation.
They are different, however, in their view of what features need explanation and why. They
involve different types of translation. A gloss translation involves intralingual transla-
tion as it generates, in places, two parallel texts: an explanation of an expression in the
source text and its idiomatic counterpart. An introductory translation, targeted at only
a vaguely defined audience, generates a more or less homeless interlingual translation, a
hybrid which is situated between the two languages. Finally, the stage version anticipates
reactive intersemiotic translation by the director and actors.

My aim in this paper is to look at the three processes of interpretation to find out
what features in the source text are deemed ambiguous and in need for clarification in
the different types of translations (readings). I am also interested in how the practitioners’
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reading of what elements are significant differs depending on their role in the process
involving translation,

The texts involved in the study are

1) the introductory and stage translation of Laura Ruohonen’s Queen C
2) the introductory translation of Ruohonen’s An Island Far From Here
3} the gloss translation of Olga

For my reading of significant elements in Queer C and An Island Far From Here, 1
have relied on paratextual material, such as the translators’ notes and letters exchanged
in completing the translations. I have the correspondence between the director Svetlana
Dimcovi¢ and the translator David Hackston concerning Queen C, and in the case of An
Island, 1will use the commentary Hackston has written in the text. In the gloss translation
of Olga, bracketed explanations and /or idiomatic counterparts of the source text expres-
sions are regarded as an indication of significance.

My research methodology comes from culture - orientated translation studies as it
considers texts in their cultural environment and is interested in the way in which culture
impacts upon and constrains translation. am also a systems theorist in that I see theatre
translation constrained by the theatrical system of which it is an element.

Finnish drama in English translation

The choice of three conternporary Finnish plays and their translations into English limits
the generalisability of the findings. Finnish theatre is part of the text-centred Western
theatre (see Aaltonen 2000, 17-20), and although one of the Nordic countries, Finns speak
their own Finno-Ugrian langnage, which belongs to a difterent family of languages from
those of their neighbours. Finnish culture is marginal in the Western cultural hierarchy,
and the Finnish language is usually impenetrable without the mediation of an intermedi-
ary language or intermediary translation. When Finnish drama is marketed to English
theatres, three types of translations may be needed in the process. The first, an introductory
English translation, is commissioned in Finland and intended to convince foreign theatre
practitioners of the potential of the play. Once accepted for production, English theatres
may commission a gloss-translation, which constitutes a metatextual commentary on how
the source text is constructed on the text-linguistic level. Finally, a stage version may be
created for a specific production, using either the introductory or gloss translation, or
both. The stage version re-actualises the play for its new audience, while the other two
translations are targeted at theatre practitioners. The three types of translations, the in-
troductory, gloss and stage translations, are thus motivated by different aims. The intro-
ductory translation, prepared in the source culture, is aimed at selling the text (its way
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of retelling a story with a particular dramaturgy) to theatre practitioners in a variety of
language-cultures, while the gloss translation prepares a new source text. The stage ver-
sion is aimed at selling the text to specific theatre audiences in a particular segment of a
larger language-culture (for a detailed discussion of the three types, see Aaltonen 2004},
The domestic inscription, or re-actualization, in intreductory translations is likely to dif-
fer from that of the more closely targeted stage translation. All types may involve collabo-
ration between the playwright and translator, the playwright, translator and director, or
the translator and director.

In the mainstream commercial theatre, plays from marginal cultures are not necessarily
a good selling-line, and the more marginal or exotic the image of the source culture, the
higher the threshold for acceptance for reasons other than as a cultaral curiosity. Pro-
gramming a translated play is a huge financial risk. Marginal (theatre) cnltures do not
support each other’s drama even within geographically, economically or culturally unified
areas such as Europe.

The Anglo-American market, although very desirable, is practically impenetrable,
and oaly very few playwrights can hope to get their work accepted for preduction there.
Finnish playwrights are a good case in point. Although the total of well aver 200 Finnish
plays are available in English translation, the number of Finnish plays performed in the
English-speaking countries is small. Since 1990, 11 Finnish plays have been performed in
the U.S.A., Canada has admitted two, England four, Ireland one and Scotland four plays.
(http:/fwwwiteatteriorg/naytelmat/index.html), It is obvious that small and marginal lan-
guage-cultures have to work hard and also have a great deal of luck in gaining acceptance
for a production abroad. International projects, such as the European Platform project or
foreign national projects, like the English Shell Connections at the Royal National Thea-
tre, aimed at promoting contemporary drama, have helped playwrights like Laura Ruo-
honen to gain a foothold abroad. Public readings and theatre festivals are very important
too. Still, lucky coincidences play a very significant role. For example, a Scottish play was
staged in Helsinki in 1999, and the Artistic and Literary Directors of the Scottish Traverse
Theatre came to see the preduction. On this trip they were told about Olga, became in-
terested, and took the text {an introductory translation of the play) home. subsequentty,
Olga was premiered in Edinburgh two years later as “the first contemporary Finnish play
1o be performed at a leading UK theatre”, The stage director at the Traverse was visiting
from the Rough Magic Theatre in Ireland and took Olga to Ireland as well. Ruchonen’s An
Island Far from Here found its way to the Shell Connections also through the production
at the Traverse. The producer at the Royal National Theatre read the Traverse translation
of Olga, became interested, and the theatre decided to include Ruohonen in the 2003 Shell
Connections.
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The Case of «Queen C»

Theatre translation is similar to map-making in that in it, a translator draws a map of
the play which the stage director will use to find a path for the actors through the play,
and to direct them along this path. In this map, some factors are more significant than
others, and through the significance given to these factors, the play is made to mean.
This process is visible in the collaboration of the translator David Hackston and the stage
director Svetlana Dimcovié of the Gate Theatre London when Laura Ruchonen’s Queen
C was prepared for the stage.

My material consists of two versions of Laura Ruohonen’s play Queen Cand the discus-
sion, in the form of an exchange of letters, between the translator, David Hackston, who is
responsible for both versions, and the stage director Svetlana Dimcovi¢, who directed the
play for The Gate. Hackston's first version was written before the play was targeted at any
particular production (an introductory translation, prepared for the Platform Project),
and this version was then revised for the production at The Gate in 2003,

After reading the introductory translation of Queen C, Dimcovi< asked in her letter
to Hackston for clarification or explanation of what she called pivotal points in the text
(Dimcovi¢, n.d). The motivation for her query was that she needed to prepare the text
to direct and help the actors with their interpretation. In his letter, Hackston replied to
Dimcovi€’s queries and explained the choices he had made in the text. Some revisions
were then made in the final stage version.

Queen C is not a play which would necessarily attract large audiences. It is only loosely
based on the life of Queen Christina, who ruled Sweden for some 20 years in the 17t cen-
tury. It has a loosely woven plot and combines episodes with Queen Chuiistina and other
characters. The characters communicate largely through monologues; they do not speak
to each other but rather past each other. In addition to the exceptional formal structure
of the play - episodes rather than a continuous plot, monologues rather than dialogue
in scenes - the choice of topic, a Nordic Queen from the 17% century, also makes it a
demanding text.

The general impression of the stage director was, as could have been anticipated, that
Queen C was a difficult text. In particular, the stage director found it difficult as a blueprint
for directing the actors because of the ambiguity of its language: The language formed a
matte glass through which the characters could be seen to speak and act (Dimcovié, n.d.).

There was not sufficient motivation in the text why the characters spoke in a par-
ticular way. The sentence structures were long and complex, and the characters were not
talking to each other, Also the lines were long. The characters were piling up ideas and
elaborating them in an endless train of thought without connectors showing the logic in
them. All the characters used the same style.
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The translator explained that this was a feature of the author’s style, and not as such
an element of characterisation. Complicated sentence structures indicated that the world
of the play was not real, but fantasy. Complexity functioned in the external world between
the playwright and the audience but was superfluous in the fictional world of the char-
acters (Hackston, n.d.). As a compromise, in some places the long sentences were revised
and split up and connectors changed to clarify the logic for the actors.

Another problem in characterisation was the mixing of styles of very elevated lan-
guage and dialect or slightly more vulgar terms. For example, the Queen Mother used
dialectal forms, standard and colloquial language but also almost slangy language. The
director found this puzzling. The interplay of language and the style was never allocated
to one single character either. Christina herself speaks both very elegantly but also swears
occasionally. Why did characters mix styles, and were all the characters supposed to
speak in exactly the same way and not have a unique self ? How characters spoke made
them into who they were, and it was as important as what they actually said. Should such
strong and different characters all uge the same style ? According to Dimcovié, the actors
would wonder if the Queen Mother should sound a little dated and Christina laddish and
tougher in her lack of femininity (Dimcovic, n.d.).

Again, the translator explained that the feature was there for a purpose, as the mix-
ing of styles was a feature of Ruchonen’s style of writing. In the play, there were two
worlds present at once: the ‘real world’ in which the characters used quasi-naturalistic
language and their ‘inner world” when the writing tended to be more poetic and stylised.
'This explained the mixing of styles within the same scene, even within the same speech
(Hackston, n.d.). The explanation satisfied the stage director, and the interplay of styles
(informal and formal styles) was not removed,

In Queen C, the setting of the royal court has an almost agent-like feature, a large eel,
living in the well in the palace garden. The significance of the eel becomes clear both at
the beginning and at the end of the play. The English stage director was puzzled by the
significance given to an ¢el. Did the eel have any special meaning in Finnish culture ? In
English the cel was a slimy fish and could thus connote a ‘slimy’ person. What was its
common, everyday significance in Finland ? And what was its mythical, historical, socio-
historical, sexual, religious, spiritual or folklore/folktale significance ? In the text, the eel
had no character, and still it was so powerful that it even affected the Queen’s decision to
abdicate and leave the country (Dimcovi¢, n.d.).

According to the translator, the character of the ¢el had to be constructed by the evi-
dence in the text, which was a mixture of fact and fiction. General knowledge of the eel
was scarce also in Finland; it did not carry a class connotation, and the species was rare.
The eel did not feature strongly in Finnish folklore either (Hackston, n.d.).
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Only once was significance added to a particular linguistic expression. The discursive
markers of feminist discussion and the distinction between biological sex and sacially
constructed gender were also visible in the translator’s choice to use the words femaleness
and rnaleness, for example when the philosopher Descartes is speaking about the divide
between biology and mind: {...) what is the state between fermaleness and maleness ? What
is the being between femaleness and maleness ? (Ruohonen & Hackston 2002, 20). The stage
director found the use of words femaleness and maleness awkward, as these particular
words would not be used in English. She felt that they would de-sexualise the question of
gender. Could these be replaced (Dimcovi¢, n.d.) ? Here again, the translator’s choice had
been conscious, and he had deliberately wanted to avoid, for example, the word feminine.
Although the translator, a native speaker of English himself, gave his motives in his let-
ter for his choice of fermaleness and maleness by their use in feminist academic discourse
to refer to biological sex as opposed to socially constructed gender (Hackston, n.d.), the
terms disappeared from the final version.

On the basis of the exchange of letters between the stage director and the translator,
the most important ambiguities for the stage director in the preparation of an intersemi-
otic translation of Queen C concerned characterisation and character identification as well
as an element of the setting important for both the theme and the protagonist’s main ob-
jective. In one case, the ambiguity concerned the choice of a particular expression, which
was, however, an important social discourse marker.

The Case of «An Island Far from Here»

When Laura Ruohonen was invited to write a play for the 2003 Shell Connections at the
Royal National Theatre in England, she decided to rewrite her text Kellarimummo, ‘cellar
granny’, for it. The play is a simple story of two sisters who find an old lady living in their
cellar. Only the sisters, Lida and Sofia, are identified by first names while the other characters
are described in terms of their relationship with the girls or each other. The play is set inan
unidentifiable location somewhere in Finland, and it is only vaguely tied to a geographical
place through some references to the surroundings or weather. The translator of the playinto
English, David Hackston, became involved in the project from the beginning and started his
wotk already on the earlier Finnish version, bearing in mind that some changes would also be
made in the Finnish text. However, he knew that the play would be put en stage in England.
In this respect his translation is not a typical homeless translation used to introduce the play
to foreign theatre practitioners.

In the first Finnish draft, the translator identified some 85 segments which he either
had found unclear or wanted to discuss with the playwright. The majerity were linguistic
queries and concerned Finnish idioms, less familiar colloguial, dialectal or slangy epithets
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or onomatopoetic verbs, and some old-fashioned expressions. Although seemingly on the
linguistic level, these would also be important for characterisation through the manner of
speaking and a character’s situational style.

Some 20 remarks indicated explicitly that the translator was conscious of the theatrical
production of the text. What did the old lady mean when she was comparing her son in a
monologue to a stone (Ruohonen & Hackston 20024, 11) ? What did two characters mean by
their remarks which did not seem to fit in the context (Ruohonen & Hackston 2002a, 21) ?
Some stage directions were also found to be ambiguous: why was one of the characters get-
ting drunk so late (Ruohenen & Hackston 2002a, 30) ? The translator also suggested the
leaving out of the stage direction concerning an unspecified gesture, a ‘Nar sign’ which one
of the girls was making at her sister (Ruohonen & Hackston 2002a, 43). In a couple of cases
the translator wondered about the inconsistency in the logic of the line. Why did a character
change the tense of the verball of a sudden (Ruohoren & Hackston 2002a, 3) Why did alist
jump from two to three to one and two( Ruohonen & Hackston 2002a, 21) ?

Some eight inquiries concerned the significance of a stylistic feature which would be a
feature of the author’s style rather than have importance for character construction. Was
the fragmented layout of the lines or tautology intentional (Ruohonen & Hackston 2002a,
9) There were too many adjectives in the description of a landscape (Ruohonen & Hackston
2002a, 20), and, the opposite, the English of a character’s speech would gain in effect if it were
made more descriptive (Ruohonen & Hackston 20023, 29). The translator suggested the use
of some English idioms which would increase the sense of familiarity for an English audi-
ence (Ruohonen & Hackston 2002a, 27).

The majority of the translator’s queries in preparing an introductory translation focused
on details rather than larger segments of expression, Theatrical implications of the segments
were tied to the logic or sense of the lines. Unlike the stage director, the translator was also
aware of the author’s style of writing which did not serve a dramatic function. The translator
showed awareness of the audience by inserting in the text English idioms and consciously
avoiding unfamiliar or difficult features.

The case of «Olgas

A gloss translation is incomplete as it only points out the sites of indeterminacy but avoids
making choices, This is in line with a gloss translator’s commission, which is primarily to
explain the segments where the source language differs in its expressions from the target
language. She is not supposed to be concerned with the production on stage. The transla-
tion is intended to be used as raw material, a new source text, for the stage translator to
work on. Gloss translators are commonly employed, for example, in Great Britain, while
they are practically unknown, say, in Finland. The praxis has been a target of severe criti-
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cism as it has been seen as an excuse for justifying an ethnocentric translation strategy
and enabling writers to rewrite plays by foreign dramatists as they think fit, whilst still
claiming that they are producing something called a translation (Bassnett 2001, 62). It has
also been seen to have led to a situation of asking playwrights with no knowledge of a for-
eign language to ‘adapt’ plays for the British stage, in an atiempt to draw larger audiences;
the logic being that the theatre-going public may not be prepared to go and waich a play by a
writer whose name they can barely pronounce, but if So-and-So ‘translated” it, then it must
be okay (Hackston 2004).

Whatever the ins and outs of using a gloss translation, when the introductory transla-
tion of Olga had raised the interest of the Traverse Theatre, it commissioned the bilingual
Scottish-Finnish translator Angela Landon to write a gloss translation of the play. This
was then used by Linda McLean, a Scottish playwright, to prepare the stage version. In
the theatre programme of the production at the Traverse, the different translations of the
play were distinguished by a hierarchical listing: Linda McLean's translation was called a
“version”, while Angela Landon’s was described as aliteral translation (theatre programme
for Olga at the Traverse Theatre).

In her gloss translation, Landon identified a need for commentary on some 120 points.
The Finnish expressions that prompted a comment were chosen on the basis of a variety of
criteria. Some represented figurative language; others were regarded as important because
of their etymology. In some cases the explanation concerned the author’s idiosyncratic
expression, Occasionally the translator made herself visible by including a remark about
the English expression and suggesting an alternative. Commentaries on topical cultural
markers ranged from representatives of political parties to a cup of tea. Non-fictional place
names were occasionally translated. (for a more detailed discussion with examples, see
Aaltonen 2004a),

Stylistic differences were usually not commented on, although these might have been
useful for character identification or construction, The fact that Finnish does not distin-
guish feminine and masculine gender in the third person singular pronoun was pointed
out and so was the use of ‘it’ to replace them, but the stylistic implication of this was not
commented on (Ruohonen & Landon, n.d., 4). Nor did the translator comment on the
Finnish use of the 2n person plural pronoun for polite address, which may, and did in
Olga, have dramaturgical implications. Olga and the young drop-out Rundis use the polite
form first (Ruohonen & Landon n.d., 6) but quite soon change to the familiar form (e.g.,
Ruohonen & Landon n.d., 16-22). Nor was there any commentary on the stylistic implica-
tions of the swearwords or epithets. The translation described the Finnish use of owl or
wallerazy to indicate a derogatory description of a character, but not what the situational
style was {Ruohonen & Landon n.d., 13). In some places the translator suggested a stylistic
shift from ‘mother’ to ‘mum’ (Ruohonen & Landen n.d., 5) and from Yes, yesto Yeakh, yeah



DOES THE EEL HAVE A GENDER? 135

(Ruohonen & Landen n.d., 6) but did not explain the reason for this.

The majority of Landon’s remarks (90 in all) concerned the linguistic form of the Finn-
ish expressions, that is, when it differed from that of English. Topical cultural markers,
expressive of different social praxis, were commented on in 12 cases. Other comments
concerned stylistic options, linguistic alternatives, or metaphorical code-switching. All in
all, the gloss translator was concerned with the small segments of language, usually indi-
vidual words or phrases, underlining the difference between the way the two languages
construct their expressions. The translation was a metatextual commentary on the source
text and targeted at one person only, the playwright who would write the stage version of

her text.

Conclusions

In theatre translation it seems to be a commonly held view that a foreign language and
culture may in places block the view to the stories about human life told in drama. As my
case study above shows, this was the case in processes of preparing drama for produc-
tions abroad. The language of the source text or cultural differences were seen as possible
problems in all types of translation. All practitioners assumed that a story could be found
if only the obstacles of linguistic expression could be removed. All practitioners assumed
that extra-textual, background information was necessary, and the text alone not suffi-
cient for constructing a reading of the play.

Consideration of the playwright’s style without a dramatic function was visible only
in the notes which accompanied the introductory translation. For the stage translator it
was not of interest, and she expected the language to serve primarily a dramatic function.
She was interested in the largest segments of language. The translator of an introductory
version was also interested in the theatrical potential of the text but clearly in smaller
segments. He was interested in what a particular segment indicated of a character in a
particular exchange rather than in the play as a whole. His interest was also in the logic of
the lines. He was aware of the playwright's style of writing, but he also aimed at removing
unfamiliarity by replacing less well-known features with idiomatic expressions. Familiar
language would thus re-actualise the play for the anticipated audience. A gloss translator
was interested in linguistic details rather than the text as a whole. Neither the dramatic
function of the segments nor features of the author’s style were commented on.

When a gloss, an introductory or a stage version are being prepared of a foreign play-
text, translators adopt different points of view as to what is significant in the text. All
agree that the readings suggested by the text rely most importantly on extra-textual fac-
tors. What these factors are needs further research. My findings suggest that a translator’s
reading is, at least partly, related to his/her understanding of the significance of the entire
language system, theatrical and dramatic conventions and society at large.
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Pirkxo KosKI

ANNA LIISA AND CORPOREALITY OF MEMORY

“Yes, that was when I felt the little body twitch
under my hand and then it was still.

I'took my hand away - no more sounds,

life had gone out”. (Anna Liisa, p. 52).

“Oh, what 1 would have given to have had the child there beside me,
alive again”. (p. 53).

lines above to the main character, Anna Liisa, who is missing her new-born baby,
whom she had in her past killed in despair after secretly giving birth to it in a forest.
Mikko Roiha, the Finnish director of the Vaasa City Theatre’s production in 2003, multi-
plied these lines and, apart from Anna Liisa, the whole village repeatedly whispers them
like a classical chorus (see photo 1). These lines emphasise the tragic past event that begins
the story, and frames Roihas interpretation in a way which clearly differentiates it from
traditional performances of this classic work.

Anna Liisa’s longing and penance is illustrated not only through choral repetition. The
child, who in the play getslittle space, and even then only in speech, appears on-stage in the
petformance. Four years have passed since her unhappy birth and death, and she appears
around that age, moving across the stage repeatedly in her white shirt (see photo 2). Before
the end, Anna Liisa tenderly lowers her bedy into akind of grave, a hole on the sloping floor,
which, however, leaves an image of something more than a grave in the forest. The inter-
pretation has still another special feature: Anna Liisa’s figure has been duplicated, and two
actors of slightly different character but similar dress chant her lines together. Then and
now are present through these characters (see photo 3). At a vital moment in the drama,
one of the doppelgangers shoots the other after an image of social pressure, and carries out
the rest of the action alone. In this way, the interpretation also emphasises Anna Liisa’s con-
fusion around the memory of the child: missing - and then killing - her own devotion.

The production stages Anna Liisa’s present but also the possible alternative from her
past. It peints to the child and her death, a topic which has been observable in drama since
Medea, but also the tender and real love which led to its birth. These two are also visu-
ally linked, while both the child and her father are dressed in white and differ from the

; r n her play Asna Liisa, of 1895, the Finnish classical dramatist Minna Canth gave the
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others, who wear dark colours. The Child and Anna Liisa’s doppelganger make the mem-
ory concrete, and the chorus witnesses its painfulness.

By foregrounding the dead child, the production links this originally realistic play
closely to the tragic tradition of infanticide. Instead of the traditional public confession
and social reconciliation, Anna Liisa’s illumination is based on her individual strength
in facing and living with her past deed: she buries her child again and kills the loving self
who gave birth to it. The villagers’ chorus’s comments become antagonistic and in the
end it blesses Anna Liisa’s inner struggle. A well-structured play of intrigues about secret
crime and public reconciliation becomes a performance about human existence and indi-
vidual ethical responsibility.

Narration and ethics

The production made dialogue in the realistic traditional visible - into images - and
transformed the spoken lines into corporeal memories. It also foregrounded certain lines
through repetition. The spectators were faced with several parallel stories instead of one,
and the original tempo was slowed.! They witnessed her process of choices instead of her
story. My aim is to discuss these narrative strategies and their results, and to propose that
producing images instead of speaking or action, which is common in today’s theatre, even
more generally could lead a play from this realistic period to similar effects. A rich dra-
matic text is open to various approaches, which, however, mark performances unequally.
This production touched the audience in a different way from the original text. In doing
so, it changed not only the play’s theme but also its genre,

Finnish literary discussion has during recent years repeatedly linked narratives and
ethical questions and discussed the way in which narratives can provide values, emo-
tions and beliefs: analysing ethics needs to be linked with poetics.2 In Anna Liisa, parallel
narratives foregrounded the protagonist’s anxiety in the face of her past and present: her
‘ethical dilemma’ when these two collided with each other. As Esa Saarinen writes (fol-
lowing Sartre), from an existential viewpoint, the human being is alone and without any
systematic safeguard. The individual cannot escape the complexity and burden of the real
world.? Roiha’s production acts out this complexity.

! This narrative strategy changes the balanice between plot and story by including in the petformance,
its discursive time, what in this play’s production has usually been left out, behind the point-of-attack.
See, e.g, MANERED PRISTER, The Theory and Aralysis of Drama {Cambridge: Cambridge University Press,
1988): 291-294,

¢ See, ¢.g., KLaUS Brax, "Lukusalien tomu tabrii'” Avain 2 {2004): 54-60. Klaus Brax introduces here
(and surveys more closely in his other writings) ideas about ethics in post-modern literature and literary
criticism, often closely linked with Emmanuel Levinas® thinking.

* Esi SaaRiNEN, “Fenomenologia ja eksistentialismi” in Nykyajan filosfia, toim. Hkka Ninituato ja Esa
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My analysis will follow this line and review how the performative strategies changed
the play’s focus. When the production performed Anna Liisa’s illamination of awareness
about the ‘burden of the real world’ by showing her alternatives, this ‘post-dramatic” inter-
pretation recovered some forgotten potentials of the text. The traditional interpretations
of successive crime, confession, and reconciliation emphasise the difference between the
old and new character, and a repentance which releases from the sin. The repentance in
this interpretation means the encounter with the past in the present and living with that
memory, with that sin; a tragic fate of a human being.* The interpretation might make
possible or even be typical of what George Steiner in his The Death of Tragedy questions:
modern tragedy.

In Anna Liisa, the original realistic, one-dimensional narration yielded a moral result
and possibly also pleasure to the spectator, but not a tragic catharsis. In Roiha’s interpreta-
tion, instead of a moral result, the main character is faced with alternative models, both
with happy and unhappy features and visible on stage. The tragic mode and the possibility
for catharsis are based on the existential ontological attitude: individual freedom and the
individual’s necessity to choose. Human freedom is not freedom from ethical experience,
ot from the contlict between good and bad/evil. On the contrary, it is freedom of choice
within that conflict, and created by the conflict. Good and bad include their possible op-
ponents.

In Anna Liisa, the existential ontology functions on the fictive level and in that possible
world. Anna Liisa’s past has changed into a surrogation in the present, into a real perfor-
mative memory with social power.* Anna Liisa settles — she has to do so - her account
with her past. As in the deconstructive concept of ethics, values as such are not denied.
Instead, there is an attempt to settle them with responsibility” In this case, Anna Liisa not
only settles her now but, by killing her doppelganger, also lays to rest the images from her
past, her memories.

Saarinen, 234 (Helsinki: WSOTY, 2002),

4 Juna RAIKEA, Katumuksen filosofia, {Helsinki: WSOY, 2003); 19-23. Juha Raikks has written sbout
repentance and does not accept 4 radical change as in @ religious awakening as being 2 real repentance in
the ethical meaning.

s Mixa OWUTKaNGAS, “Eettinen kokemus,” Tieteessi tapahiuu 8 (2003): 2225,

¢ Joserr RoacH, Cities of the Dead (New York: Colombia University Press): 4. This is reminiscent on an
individual level of what Joseph Roach writes about memory in his Cities of the Dead, about social per-
formances which make “visible the play of difference and identity”.

7 SeeSara HEENAMAA and JoHANNA Oxsara,"Johdanto,” in Rakkaudesia ioiseen, 18 (Helsinki: Gaude-
amus 2001).
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The play and its performance tradition

Anna Liisa, written in 1895, has a structure typical of its period, which was strongly in-
fluenced by the work of Henrik Ibsen. The point of attack comes late in the story and
everything happens in a few days in the same setting. Anna Liisa lives then as a highly
appreciated and serious-minded daughter of a prosperous farmer and plans to marry a
respectable man in the neighbourhood. She has hidden her crime and tries to forget it. Her
former socially disregarded lover and the child’s father returns now after having raised
some money and, knowing her plan to marry someone else, demands that she go with him
instead. His mother, who had buried the child, follows him. When the crime is disclosed
to Anna Liisa’s family, her parents promise their daughter to this lover in order to aveid
social shame; however, she will marry him only after the public celebration of the banns of
martiage to her new fiancé occur, which has already been announced to the neighbours.
During this celebration, Anna Liisa confesses her guilt and is ready to go to jail, terrified
but also heroically winning the approval of her community. This has been traditionally
seen as a religious move: contrition asking for forgiveness from others. Her groom’s lines
show this clearly:

“May God be with you, Anna-Liisa. Just one word more - you are, after all, the per-
son | thought you were from the very beginning” (p. 105).

The modern traditional interpretation on stage shows how the main character be-
comes whole, finds harmony by confessing and atoning for her sins. An unworthy man
had seduced her in her early and innocent youth, The child has ne central role; Anna
Liisa’s crime and punishment - and public confession especially - are emphasised. Anna
Liisa has been interpreted as psychological and/or social drama. The interpretation fol-
lows Lutheran moral codes very clearly. It is easy to read Canth’s play in this context,
where psychological and social analyses overshadow Anna Liisa’s tragedy. This reading
follows the realistic mode and problem play genre of the period of the play. It has no link
with passion or Greek tragedy such as Medea.

Anna Liisa’s premiere at the Finnish Theatre in 1895 was a success. The history of the
Theatre depicts the excitement of the audience, who followed with concentration Anna
Liisa’s release from her burden, and her illumination. During the performance, the specta-
tors’ sympathy changed into deep empathy. Apart from the influence of [bsen, the intertex-
tuallinks to or similarities with other works of the original period are clear: Dostoyevsky’s
Crime and Punishment, Leo Tolstoy’s The Power of Darkness and Resurrection or August
Strindberg’s Crown Bride some years later. The historian Aspelin-Haapkyli does not point
to any models, but his interpretation follows his analysis of Tolstoy’s The Power of Dark-
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ness., A later historian of the Theatre points explicitly to Tolstoyan influence. These two
dramatists depict anguish after infanticide, confession, and release following it.#

Towards the end of the 19th century, Tolstoy and the Russian drama more generally
influenced Canth’s plays. Annamari Sarajas has shown how Ibsen and the Western real-
ism had to give place to interest in Russian literature both in Canth’s neighbourhood and
in fact in all Northern countries. This discussion was especially lively between the middle-
aged Canth and young writers with close links to the new trends in Europe.®

One intertextual line from Anna Liisa’s text has been traced to Gounoud’s Faust and
the Romantic opera tradition. Hanna Suutela refers to “the theme of an imprisoned and
fallen woman”, to Canth’s opportunity of seeing the opera at the Finnish Theatre, and to
some intertextual links between the play and that opera. She also sees alink to the hysteria
discussion in the 1890s.1° These features, however, do not seem to influence the developing
performance tradition of this play very much.

Researchers from the post-War period such as Greta von Frenckell-Thesleff have seen
a link with Greek tragedies and their narrative strength, the way in which action firmly
moves towards the tragic end, revealing past deeds.” This structural analysis did not, how-
ever, notice thematic parallels with Medea. On the other hand, Frenckell-Thesieft also saw
Anna Liisa as “a typical work of.the 1890s”, the period between Realism and emerging
Symbolism."

Feminist interpretations seem to have been activated from the 1980s onwards. Finnish
actor and writer Anna-Leena Harkdnen sheds light on this while writing about her experi-
ences of a TV interpretation as Anna Liisa. That production told  love-story and chose the
theme of truthfulness, avoiding religious sentiments.® This kind of interpretation of Anna
Liisa is still based on traditional narrative structures and is grounded in psychology.

It might also be interesting to know the dramatist’s own experience as a mother: her
depression and fear after she gave birth to her youngest child. She was afraid that she
would kill the baby. Her physical memory may be included in the body of the dramatic
character. Some of Anna Liisa’s lines are physical, including an image of a hand and small
body. Canth’s maternal memories bring to the fore the question of infanticide, Medea,
and “the fact that childbirth in the ancient world posed tremendous risks for mother and

# See ELIEL AsPELIN-HaAPRYLA, Swomalaisen teaiterin historia 1V {Helsinki: SKS, 1910} 56; Rarags
KoskimM1ES, Suamen Kensallisteatteri 1902/1917 (Helsinki: Otava, 1953): 181,

¢ ANNaMARI Saralas, Tunnuskuvia {Porvoo-Helsinki: WSOY, 1968): 92-93, 115

1 Hanwa SuuTsLs, Impyet (Helsinki: Like, 2005): 220-223.

I GRETA YON FRENCKELL-THESLEEE, Minna Canth (Helsinki: Otava, 1994): 308.

'? FRENCKELL-THESLEFF, 312.

13 Anni-LEEwa HARKONEN, “Rikos ja rangaistus. Minna Canth: Anna-Liisa,” in Kérjojen Suomi, ed. Ju-
hani Salokannel, 116-118 (Helsinki: Otava, 1996).
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child.”¢ This parallel, strongly based on bodily experiences, already points to new waves
with strongly performative features.

This motherly worry also takes shape in Roiha's interpretation in an intertextual im-
age from a well-known and emotionally dense source, a well-known lyrical song, written
by Aleksis Kivi in his classical novel Seven Brothers and composed by Jean Sibelius. It is a
beautiful lullaby by a hypersensitive mother: “The Reaper’s grove, a Peaceful grove, - there
will I take my child - far is all horror and quarrel, far the traitorous world.” The villagers
sing it together, and their testimony strengthens the feeling of loss.

Tragedy, objects, images

Roiha’s interpretation breaks in many ways with the traditional model seen on the Finn-
ish stage for the past century. Instead of a character who learns to submit to God’s will,
becoming filled with contrition and regaining her status as a socially and/or morally ap-
preciated individual, Anna Liisa’s survival in Roiha’s production is based on the killing
of the contradictory character - a part of herself - and leaving enly half of herself. The
villagers’ oppressive chorus stresses Anna Liisa’s loss, not her crime.

Instead of the wholeness and moral closures of the traditional interpretations, the pro-
duction leaves the spectator confronted with questions of choices and repentance - not
punishment - in life. Anna Liisa’s tragedy does not concentrate on the conflict between
her deed and the moral codes of her society. The villagers echo Anna Liisa’s own inner
voice. Anna Liisa’s tragedy is based on the palpable absence of a child, physically seen,
present on stage. This memory and the doppelganger testify to her loss. Instead of it being
a matter of childish innocence and seduction by an immoral man in her youth, Anna Liisa
was betrayed by her own feebleness and also by her love, which seems to have been real.

George Steiner compares “idealisms” which betray tragic characters with the Weird
Sisters in Macbeth. According to him,

“Outside and within man is lautre, the “otherness” of the world, Call it what you
will: a hidden or malevolent God, blind fate, the solicitations of hell, or the brute fury
of eur animal bload” ¥

Generally, modern drama is distinguished from tragedy, but as an alternative Steiner
refers to later Ibsen and the material objects with symbolic values, e.g., General Gabler’s
pistols, the tarantella in A Dofl’s House or Lovborg with - or in fact without — the Diony-
sian vine leaves on his head. The character’s masks grow too close to the skin and lead to

u p 55,
'* GEORGE STEINER, The Death of Tragedy (Wiltshire: Faber and Faber, 1961} 8-9.



ANNA LIISA AND CORPOREALITY OF MEMORY 143

disaster. “And it is the association of an explicit, responsible image of life with the material
setting and objects best able to denote and dramatize this image that is the source of Ibsen’s
power”, writes Steiner in his The Death of Tragedy.’s

With Canth’s use of Ibsen’s style, a hidden devotion and crime in Anng Liisa lead the
main character into crisis, but they have no material equivalent in traditional theatre pro-
ductions. However, Canth seems to have adapted Ibsen’s potential for tragedy, but it has
not appeared in the play’s modern productions, which have emphasised Anna Liisa’s basic
innocence. Roiha makes Anna Liisa’s ideals’ visible and present and does it in a way which
does not fit into the modern project of a unifying psychological and/ or social disaster and
attaining harmony by atoning for sins. The child can be seen as the material object and a
symbol of her devotion, which she cannot reach any more. This interpretation comes close
to melodrama.? Melodrama is not far from tragedy.

It does not, however, become wholly clearwhat Anna Liisa’s ‘ideals’ really are in Roiha’s
interpretation, what the child denotes besides the mother’s longing and despair - her
crime, her “fury of anima! blood”, or temptations to follow the invitation to a normative
life ? In this way, while also testifying to the play’s potential for teday’s interpretation gen-
erally, Roiha exhibits a way of adapting the concept of tragedy to a post-modern context,
where ethical problems do not always get clear moral answers. The production emphasises
this ambiguity. Anna Liisa’s tragedy means being aware of this fate. In a way, Anna Liisa
solves her fate as Hedda Gabler does: she takes her life into her own hands.

Instead of history, in Anna Liisa the past is performed in and with the present, as a
memory and a surrogation of the past. “Forgotten but not gone”, as Joseph Roach formu-
lates it with irony."® The past is present but never like it originally was. When the narra-
tion becomes slower when duplicated, memories get a special status; they become objects
which are important as such. Halting thinking into an image means that a kind of non-
transparent source of this delay is included in the image, it is a question of an ontological
reflection.”?

In Freddie Rokem’s interpretation of Strindberg's Ghost Sonata, silence and objects get
special attention. According to his interpretation of the play, human speech has become
almost useless and empty, but “objects cannot lie’, they and “memories of a dead past all
tell their strange tales™.2* “For this reason, the truth is revealed in the meeting with death,

5 STEINER, 294-295,

17 Tn fact, Roiha himself likes that connection.

B RoacH, 2.

1® See Hawnv S1vENIus, “Taiteen varjo ja varjojen taide. Emmanuel Levinasin kisitys etiikan ja estetii-
kan suhteesta,” in Etitkka ja estetitkka, ed. [Lowa REINERS and ANITA SEPPA, 236 (Helsinki: Gaudearus,
1998). Sivenius akso refers to Levinas.

% FrEDDIE ROKEM, Strindberg’s Secrets Codes (Norwich: Norvik Press, 2004): 98.
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when the human being becomes monumentalized and is transformed into an object; some-
thing which he himself can view from outside, as a conscious observer, or can be viewed by
others [..J7% In my interpretation of Anna Liisa, this happens when the child or the dupli-
cated character is on stage, and speech also becomes “transformed into an object” - or im-
age - with the villagers’ repetitive whispering. There “strange tales” capture the audience.

In Joseph Roach’s Cities of the Dead, “making visible the play of difference and iden-
tity within the larger ensemble of relations™ is linked with cultural self-definition, while
the writer discusses memory, performance, and substitution. He examines “how cul-
ture reproduces and re-creates itself by a process that can be best described by the word
surrogation” | would see the same at an individual level here. The production includes
different approaches to the past: memories by Anna Liisa, attitudes of the community and
the story of her former lover, but we are looking at them through Anna Liisa’s eyes. The
production shows the decision by Anna Liisa as personal,

Anna Liisa’s interpretative performance is gendered, sensual, and strongly embodied.
Anna Liisa’s two identities collide like two parades in Roach’s example of New Orleans,
where two carnivalesque versions of Africa perform disparity instead of an invielable
identity of origin.* The child and the other Anna Liisa on stage, as surrogations which
according to Roach “rarely if ever succeed” in filling the space of the dead,” illustrate the
disparity of origin and the deficiency of memory. In a way, the production has no real
historical time, Through this kind of narration, even infanticide becomes a performance
- and does not call for any psychological basis.

Staged memory and ethics

Since Medea, the story of a woman who kills her child has been portrayed in many different
plays and on numerous stages. What makes us enjoy this terrifying theme 2 Is it simply the
Aristotelian concept of pity and terror ? Is it what Anne Ubersfelt proposes as a pleasure of
the spectator, the feeling of relief that what happens concerns the other and not me ?

The narrative structure of Roiha’s Anna Liisa makes possible certain interpretations.
In fact, I would like to illustrate the importance of ‘the other’ in Anna Liisa, but see its
importance as being because it really concerns us on different levels. The main character’s
longing and penance are made corporeal and visible on stage, as well as her need to choose
her own way, and both the main character and the spectator faces that image. “The other’

i Roxem, 99
4 ROACH, 4.
#* ROACH, 2.
4 Roach, 25.
= RDACH, 1.
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concerns both the fictional Anna Liisa and the spectator. We are not only following the
story, we are testifying to Anna Liisa’s being in the world where the desired ‘other’ can-
not be reached, Viewing and seeing - as in Strindberg in Rokem’s analysis - becomes
important, Partly because of this, Roiha’s interpretation of this post-modern time comes
closer to tragedy than to psychological drama. This takes us closer to Medea, but it is also
interesting to notice that the dead child is present as a voice in Crewn Bride by August
Strindberg, a writer who gave impetuses to later Modernistic playwrights, Theatre has at
difterent times utilised its potential for breaking up linear dramatic narratives,

In Roiha’s interpretation, instead of the focus being on the conflict between Anna Liisa
and society, Anna Liisa’s character as such becomes central: her desire to reach ‘the other’
in the past, and through this, the idea of the unattainable. The radical unattainability of
the desired ‘other’ is a central concept in ethical discussions of gender and sexuvality.
Roiha’s production emphasises Anna Liisa’s longing, the contradictions in her female love,
and her social context, which asks for destruction of her other self. The production ends in
a traditional reconciliation and illumination but in an untraditional context of maternal,
sexual, and patriarchal contradictions.

Kuisma Korhonen discusses the question of poetics and ethics, mim-ethics, encounter,
and recognition. Saying (Le Dire) represents the original opportunity of encountering,
and it precedes everything that is said (Le Dif). Focusing on saying ‘in its revelation’ gives
for a while a feeling of this meeting, Genuinely ethical moral choice has gone through an
indissoluble state; the ethical can be found in the open moment before closure. Most moral
choices are tragic because we do not know their final results, and on the other hand morai
decisions which are only based on law or manners are not genuinely ethical.7

Roiha’s interpretation follows these ideas very closely, and in fact creates a two-layer
structure; one of them is made up of fiction, another of reception. My claim is that the
beauty of Roiha's cruel story is very much based on theatre’s ability to show the moment
before closure and the individual’s alternations as embodied and imagined. This leads
beyond good and bad, from moral concerns to a more abstract ethical arena. It is also a
question of suffering, how to make it visible.2s

Medea’s end raises problems in modern productions, where the killing of one’s child
becomes inconceivable. Her deed has been interpreted as revenge, “she often reacts as many
deceived wives might react”, and as a weapon in the fight between the betrayer Jason and

% HEINAMAA & OKSALA, 13,

7 KutsMa KoRHONEN, “Poetiikan ja etiikan suhteesta.” in Aisthesis fa Poiesis, ed. ARTO HaAPALa nad
JYrg1 Nusba, 283-285, 268-289 (Helsinki: Helsingin yliopiste, 2000).

% fLona RErNeRs, Taiteer mudsti {Helsinki: Tutkijaliitto, 2001): 151, Reiners writes about suffering and
how making it visible is an ethical task; it has a right to become visible and acquire a voice. She refers to
Elaine Scarry’s work The Body of Pain.
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herself. “She will hurt him where it hurts most.”” Many productions have slightly changed
the play’s ending in order to make understanding easier, the play modern. Minna Canth
also left in her play this action behind the discursive time and concentrated on its conse-
quences. In this way she was a modetn writer with a harmonious world-view — but witha
potential for tragedy like [bsen.

Mikko Roiha found this potential and returned to the problematic past, but he staged it
as an object. This does not deny values, it aims at taking responsibility for settling them.*
Medea and Roiha’s Anna Liisa share their fate in their individual freedom. Medea kills
and remains alone; her deed cannot be understood in human frameworks. Anna Liisa
gains understanding and even respect, but in the end she is as alone and in fact is also
‘carried’ away while fading in the middle of other characters’ blessing hands (see photo 4}.
She has weighed “the burden of the real world”, and instead of choosing one or another
way, leaves both.

I want to end with an intertextual link which has little to do with Canth or Roiha’s
interpretation as such. I can see a parallel case, a turn from Ibsenian structure to thematic
Strindberg, two opponents in the drama at the turn of the 20" century, in The Dreamplay
and Indra’s daughter, her “synd om ménniskan” theme. Anna Liisa is a genuine represent-
ative of the 1890s Finnish drama, but as a theatre performance in 2002, it testifies to the
rich potential in classical plays. Each time creates interpretations according to its actual
context. Finding tragedy in Anna Liisa may not be a random cheice in our time.

Photographs by: Jyrki Tervo

¥ JaN VAN LUXEKBURG, "Medeia’s murders” in Strindberg, Ibseri & Bergman, ed. HARRY PERRIDON, 141
{Maasiricht: Shaker Publishing, 1998).
3 See HEINAMAA & OKsala, 18,
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KALINA STEFANOVA

THEORY VS THEATRE

C7 haveagrudge against theory, Iadmit! But it’s not only personal. Thave a deeply patriotic

{J motivation, Bulgaria is the only civilised country not at war that deesn’t have a normal
situation theatre-criticism-wise: papers and magazines do not have theatre critics on their
staff and theatre is not reviewed on a regular basis. I definitely blame this on theory !

Students studying theatre studies and criticism (and this is a five-year major, finishing
with an M.A,, which provides seven hours a week of criticism throughout all these five
years ! And then one can go for another three years for a Ph.D.) are generally taught
that writing in a readable, accessible language is not part of the profession of the critic;
accessibility is an attribute of the looked-down-upon ‘plebeian’ profession of journalism.
‘They are taught all possible kinds of theory about analysis of the performance rather than
how to communicate the theatre-experience to the audience, as a result of which most
of them end up talking and writing about theatre in a kind of ‘foreign’ language, full of
terminology and appropriate only for the few specialised publications. So no wonder the
daily papers have literally expelled criticism from their pages. Which, of course, has its
dire consequences on theatre itself: without criticism, theatre is like a person living in a flat
without a mirror; about his appearance he can judge only by what his loved ones tell him;
and we all know how the eyes of love could be sometimes blind!

Well, isn'tall thatagood reason for me to a) have a grudge against the ubiquity of theory
in theatre criticism education, and b) to wage war against it by calling (sometimes secretly)
my theatre-criticism course ‘anti-theoretical’ and telling my students that communication
with their readers is the most important thing in criticism - only by mastering this talent
can they convey not only their enthusiasm for the theatre but also their knowledge and
expertise!

You may say, “At least in Bulgaria you have a solid education for critics, whereas in
so many other countries, whete critics make or break theatre, the problem is exactly
the opposite: criticism lacks depth and critics do not possess profound knowledge of
the theatre.” And this is true. Yet, even in the US, where that kind of complaint is the
loudest, oddly enough, it is again theory and its ubiquity that’s partly at the bottom of the
problem.

Here’s what Michael Fiengold, the first-string critic of Village Voice, had to say in that
respect in my book Who Calls the Shots on the New York Stages, “[...] saddest of il are the
youngsters who've been poisoned by the universities into thinking art is a theoretical exercise
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for the intelligentsia. Jonathan Kalb, who's very bright, is to me a classic example of a good

theater mind ruined by academin. I just can't see what he writes as having anything fo do
with the reality of the art; to me it’s dead from the outset and so irrelevant. The pedantry in
our colleges has spoiled so many young artists and critics in the last few years thai I've come
to regard theory -any theory- as essentially fotalitarian and inimical to art.”

And this certainly doesn’t refer only to the US universities. Several months ago, while
teaching a course in criticism at the University of Malta, I interviewed Chris Gatt, theatre
director and head of the ‘St James Cavalier’ Center for Creativity (where the course took
place}, and this is how he summarised the reason for a centre with such a unique name:
“The university creates robots, while we need people who think creatively”.

Of course, neither I, nor, I'm sure, anybody else from the ‘anti-theoretical camp’
would ever deny that there’s a positive role for theory too. It wouldn't occur to me to rule
out the place of theory in theatre and criticism education on the whole. There are great
theoreticians of theatre and their contribution to the development of theatre studies has
been and is immense. However, there’s a huge difference between them and those who
just transmit other people’s theories and stop right there in their teaching. That is the
difference between real great theory and its substitute — so to speak, the ‘chewed up’ theory
that has nothing to do with originality and creativity but just with memorising. And I
want to make it clear: my grudge is exactly against the ubiquity of the latter because of its
stifling effect on theatre studies.

The best encapsulation of that approach to culture on the whole belongs to Antoine
de Saint-Exupéry. “There’s a pitiable notion of what culture is”, says he in one of his early
books, “and this notion is based on memorising formulas. Every bad student inmaths knows
all the formulas - more than Descartes and Pascal. Is he able to reach the same spiritual
heights?... Life always makes formulas fall apart.”

There's no doubt that theory is very helpful when used as a starting-point. It's a great
base for the forthcoming journey of the students in the world of theatre; also: it, no
doubt, provides great equipment for that journey. The problem is when it overwhelms
the journey, when it becomes the journey’s goal, its ending point, hence substituting for
the journey itself. Then theory turns into a stifling factor in the development of students’
creative thinking and in the mastering of their creative writing abilities. 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 future theatre critics.

Acquiring knowledge of the arts (or I'd rather put it ‘getting to know’ the arts) is not
only anintellectual endeavour, it’s an endeavour of the soul and the spirit as well, insomuch
as the very encounter with the arts is an experience of both soul and brain. Trying to put
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some order into knowledge is good, but theory frequently tends to impose this order; it
tends to take the spirit out of knowledge, transforming it into a set of rules and labels. In
a bizarre way, today’s theory reminds me of the approach of neo-classicism, only this time
harmony and disharmony have other connotations.

By saying ‘No trespassing’ to emotions, theory dries up knowledge of the arts, detaches
it from life. It also has the propensity for dissecting art. No wonder contemporary theory
is more interested in that kind of art where harmony doesn't reign supreme: disharmony
propitiates dissection and deconstruction, It's much easier to analyse disharmony. For the
same reasons that it’s easier to elaborate on why we don’t love somebody than why we do
love him.

When applied to theatre criticism, all this translates into not so positive an impact on
theatre too. Arthur Miller used to have a very interesting point of view as of what academic
criticism meant for the development of the theatre in the '60s of the 20t century: it took
away the breathless quality of criticism, it also brought pretension to criticism, and all
that backfired on theatre itself. The disdain of academic criticism towards popular theatre
and at the same time the unconditional backing-up of theatre with a limited-range appeal
{which has been happening ever since) have also resulted in some negative consequences
for the theatre itself, And worst of all: dwindling of its audience as a resuit of putting it
exactly that so much praised limited-range appeal theatre. Academic criticism associates
itself with the elite, while theatre is the most democratic art form.

When we look at paintings of some of the very good artists of any previous century, we
get a notion of life at that time - what it looked like; we see the material: objects, human
flesh; and we even get the taste of our transience as human beings - all these people are
long dead ! When we look at a painting of a genius of the same period, none of the objects
and people there seems mortal and it’s because in an inexplicable way they dwell in the
territory of the spiritual, transcending everyday life.

In a similar way, criticism based only on theoretical analysis is an excellent archive for
the future: it gives a notion of what theatre has looked like, what the objects and people
on its stage have been as material and human flesh. But it can never capture the life of
the human spirit and that’s what great theatre is all about. Theory teaches us to analyse
conflict, characters, etc. Great criticism doesn’t necessarily need to do all that; it’s enough
for it to manage to capture the essence of one very important scene and to make it look
three-dimensional on a two-dimensional piece of paper, and the show will be alive for
future generations. It's exactly that creative skill that should be nurtured, developed and
mastered in students.

And the best way to do this is captured perfectly well not in a theoretical or pedagogical
piece but in a poem (by Khalil Gubran, ‘On Teaching’}:
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“No man can reveal to you aught
But that which already lies half
Adleep in the dawning of our knowledge.

'The teacher who walks in the shadow of the temple, among his
Followers, gives not of his wisdom but
Rather of his faith and his lovingness,

If he is indeed wise he does

Naot bid you enter the house of wisdom
But rather leads you to the threshold
Of your own mind”.



Erika FISCHER-LICHTE

CULTURE AS PERFORMANCE.
DEVELOPING A CONCEPT OF PERFORMANCE

f Z ) uring recent years, our understanding of cultural processes has changed consider-
ably; and so has our concept of culture. We no longer proceed only from the as-
sumption that culture has to be understood as text, made up of signs that have to be read
as the concept of culture that has dominated since the linguistic turn in the seventies
prescribes it: ‘Culture as text’. We have come to understand that culture is also, if not in
the first place, performance. It can hardly be overlooked to what an extent culture is cre-
ated as and in performances — not only in performances of the different arts but, firstand
foremost in performances of rituals, festivals, political rallies, sports competitions, games,
fashion shows and the like - performances which, in a mediatised form, reach out to mil-
lions 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.

In what follows, I shall propose a concept of performance which is derived from the ex-
perimental theatre and performance art of the last thirty years. Nonetheless, I argue that it
can be effectively applied to all kinds of live performances. I shall present and explain the
concept by pursuing four arguments:

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

2. A performance is transitory and ephemeral. Nonetheless, whatever occurs in the
course of it comes into being hic ef nunc and is experienced as present in a particu-
latly intense way.

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

4, Performances are characterised by their ‘eventness’ The specific mode of experi-
ence they allow for is a particular form of liminal experience.

First argument: A performance takes place in and through the bodily co-presence of ac-
tors and spectators. For every performance requires two groups of people, the ‘doers’ and the
‘onlookers’, who have to assemble at a certain time and place in order to share this situation,
a span of lifetime. A performance arises out of their encounter - out of their interaction.

That is to say that in a performance the media conditions are completely different from
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those underlying the production and reception of texts or artefacts. While the actors do
something — move through the space, perform gestures, manipulate objects, speak and
sing - the spectators perceive them and react. It may well be the case that such reactions,
at least partly, are internal - imaginative and cognitive - ie., purely mental processes.
However, most of the reactions and responses can be perceived by the actors and the other
spectators, €., giggling, laughing, shouting, yawning, snoring, sobbing, crying, eating,
drinking, commenting on what is happening, getting up, running out, slamming the
doors, and so on and so forth, The perception of such responses, in its turn, results in
further perceptible reactions. Whatever the actots do, it has an effect on the spectators;
and whatever the spectators do, it has an effect on the actors and the other spectators. It
<an be concluded from this situation that a performance comes into being only during its
course. It begets itself through the interactions between actors and spectators, Hence it
follows that its course cannot be entirely planned or predicted. It is an autopoietic process,
which is characterised by a high degree of contingency. Whatever occurs in the course of
a performance cannot be completely foreseen at its beginning. Many elements emerge in
the course of a performance as a consequence of certain interactions.

Of course, the actors set the decisive preconditions for the progression of the perform-
ance - preconditions that are fixed by the process of mise-en-scéne. Nonetheless, they are
not in a position to fully control the course of the performance, In the end, all participants
together generate the performance. This not only minimises the possibility but actually
makes it impossible for one individual or a group of people to entirely plan its course,
to steer and to control it. The performance is removed from the control of any one indi-
vidual.

[n other words, the performance opens up the possibility for all participants to experi-
ence themselves in its course as a subject that is able to co-determine the actions and the
behaviour of others and whose own actions and behaviour, in the same way, are deter-
mined by others. The individual participants - be they actor or spectator — experience
themselves as subjects that are neither fully autonomous nor fully determined by others,
as subjects that accept responsibility for a situation which they have not created but take
patt in.

This demonstrates that any performance - even an artistic one - is also to be regarded
as a social process in which different groups encounter, negotiate and regulate their rela-
tionship in different ways. Such a social process turns into a political one at the moment
when a power struggle between actors and spectators begins during the performance be-
cause one group attempts to force certain definitions of the situation or the relationship
between them, certain ideas, values, convictions and modes of behaviour on the other.
Since all individual participants — even if to varying degrees - co-determine the course
of the performance as well as let themselves be determined by it, there are no ‘passive’
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participants in the performance. In this sense, all participants bear a joint responsibility
for what happens during the performance. Furthermore, some kind of union may occur
among the spectators. It is even possible that for the whole duration of the performance or
at beast for certain stretches of time a community among the spectators or even between
actors and spectators may come into being. This is what might turn a performance into an
eminently political process - without any kind of political topic being dealt with.

Second argument: The materiality of a performance, its spatiality, corporeality and
sound quality is brought forth by and in the course of the performance, from which fol-
lows the paradox of performance: it is ephemeral and transitory. However, what appears
and takes shape in its course, comes into being hic at nunc and is experienced as being
present in a particularly intense way.

Even if, in this sense, performances exhaust themselves in their presentness, i, in
their permanent emerging and passing, this does not mean that in their course material
objects cannot be used — objects which remain as traces of the performance and can be
preserved as such. When exhibited later in a museum space - 2 theatre, ethnological or
other museum - the focus is on the object itself, while in the performance, attention is also
directed towards its usage: what actions are performed by manipulating the object and
what effect do they have ?

Whatever appears in a performance, on the one hand, proceeds from the intentions,
ideas and plans of several subjects. It is the production, the mise-en-scéne, that defines
what elements are to appear when and where on the stage, how they are to move through
the space and when and where they are to disappear from it. On the other hand, the per-
formance as a whole springs from the interactions as described above. No matter whether
such phenomena as the spectators’ perceivable responses are declared to be constitutive
of the performance, as was the case in John Cage’s ‘Silent Pieces’, which included all the
sounds made by the spectators as well as those penetrating the performance space from
outside; or whether such elements are understood as disruptive, defining the perform-
ance’s materiality only as what is produced intentionally by the artists involved - in ei-
ther case, whatever appears in the course of a performance co-constitutes the particular
materiality of this very performance. This is why we have to clearly distinguish between
the concept of mise-en-scéne and that of performance. While ‘mise-en-scéne’ describes
the materiality of the performance determined by the plans and intentions of the artists,
‘performance’ includes any kind of materiality brought forth in its course, This is why the
mise-en-scéne is reproducible, whereas every performance is unique.

Even if particular genres of performance take place in spaces that are specifically con-
structed for them, the spatiality of performance is always ephemeral and transitory. For
this has to be distingnished from the architectural-geometrical space in which it takes
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place. The performance as such comes into being only in and through the performative
space. It is the performative space which opens up particular possibilities for the relation-
ship between actors and spectators, for movement and perception, which it, moreover,
organises and structures. In what ways such possibilities are used, realised, evaded or
counter-acted will have an effect on the performative space. Each movement of people,
animals, objects, light, each sound ringing out in the space will change it and, thus, bring
forth spatiality anew. The performative space is not stable, but permanently fluctuating
and changing. That is why in a performance spatiality does not exist but it happens.

This is all the more true if we consider the particular atmosphere, which co-constitutes
the performative space. As the philosopher Gernot Bshme has shown, atmospheres, al-
though notbound to a particular place, pour into the space. They are not tied to the objects
- or the people ~ from which they seem to emanate nor to those who enter the space and
sense them physically. Usually, they are the first to take hold of the spectator/ visitor, tinge-
ing him and thus allowing for a very specific experience of the space. Such an experience
cannot be explained by taking recourse in the individual elementsin the space — its extent,
particularobjects, smells, sounds, or anythingelse. For itisnottheseindividual elementsthat
create the atmosphere but the interplay between all of them which, in theatre productions,
is usually carefully calculated. Bhme defines atmospheres as “spaces insofar as they are
tinged by the presence of objects, of human beings or environmental constellations. They
are thernselves spheres of the presence of something, its reality in space™! The phrase
“spheres of presence” describes a particular mode in which objects are present. Bohme
explains the mode in which a thing appears in a particular way as present as an “ecstasy
of the cbject”. Not only are its colours, smells or sounds conceptualised as ecstasies - i.e.,
the so-called secondary qualities of a thing - but also its primary qualities like extent and
form. The ecstasy of things influences their environment, they attract attention, even de-
mand it, and they appear to those who perceive them as present in a particularly intense
way. They force themselves into their field of attention.

The atmosphere contributes considerably to the creation of spatiality. Because of and
through the atmosphere which the space and the things seem to exude - including the
smells which they give off and the sounds they make - the things and the space appear to
the subject who enters it as present in even an emphatic sense. Not only do they present
themselves in their so-called primary and secondary qualities; moreover, in the atmos-
phere, they even invade the body of the perceiving subject - this, most of all, is to be expe-
rienced with light, smells and sounds. For the spectator is not confronted with the atmos-
phere, is not distanced from it; rather s/he is surrounded by it, s/he is immersed by it.

Because of the bodily co-presence of actors and spectators, corporeality plays an es-

' GERNOT BOHME, Abmosphdre. Essays zur newen Asthetik. (Frankfurt a.M., 1995); 33,
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sential role in performances. In a performance we deal with the phenomenal as well as
with the semiotic body. The actors appear in their bodily being-in-the-world, no matter
whether it is a theatre actor, a politician, an athlete, a shaman, 2 priest, a singer, a dancer,
or the partner in a normal everyday interaction. From their phenomenal body there may
proceed a particular radiation which the other participants/spectators sense bodily. In
many cases, it seems as if a stream of energy emanates from them which is transferred
on to the spectators and energises them in their turn. In a particular way and with a par-
ticular intensity, the actor is experienced as PRESENT. At the same time, the spectator
who is hit by such a stream of energy experiences himself in a particular way and with a
particular intensity as present.

The phenomenal body of actor and spectator forms the existential basis of every kind
of performance - be it in everyday life, in the arts or in cultural performances. That is to
say that the performative character of culture cannot be investigated properly without
recourse to the corporeality of all those who participate in a performance. It is not ideas,
concepts, meanings which are to be examined in the first place, in order to bring into
view culture’s performative character, but the particular phenomenal bodies by whom
and between whom the performance is brought forth - the body of the actor who by ap-
plying certain techniques and practices succeeds in filling the space and in drawing the
undivided attention of the spectators to this, his bodily presence, as well as the body of the
spectators who respond to such an experience of presence in a particular way.

In performances, it is the phenomenal body of the participants, the body in its different
physiological, affective, energy and motor states, which influences the phenomenal body
of others and is able to evoke in them particular physiclogical, affective, energy and mo-
tor states. In all these cases, the phenomenal body quite often appears at the same time as
a semiotic body. Be it in an everyday interaction, in a ritual or a theatre performance, the
spectator will not only sense the other in his phenomenal corporeality, but at the same time
ask himself what it means that the other lowers his eyelid, raises his arm or moves through
the space - regardless of whether such movements are intended to mean anything atall,

While up to now the semiotic body in performances has attracted and received much
attention, the phenomenal body of actors and spectators has only seldom come into view,
This is all the more surprising since the phenomenal and the semiotic body are inextri-
cably bound to each other ~ it is possible to think of the phenomenal bedy without refer-
ring to the semiotic body, but not the other way round. It seems productive to relate both
of them to one another via the concept of embodiment.? By embodiment I do not mean
the process of lending one’s body temporarily to something mental - an idea, a concept,

 Regarding this concept s. ER1Ka FIscHER-L1cHTE, “Erbodiment - From Page to Stage: The Dramatic
Figure”, Assaph, Studies in Theatre No. 16, (2000): 65-75.
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a meaning or even a bodiless spirit — which needs a body in order to articulate itself and
acquire appearance. Rather, the term embodiment aims at such bodily processes by which
the phenomenal body generates itself as a particular body and at the same time brings
forth specific meanings. Thus, by processes of embodiment, the actor brings forth and
represents his phenomenal body in a very specific way, which soretimes is experienced
as PRESENCE, and at the same time, he produces a dramatic figure, for example, Hamlet.
In the performance, PRESENCE as well as the dramatic figure do not exist beyond the
particular processes of embodiment by which the actor brings them into existence; rather,
they are brought forth by them.

These characteristics of the actor’s play can be applied to all kinds of performers and
their actions in other genres of performance. Even there, those who act bring forth their
phenomenal body in a particular way and thus, at the same time, generate specific mean-
ings - be it a dramatic figure or any kind of identity, a social ‘role’ or a symbolic order. All
these kinds of meanings are grounded in the phenomenal body and do not exist beside or
beyond it. What we call PRESENCE in an actor, in a political leader, a shaman or a priest
might also be called charisma. But this opens up quite another debate.

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

For a long time, scholars proceeded from the assumption that performances serve the
purpose of conveying specific given meanings. This was based on the premise that the
performance of a dramatic text transmits the meanings fixed in it or a particular interpre-
tation contained in it; that in a court festival of the 17t century a particular given allegori-
cal programme was realised, or that political festivals and other mass performances are
to be regarded as representation of an individual’s power like that of Alexander the Great,
Augustus, Lonis XIV, Napoléon, Mussolini, Stalin, or Hitler.

Such an opinion can no longer be held if the first two arguments are taken into con-
sideration. For, on the one hand, there are the unforeseen and unplanned elements that
emerge in the interaction between actors and spectators during the performance which
disturb the given programme. On the other hand, focusing the attention on the particu-
lar presence of phenomenal bodies, ecstasies of things and atmospheres, distract it from
the semiotic bodies, objects and spaces etc., and, thus, run counter to the procedure of
such an interpretation. Rather, it is the performance which brings forth meanings. In this
sense, meanings that come into being in and during the performance are to be regarded
as emergent.

To perceive the body, the objects and the space in their specific presence does not mean
to perceive them as meaningless. Instead, all of these phenomena are to be perceived as
somenthing. We are not dealing with an non-specific stimulus here, mere sense data, but
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with a perception of something as something. In my perception the objects appear in their
particular phenomenality. They signify that as what they appear. Their self-referentiality,
accordingly, is not to be described as the mediation of a given meaning nor as a deseman-
tisation but as a process of a very particular kind of production of meaning. This process
is performed as the perception of a phenomenon in its particular materiality, in its phe-
nomenal being. Perceiving and generating meaning, here, are performed in and by the
very same act. Meaning is brought forth by and in the act of perceiving. In other words, we
don’t perceive something first and then - in an act of interpretation - attribute the mean-
ing of something else to it. Rather, perceiving something as something is performed at the
same time as the process of producing its meaning as this particular phenomenal being,

A very different mode of perception goes hand in hand with this one. First, the feature
appearing is perceived in and as its phenomenal being. The morment the attention diverges
from the perceived element as such and starts to go astray, this element appears as a kind
of signifier to which the most diverse associations might refer as its signifieds - images,
ideas, memories, emotions, thoughts, etc. It is very questionable whether such associations
are made following particular rules and can therefore be predicted. Rather, it is to be as-
sumed that they descend on the perceiving subject, more or less by chance, even if explica-
ble afterwards. They are not at the percipient’s free disposal, they simply emerge.

This oscillation of the perception between focusing on the phenomenon as self-refer-
ential and on the associations it evokes, I will call the order of presence. From it I distin-
guish quite another kind of perception and production of meaning, namely the order of
representation. To perceive the actor’s physicality in its bodily being-in-the-world lays the
foundation for the order of presence. To perceive it as a sign for a dramatic figure or an-
other symbolic order establishes the order of representation. The latter demands to relate
any perceived element to the dramatic figure or the symbolic order, respectively. While the
first order produces meaning regarding the phenomenal being of the perceived - which
does not mean that it can't evoke other meanings that are not directly linked to the per-
ceived phenomena, as in a string of associations ~ the second order brings forth meanings
which, in their sum fotal, constitute the dramatic figure or another symbolic order.

During a performance, our perception oscillates between both orders of perception.
The moment it shifts from one to the other, a rupture occurs, a discontinuity manifests
itself. A state of instability comes into being, which places the perceiving subject between
the two orders, transfers him into a state of betwixt and between, of liminality:* each
shift, each instability, causes the dynamics of the process of perception to take another

3 Regarding the concept of betwixt and between and liminality <f. Arworp van Gewner, The Rites of
Passage. {Chicago: Chicago Univ. Press, 1960) (originally 1909), and VicTor TURNER, The Ritual Process
- Structure and Anti-Structure. (Chicago: Aldine, 1969).
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turn. The more often a shift happens, the more often the perceiving subjects begin to wan-
der between two worlds, between two orders of perception. More and more, they become
aware of their inabillity to cause, steer and control the shifts. They may try to intentionally
adjust their perception anew - to the order of presence or to the order of representation.
Very soon, however, they will become aware that the shift takes place even if they do not
intend it, that it simply happens, befalls them, that they are moved beiween the two orders
without wanting or being able to prevent it. At that moment, the spectators experience
their own perception as emergent, as withdrawn from their will and control and yetas an
action performed consciously.

That is to say that the shift draws the attention of the perceiving subject to the process
of perception itself as well asto its particular dynamics. At the moment of shift, the process
of perception itself becomes conspicuous, thereby self-conscious, and in itself the object
of perception. The perceiving subjects start to perceive themselves as perceiving subjects,
which produces new meanings, which, in turn, generate other meanings and so forth. In
this way, the process of perception continuously takes another turn. What is perceived and
what meanings are produced becomes less and less predictable. The perceiving subjects
become aware that the meanings are not conveyed to them, but that it is they themselves
who produce these and that they could have generated quite a different set of meanings if
the shift from one order to the other had happened earlier or later or more or less often.

Fourth argument: Performances are characterised by their ‘eventness’. The specific
mode of experience they allow for is a particular form of liminal experience.

In order to adequately understand performances, they are not to be considered works
of art but art events. Since a performance comes into being by way of the interaction
between actors and spectators, since it brings forth itself in and through an autepoietic
process, it is impossible to label it a work. For when the autopoietic process comes to an
end, the performance does not remain as its result; rather, the performance, too, has come
to an end. It is over and therefore irretrievably lost. It exists only as and in the process of
performing; it exists only as event.

The performance as event - unlike the mise-en-scéne — is unique and cannot be re-
peated. It is impossible for exactly the same constellation between actors and spectators
to occur another time. The responses of the spectators and their effect on the actors and
other spectators will be different with each and every performance. A performance is to
be understood as event also in the sense that no participant can completely control it, that
it simply happens to them - particularly to the spectators. This holds true not only with
respect to the consequences of the bodily co-presence of actors and spectators, but also re-
garding the particular presentness of the phenomena as well as the emergence of meaning.
As explained concerning the shift of perception, it also befalls the perceiving subjects and
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transfers them into a state of betwixt and between, into a state of instability.

Moreovet, the particular eventness of performances is characterised by a strange col-
lapsing of oppositions. The participants in a performance experience themselves as sub-
jects who co-determine its course and, at the same time, are determined by it. They live
through the performance as an aesthetic as well as social, even political, process, in the
course of which relationships are negotiated, power struggles fought, communities es-
tablished and dissolved. Their perception follows the order of presence as well as that of
representation. This is to say that what traditionally in Western cultures is held to be an
opposition which is grasped by pairs of dichotomous concepts - such as antonomous sub-
ject v. subject determined by others; art v. social reality/politics; presence v. representation
— is experienced notin the mode of either-or but in that of an as-well in performances. The
oppositions collapse, the dichotomies dissolve.

The moment this happens, the moment when one category can also be the other, our
attention is attracted by the passage from one state to the other, by the instability, which,
in its turn, is experienced as an event. In the space between these opposites, an interval
opens up. The ‘betwixt and between’ thus becomes a privileged category. It points to the
threshold between the spaces, to the state of liminality, into which the performance trans-
fers all those who participate in it.

Since such pairs of dichotomous concepts not only serve as tools for the description
and cognition of the world but also as regulatives for our actions and behaviour; their
destabilisation not only destabilizes our perception of the world, ourselves and others, but
also shatters the rules and norms that guide our behaviour. From the pairs of concepts
different frames can be deduced, for instance “This is theatre/art” or “This is a social or
political situation’. Such frames prescribe an adequate behaviour in the situation they en-
compass. By letting opposite or only different frames collide, by thus allowing different,
partly even completely opposite, values and claims to stand side by side, so that they are
all valid while at the same time they annul each other, performances create liminal sita-
ations. They transport the spectators between all these rules, norms, otders, they transfer
them into a crisis.

That is to say that the performance transfers the spectators into a state which alien-
ates them from their everyday life, from the norms and rules valid in it, without, how-
ever, showing them ways of achieving a re-orientation, Such a state may be experienced
as a pleasure as well as a torment. The transformations that the subjects undergo can be
most diverse. Mainly, they are temporary transtormations, which last only for a limited
timespan in the performance. These include changes in the body’s physiclogical, affective,
energy and motor states, but also changes in status like those from the status of a specta-
tor to that of an actor or the building up of a community between actors and spectators
or only among the spectators. Such changes take place during the performance and are
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perceptible; after the performance has come to an end, however, they usually do not con-
tinue. It can only be discussed and decided with regard to individual cases whether the
experience of destabilisation of the perception of reality, self and others, the loss of valid
norms and rules, actually leads to a re-orientation of the particular individual and in this
sense, to an on-going and longer lasting transformation. It might as well be the case that
after leaving the performance space the spectator dismisses her/his temporary destabili-
sation as nonsensical and unfounded and tries to return to her/his previous perception
of reality, self and others ~ or that even after the performance has come to an end s/he
remains in the state of disorientation for quite a while and much later, by way of reflec-
tion, arrives at a re-orientation or returns to her/his old values and patterns of behaviour.
Whichever may be the case, s/he has undergone a liminal experience while participating
in the performance.

[n the case of artistic performances we call such a liminal experience ‘aesthetic’, in
the case of rituals, the experience is ‘ritualistic’. Generally, the experiences produced by
the most diverse kinds of performance are liminal in nature. However, we are able 1o
distinguish between the liminal experience as an aesthetic experience and as a ritualistic
experience. Ritualistic experience is characterised by two criteria not valid for aesthetic
experience: irreversibility and social acceptance. However, although aesthetic experience
does not result in a socially accepted change of status or identity, it may well cause a
change in the perception of reality, self and others in individual participants. This applies
not only to the artists involved but also to the spectators. In this sense, the event of the
performance may result in a transformation of the participants which can outlast even
the end of the performance.

Conclusions

The concept of performance as outlined above entails a highly innovative potential with
regard to art studies, social and cultural studies, which [ shall briefly cutline.

In art studies, the concept of the art work is in the centre. The work has to be ana-
lysed with respect to the different artistic devices applied, and interpreted in order to
understand it. If the arts no longer produce works but performances, i.e., events, instead,
as has been happening not only in theatre, music, performance art, but since the 1%60s
increasingly also in the other arts, then neither can an aesthetic of the work be applied
nor the production and reception aesthetics that refer to it. What is at stake now is the
challenge to develop new aesthetics,* above all theories of aesthetic experience as well as

¢+ Cf. ERIkA FISCHER-LICHTE, The Transformative Power of Perfomance: A new Aesthetics. (London and
New York: Routledge, 2008} [German: Asthetik des Performativen, Frankfurt a.M.: Suhrkamp, 2004],
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new methods of performance analysis in the place of work analysis.

In dealing with performances, the historical-hermeneutic disciplines will no longer
be able to proceed from the premise that the performances fulfil a particular allegorical
programme or represent the power of an individual or that the performance of a dramatic
text can be regarded as its interpretation. Rather, historical-hermenentic approaches have
to take into consideration that meanings emerge not before the process of performance but
in its course and therefore cannot be identical with the meanings which groups of persons
or individuals intended to express through the performance.

The concept of performance is just as momentous for the social sciences. For, given
the premise that in a performance all participants, i.e,, actors and spectators alike, are in-
volved insofar as they co-determine its course and let themselves be determined by it, the
widespread and popular thesis of manipulation fails. It assumes that political festivals and
other mass performances are quite suited to the purpose of manipulating the participat-
ing population according to the intentions and plans of the ruler or the ruling class. That
would presuppose that the organisers are capable of applying staging strategies which have
the power to overwhelm the per se passive audiences in the exactly precalculated way and
to elicit from them the desited behaviour. If we keep in mind the interaction between actors
and spectators as well as the co-responsibility which each participant beazs for the course of
the performance, it hardly seemns likely that such a manipulation could actually occur.s

A special problem is posed by mediatised performances. Film, television and video-
recordings of performances, in their turn, cannot be defined and understood as perform-
ances. Fot the bodily co-presence of actors and spectators which constitutes a performance
is not given, Therefore, they cannot be included in the concept of performance, although
it can, nonetheless, in the concept of performativity. Moreover, there is a considerable
difference between mediatised performances in the above sense and performances which
make ample use of the different media and all kinds of reproduction technologies. Such
performances are a challenge for the audience by requiring new modes of perception with-
out questioning the concept of performance itself.

By developing a satisfactory concept of performance, theatre studies provide a suitable
and much needed heuristic too] for other disciplines that deal with performance. The in-
novative potential that the concept of performance implies has still to be discovered and
explored by them,

s Cf. Erika Fiscuer-LicuTe, Theatre, Sacrifice, Ritual. Exploring Forms of Pelitical Theatre. {London/
New York: Routledge, 2005).
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[ AM THE OTHER (SOMETIMES).
THE DYNAMICS OF INVOLVEMENT PROCESSES DURING
THE RECEPTION OF THEATRICAL EVENTS

Introduction

JC his contribution is a continuation of theoretical and empirical research dealing
C with the emotional impact and effect of films and theatrical events and the involve-

ment processes taking place within theatrical situations. In this contribution, involvement
processes of spectators as they may take place during the reception of theatrical events
are discussed. In particular, the concepts of identification and empathy will be analysed
in connection with questions about changes in involvement processes during the recep-
tion processes and about differences between spectators in the object of involvement they
choose.

Approaches to identification

'The traditional idea of identification as a process on the part of the spectators is that the
spectator identifies him -or her- self with the hero of the play. As Bertolt Brecht (1967,
298) has put it, the spectator takes over the experiences and feelings of the hero, Patrice
Pavis, in his latest edition of his Dictionnaire du Thédtre (2004), also describes identifica-
tion still as an illusion process in which the spectator has the feeling that he has become
the character.

In film theory the approach was quite different, particularly in the work of Balazs in
his book The Film (1949). He saw identification as the key to the film’s “absolute artistic

i

novelty™

“We look up to Juliet's balcony with Romeo’s eyes and look down on Romeo with Juliet's.
Our eye and with it our consciousness is identified with the characters in the film, we look
at the world out of their eyes and have no angle of vision of our own” (Translation from
Balazs, 1972, p. 48).

Stam (2000, 62) considers Balazs’ approach an anticipation of the ‘gaze’ and apparatus
theory, as well as later (film) theories of identification and engagement. This holds particu-
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latly true for Metz’ concept of primary identification, the identification with the camera
{Metz 1977, Baudry 1978, Aumont, Bergala e.a. 1983).

On the one hand, we find in drama and performance theory the rather static idea of
identification with the hero as a stable phenomenon during the reception process. On the
other, we find in film theoties the assumption of a more dynamic identification process
based on the changing points of view of the camera. It is this latter concept which Metz
(1977, 1985) called ‘primary identification’.

Even when these two approaches look fundamentally different, they have in common
the assumption that those identification processes are the same for all spectators. These
different ideas about identification have been repeated up to the present time in different
variations in drama, performance, and media theories. Theory about differences in iden-
tification between spectators is still an exception.

Empirical research into theatre and film, analysing identification processes, has made
clear that differences in identification between spectators take place. Roodink (1984, Ta-
ble 12) found in an empirical analysis of different films and filmed plays, inter alia, that
female and male spectators show a tendency to identify themselves with a character of the
same gender. He concluded that more male spectators have such a tendency than female
spectators.

1 Male spectators

|
‘ | Famale spectators
|

B

Ferna[e characters Male characters

Figure 1: The intensity of identification of male and female spectators with female and male characters.
[Based on Roodink 1984, Table 12; n = 513}

Figure 1 shows the relationship between the gender of the spectators and the gender of
the characters in the fictional world, More male spectators than female spectators iden-
tify thernselves with a character of the same sex. Also in other research such results were
found (‘Tan 1980, 47;: Van der Voort 1982, 219), and these even led to the hypothesis about
a sex barrier for men in identification processes.

We made a more precise analysis of the film material Roodink used in this research,
and paid attention to the dramaturgical structures of the films involved. We selected two
films with comparable structural and dramaturgical characteristics, but with leading
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characters of a different gender: In Treatment {Opname - 1979) by Erik van Zuylen, with
two leading male characters, and Hostsonate [1978] by Ingmar Bergman, with two leading
female characters.

100
s0{”
st
[ Female characters
A0 — CMale characters
| I
Leadlng character {Eva) Othar charactars

Figure 2A: Involvement and Hostsortate {Ingmar Bergman). The relation between gender of spectators and
gender of characters (n=66; no significant differences between male and female spectators).
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Figure 2B: Involvement and Opname (In Treatment - Erik van Zuylen). The refation between gender of spec-
tators and gender of characters (n=106; ne significant differences between female and male spectators).
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Figure 2C: Involvement and Whe is Afraid of Virginia Woolf (Mike Nichols). The relation between gender
of spectators and gender of the leading characters {n = 32; significant differences between female and male

spectators).
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We found now that even more male spectators identified themselves with the two lead-
ing female characters in Hostsonate than female spectators with the two male characters
in In Treatment (See Figure 2 A and B). This analysis falsified the hypothesis about the
gender barrier in identification processes and made clear that the relationship between
gender of the spectator and of the character is only one of the possible variables promoting
identification.

The question whether spectators transgress a gender barrier in identification processes
is, in our opinion, dependent on the thematical and dramaturgical characteristics of the
film or theatrical event. If the theme of the film and its dramaturgical characteristics do
not refer to the gender aspect, than the gender variable on the part of the spectator does
not play an important role (see Schoenmakers, Kolkema & Streunding 1989). This we see
in the examples of Hosisonate (2 family and generation problem is the main theme} and
Opname (In Treatment) (confrontation with an incarable disease).

In Who is Afraid of Virginia Woolf the battle of the sexes is the main theme. Here
we see a significant difference between male and female spectators in the choice of their
character of involvement (Figure 2C). The observation that more female spectators choose
George as an object of involvement than male spectators do Martha can be interpreted as
a slight confirmation for a gender barrier for men in some cases. However, we think this
difference can also be the result of dramaturgical differences in the presentation of these
two leading characters. George is in this film, quantitatively (measured in minutes he is
to be seen on screen), much more prominent than Martha. He also got more point of view
shots and also more close-ups than Martha. These instrumental devices in the structural
and dramaturgical organisation of the film could also be an explanation for the differ-
ences in identification.

Problems in involvement theories

We can summarise the main problems in theories dealing with identification as follows
(for a more detailed discussion see Schoenmakers 1988):

(1) In drama and performance theory usually only the hero in the fictional worid is
considered as an object of identification, and in film the character in the fictional world
whose point of view the camera is showing. Characteristics of the spectator are not fun-
damentally considered.

(2) The cogritive and emotional characteristics of the processes remain unclear. Often
the concept of identification is not defined at all. From the context it is sometimes possible
to detect what concept of identification is used. These interpretations may vary from the
Brechtian idea of feeling you are in the shoes of a character, to the recognition of cogni-
tions and emotions, or even to a general emotional involvement in the fictional world
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{Laplanche & Pontalis 1978).
(3) The possible causes and effects of identification remain unclear, particularly in dra-

ma and performance theories.
(4) The relationship is not clear between different concepts of involvement such as
identification, empathy, ‘feeling into’, ‘feeling with’, sympathy, etc.

Kinds of involvement processes

In this short article it is not possible to discuss all these problems, but at least we will try to
clarify some. As a conclusion of a survey of different kinds of involvement concepts in dra-
ma, performance, literary and psychological theory we have proposed (Schoenmakers 1985)
distinguishing at least between two processes () identification, and (b) empathy. Recently a
third concept has been added (¢) kinaesthetic involvement (Wildschut 2003).

In order to define those concepts, we used the possibilities of the cognitive emotion the-
ory of Nico Frijda (1986), which served as the theoretical framework for research into emo-
tion and involvement processes. Identification was defined (Schoenmakers 1988, 142) as a
process in which spectators experience similarity between their own interests, perspectives,
sensitivities, and other cognitions and the interests, perspectives, sensitivities, and other
cognitions of their object of involvement. The result is that they experience the same emo-
tions as they think the object of involvement is experiencing. Another result is, inter alia,
that spectators experience a mono-perspective view or experience, namely in line with the
view and experience the specific object of involvement seems to experience.

Empathy has been defined as a process in which the spectators understand the interests,
perspectives, sensitivities,and other cognitions of their object of involvement, They experience
differences in those areas, however. Their view and experience is different from the view
and the emotions the characters seem to experience. Characteristic of empathy is the pos-
sibility of a multi-perspective experience and view where we understand different chara-
cters at the same moment. Spectators experiencing empathy may understand the point of
view and experiences of different characters at the same time. It is an interesting question
if such an experience leads to more tragic experiences than the mono-perspective view and
experience of identification.

The difference between identification and empathy can also be summarised in terms of
a self/ other distinction (Van Vliet 1991), in which ‘the other’ is the character. In the case of
identification, the self/other distinction seems to disappear, whereas in the case of empathy
the self/ other distinction is emphasised.

A debate has been going on, particularly in psychological and media studies, as to
whether or not the concept of identification makes any sense. The psychologist and media
tesearcher Dolf Zillmann stated in his article “Mechanisims of emotional involvement with
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drama” (1993, 39) that the concept of identification is not useful, since the only position he
expects that a spectator watching films may have is an observer position. He proposes to
use the concept of empathy. But in this way a physical position of a spectator is mixed up
with a psychological one. The problem with the concept of identification in this and some
other theories is that identification is interpreted as if the spectator becomes another person.
However, we should not take identification too literarily. It is of course true that complete
identification in the theatre as well as outside the theatre would be a pathological phenom-
enon. [n both cases it would mean a loss of identity, when one disappears in the identity
of somebody else. Within the theatre it would mean also the loss of consciousness of the
theatrical frame.

When we assume that processes of identification (but not complete identification) in the
real world take place, then there is no reason to suppose that comparable processes in the-
atrical or filmic situations do not take place. In this respect the point of view of Tan {(1993)
has more nuances. He agrees basically with Zillmann about the dominance of an observer
or ‘witniess position’, but expects the possibility of incidental identification and feeling ‘what
it is tike to be the protagonist’ (1994, 24).

In our view, it makes sense to see identification and empathy as two dimensions on one
involvement scale (Figure 3). We can assume a scale of involvement with at one end increas-
ing intensity of identification and at the other end an increasing intensity of empathy. We
only have to take into account that complete identification will not be reached (the position
between the square brackets on the intensity line). In that sense Zillmann (1994) and Tan
{1994) are right when they emphasise the importance of empathy. That is in line also with
our conclusion in the analysis of identification concepts (Schoenmakers 1988, 160) “that
there will be more empathy in theatrical situations than the frequency of the term identifica-
tion suggests”,

Identification Empathy

fecee<]ed< <eeeced<ec Cincreasing intensity>>> 550535 05555535555 555>
of the same of different

cognitions and (in principle) cognitions and {in principle)
the same emotions different emotions

decreasing self other distinction increasing selffother distinction

Figure 3: Identification and empathy as two directions in an involvement dimension

The third involvement concept, which recently has been added as a result of research
into the reception of dance performances by children, is the concept of kinaesthetic in-
volverment. Wildschut (2003, 51} defined kinaesthetic involvement as an involvement
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process in which the spectator experiences the observed movements on stage not only
visually and auditorily but also by means of activated proprioreceptors, which make con-
nections with movement experiences stored in the long-term memory. In other words, the
observation of movement patterns activates movement patterns stored in the memory of
the observer and will lead te motoric reactions and emotional experiences.

In fact, a connection between involvement and kinaesthetics is not new. As early as the
beginning of the 20 century, the psychologist Lipps (1906, 27-28) spoke about “kinaes-
thetic imitation’ when he was discussing his theories about empathy. However, the concept
did not find its way into theory about spectator experiences.

In analyses of the reception of children watching dance performances, Wildschut was
able to show that kinaesthetic experiences particulatly take place when spectators have
been actively involved in dance and in this way have developed specific internal motoric
programmes, Regarding the relationship between kinaesthetic involvement and identifi-
cation and empathy, it is to be expected that there will be a correlation between identifica-
tion and kinaesthetic involvement, since both are based on similarity experiences: in the
case of identification, cognitive and emotional similarities, and in the case of kinaesthetic
experiences, motoric similarities, which may lead to emotions as well. An attempt by
Wildschut to analyse this correlation between identification and kinaesthetic involvement
was not successful because of the technical problems she was confronted with (Wildschut,

2003, 176).

The possible causes of involvement in theatrical situations

Regarding the causes of identification or involvement, in particular, sociographic vari-
ables such 25 gender, profession, education, and age were used in the first wave of audience
and reception research in order to find possible causes to explain differences in identifi-
cation or involvement processes between spectators. Sometimes those differences were
found (e.g., Morgan 1951, Gourd 1977, Goldberg 1977), sometimes not (e.g., Hayes 1950,
Pickett 1969). We think it is not these sociographic characteristics which are responsible
for differences, but the underlying psychological cognitions. It is not because a spectator is
a woman or a2 man that differences in involvement processes take place, but because those
gender differences are an indication of differences in values, norms, sensitivities, and so
on. More sophisticated involvement research should focus on those aspects. That is why
we, in our definitions for the involvement concepts, used the term ‘interest’, derived from
emotion theory and indicating those norms, values, and sensitivities. In this way we are
forced to look for the underlying psychological mechanisms instead of the more superfi-
cial sociographic variables,
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After an analysis of theoretical and empirical research dealing with the concept of iden-
tification, Schoenmakers (1988) reduced the possible causes for identification into only
four basic categories. The existence of one of those four, theatrical projection, was not
confirmed in empirical analyses (Vermeulen 1989, Van Vliet 1991). For the time being, we
assume that only the following three causes for identification are important:

a. similarity between spectator and object of identification, and not, or not only, at the
level of sociographic variables, but at the level of the underlying interests, norms, values,
and sensitivities (similarity identification).

b. the attractivity of a possible object of involvement, the object of involvement as ideal
model ,s0 to say, which is also connected with interests, values, and norms of the specta-
tors {wish-identification)

¢. instrumental means: The instrumental means are the dramaturgical tools and de-
vices at the disposal of the theatre or filmmakers to stimulate or prevent identification
or involvement. We have to think of dramaturgical tools, such as narration structure,
information state of the spectator in relation to the characters, qualitative and quantitative
prominence of characters, and so on.

These three causes (similarity, attraction, and instrumental means) can reinforce each
other and in this way increase the intensity of identification. They can also point in different
directions and obstructand diminishidentification and stimulate empathy. Let us illustrate
this with the example of changing identification by means of the changing camera per-
spective Balazs used. We assume that when such an instrumental means as a camera per-
spective is not connected with at least one of the two other causes (similarity or attraction),
it will not work in the way Balazs supposes. If a spectator shares with Romeo not only
the point of view, but also the norms and values regarding the beauty characteristics of
Juliet, then this similarity in instrumental means (the point of view shot) and in norms
and values may induce identification. And because Romeo - for these spectators - isin an
attractive situation, namely in the neighbourhood of Juliet, the causes for identification
(the camera perspective facused on Juliet), and the similarity in beauty norms, reinforce
each other. However, when in this scene, Juliet is shown not in accordance with the beauty
norms of our Western society, but not extremely slim, giggling, funny, and behaving in
a clemsy way, then the same camera perspective would not support identification, but
emphasise a more emphatic reaction, namely that love is blind, We understand Romeo
when such a Juliet flabbergasts him, but we do not share his views. In other words, it is not
the camera perspective itself but the camera perspective in relation to the possible other
causes of identification which is responsible for identification. That is the reason we do not
expect that the hypothesis of Balazs about changing identification with every change of
the camera perspective will be confirmed.

The camera perspective has been used as an example, not only because it is such a
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strong tool, but also because it was such a hot issue in the debate about identification and
film. The example does not imply that theatre directors would not have strong instrumen-
tal tools at their disposal to reach comparable effects. With the help of lighting design, with
a mise en scéne focusing on Juliet, with a retardation of the tempo of the actions, a theatre
director can emphasise the probable similarities or dissimilarities between spectator and
character. Another strong instrumental tool at the disposal of the theatre and filmmakers
ig the state of information of the spectators compared with the characters. We suppose that
a lead in or deficit of information in the spectator compared with a character prevents or
diminishes identification, while similarity in the state of information reinforces identifi-
cation. With similarity in the state of information, we see the surprise or the threat at the
same moment as the character, When we know more than a character, for instance that he
or she is threatened, we may feel fear or pity, while the character, not aware of the threat,
may still be happily walking around.

An important conclusion for research into identification is the importance of the char-
acteristics of the performance or film. An analysis of the conflicts and of the themes is
necessary to find out which interests, norms, and values play a role and will activate the
attitudes towards these interests as a possible cause for experiences of similarity or attrac-
tivity. A dramaturgical or structural analysis is necessary to find out which narrative or
theatrical devices are steering involvement processes. Because the causes of identification
are to be found in the themes and dramaturgy of the performance or film (in the case of
the instrumental means) or in the interplay between elements of the performance or film,
on the one hand, and the characteristics of the spectator, on the other (in the cases of
attractivity and similarity}, an analysis of the performance ot film will help to clarify
which variables on the part of the spectators are activated and could play a role in the
involvement processes. On the basis of such an analysis, predictions about the interests
which will be activated on the part of the spectators and could cause differences in in-
volvement processes between spectators are possible.

One of the consequences of these theoretical considerations about processes of involve-
ment is that a much more dynamic process of involvement in general and of identification
and empathy specifically will take place than traditional drama theory assumes. It is not
only changes in the choice of the object of identification and empathy during the reception
process that are to be expected, but also different spectators may choose different objects
of identification at the same moment.

The dynamics of involvement processes

Is it possible to make the dynamics in involvement processes visible, as the theoretical con-
siderations imply ? In order to answer this question we used the same film which we had
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already used for research projects into emotion and identification processes, with other
research questions (Schoenmakers 1986, Tan 1986). It is the film In Treatment (Opname),
made by theatre makers of the Werkteater in Amsterdam. For ten of the 24 scenes into
which we had divided the film for other research aims, we analysed the intensity of the
cognitive aspects of involvement, namely the (dis)similarity in cognition between specta-
tor and characters (Schoenmakers 1991).

The origin for the analyses was the connection of invelvement theory with the notion
of interests in the emotion theory of Nico Frijda, which means with the cognitive aspects
of emotions. We assumed that similarity in interests between spectators and characters
will lead to the same thoughts on the part of the spectators as they attribute to the char-
acters. We analysed the thoughts of the spectators in the different segments in relation to
their ideas about the thoughts of the characters. Similarity in thoughts with a character
we saw as support for the cognitive aspect of identification. Differences in thoughts and
similarity in thoughts with two different characters in the same sitnation we saw as an
indication for empathy. The fact that we only analysed the cognitive aspect is the reason
why we speak about cognitive similarity and not of identification. It is just the first step in
the identification process,

The following conclusions could be reached:

(1) The leading character, De Waal, got the highest intensity of cognitive similarity. It var-
ies in the different scenes between 13% and 40%. The intensity of cognitive similarity
related to the second leading character, Frank, varies from 6% - 17%. The cognitive simi-
larity with two minor characters, the doctor and the wife of the first leading character, Mrs
De Waal, vary respectively between 1% — 9% and 10%-21%. When we want, we can even
see this result as a very slight confirmation for traditional drama and performance theory,
namely identification with the hero. However, we tend to see it as the resuit of one of the
instrumental devices the theatre or film makers have at their disposal: the prominence of
the character and the similarity in information state between spectator and the leading
characters. In most scenes spectators do not have a lead in or deficit of information com-
pared to this character.

(2) Feelings of empathy, however, reached higher intensities than the cognitive similar-
ity with the leading characters.

(3} Most striking, however, are the huge changes in the intensities of cognitive simi-
larity.

(4) Also striking is that quite a number of spectators show cognitive similarities with
minor characters as well.

{5} Particularly interesting is Scene V. In spite of the presence of the leading character,
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most cognitive similarity goes to a minor character, his wife, who is visiting him in hos-
pital. But also in this scene empathy is higher than cognitive similarity with the leading
character (Figure 4).

Let us have a closer look at this scene (Figure 4). Before this scene, the leading char-
acter has been informed that he has cancer and that he has to stay in hospital. In Scene V,
the wife of the leading character is visiting her husband, she wants to help him, and has
brought some food he likes. The leading character, however, does not want help, he does
not want food, and becomes unreasonable with her. He does not want her presence and
sends her away.

Here we see that the audience splits up into major groups. One group shares the
thoughts of the leading character, the other group, even larger than the first, shares the
thoughts of the wife. A third group of spectators understands the perspectives of them
both, and feels empathy.
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Figure 4: Involvement (cognitive similarity) in Qpname (In Treattnent} in segment 5.

The emotions we can expect as a result of these different perspectives are: in the case
of similarity with the leading character, distress and anger about his terrible situation,
and in the case of similarity in thoughts with his wife, distress about the situation of her
husband and sadness that the man she loves is aggressive to her. The spectators who feel
empathy will understand both perspectives and will feel sadness about the behaviour of
the husband, who is attacking the wrong person in his miserable situation. They will feel
pity for both partners, particularly about the fact that a situation, for which nobody can
be held responsible, is causing such a depressing state of affairs in the relationship of this
couple. These emotions can be accompanied with fear about the future and the problems
of coping with the situation. .

Regarding the relationship between empathy and identification, it is interesting to see
that throughout the whole film, the amount of empathy (a multi-perspective view) in-
creases and the amount of identification {the mono-perspective view) decreases (Figure 5).
In other words, the understanding of the different views of the characters increases during
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the reception process.
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Figure 5: Cognitive similarity with one character (identification) and cognitive similarity with two charac-
ters {empathy}.

When we come back to the possible causes of identification in Opname, we conclude
that similarity plays an important role, whereas attraction does not play a role atall in such
a tragic film. At the level of the instrumental means, we concluded that for this adapta-
tion of a theatre performance into a film, camera perspective and close-ups were usedina
very conventional way. More important is the use of the instrumental tool of the narration
structure. This narration structure can be characterised as a surprise structure. In most
scenes, there is similarity in the information state between spectators and the two leading
characters. Only at very few moments do spectators have a lead in or a deficit of informa-
tion compared to the main characters. It is the kind of narration structure which, because
of the similarity in the state of information between spectator and character, can be seen
as stimulating for possible identification.

Let us speculate, on the basis of these findings and considerations, about Greek tragedies.
When we make a comparison with the narration structure of Greek tragedies, for example,
then we see how the Greek dramatists took care to give the spectators a lead of information
compared to the main character(s). In the case of Oedipus the King, we can expect that the
spectators in the theatre of Dionysus Eleuthereus knew the story. In other cases we see how
the dramatists take care to give the spectator that lead of information by providing the neces-
sary information in the plot structure, for instance in the prologue. Such narration structures,
using forms of tragic and dramatic irony, will in our view prevent identification and stimu-
late empathy. This makes it in our opinion probable that spectators watching Greek tragedies,
particularly also the tragedies used as example for identification with the hero, such as Oedi-
pus the King, will elicit more empathy and much less identification than supposed.

We may conclude that involvement processes are much more complex than simply
identification with the hero. In the same scene some spectators experience identification
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whereas other spectators experience empathy; different spectators may feel identification
with different characters {which for example in our opinton could be the case with Anti-
gone and Creon), depending on different similarity feelings with these characters.

We could make clear that the same spectators may choose different objects of involve-
ment in different scenes, and that they may change from identification to empathy and
from empathy to identification. Theory and research imply that we are less faithful to our
objects of involvement than drama and performance theories assumed. We will have the
feeling that we are somebody else only for some time.

The big differences between spectators in their involvement processes should conse-
quently get more attention in our theories. This involvement research illustrates how unse-
ful it is to question basic assumptions in drama, performance and media theories and to
laok for theories and methods which help to test those assumptions, in order to improve
the theories about what is going on in the reality of theatrical events in the heads, hearts,
and bodies of real spectators.
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JoHN SOMERS

CREATING A BRIDGE: INTERACTIVE THEATRE
AND AUDIENCE INVOLVEMENT

Introduction

CM any people associate going to the theatre with ‘entertainment’. It is a ‘night out’, per-

C haps accompanied by a visit to a restaurant and some drinks in the interval. Cer-
tainly, one of the functions of theatre performances, films and TV plays is to entertain, to
provide light relief from the daily struggle in which most of us engage. It can be exhilara-
ting to leave a theatre feeling uplifted by, say, a joyous musical, clutching the show CD and
whistling the tunes. Such induced happiness can, I believe, be therapeutic, and we all need
adose of such experiences, where storylines are straightforward and characters are readily
recognised for what they are.

But theatre also has a duty to stimulate deeper thinking about the meaning of human
existence. It must raise moral issues about what it is to be human and in particular our
responsibilities to self and others. It is a debating chamber in which we hammer out essen-
tial matters to do with existence. It can also be seen as a social laboratory where models of
humanity are subjected to close examination.

Many important moral and ethical issues do not become interesting if dealt with as
generalities. Tt is difficult, particularly for young people, to become charged by ‘hunger’
as a concept unless the issue of hunger is situated in a particular context - invested with
the detail of human circumstance. We need to know how hungry the people are - are they
simply short of food in the house and a quick visit to the shops will solve the problem, or
are they near death due to crop failure and creeping desertification ? In a case of theft, is
the money stolen 10 Euros or 10,000 Euros ? Is it stolen because of greed or desperate need ?
Judgements about the levels of tegal and social transgression depend on the circumstances,
and Drama allows us to create such detail and to embed the issues in the lives of believable
human beings. The issues therefore become context specific. Applied drama attempts to
posit how life might be different for the characters which it portrays.

Applied drama

Applied Drama involves the shaping of dramatic experience for specific societal contexts.
It may contain performance, or be composed of mainly experiential drama activity. In all
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cases, the drama forms a customised intervention in understood contexts with the expecta-
tion of participant change.

Applied Drama is based on four main principles:

+ That drama involves the modelling of reality through the use of the dramatic me-
dium. Just as the engineer builds a model of a bridge to test its capabilities when
built, so in drama we model life and examine its complexities. Like the engineer
who can change aspects of the model and its context - stronger side winds, heavier
lorries, thicker steel - so variables of the drama model can be changed - ‘this time,
the parent is more angry, the amount of money stolen is greater’, for example;

+ Thatour identity can be seen as a personal narrative constantly extended and modi-
fied by many other narratives - global and local - to which we are exposed;

+ That by entering the fictional world of drama, we may gain greater understanding
of our own, personal narrative. This is a major source of the claims of attitude and
behaviour change;'

*  Byknowing that the dramatic experience is not real we can release ourselves safely
into it

There are five stages in the use of Applied Drama:

1. Proper understanding of the initial commission;

2. Research of the context in which the drama will be applied;
3. Drama creation;

4. Itsapplication;

5. Evaluation of its effect.

What evidence is there to support claims of change ?

Research? shows dramatic experience to be one of the most effective interventions in at-
titude change; more than critical incident discussion and the use of video.* This research

U If we gee, as David Novitz posits, our personal narrative as like a film which we edit from the many
life experiences we undergo (with most of them discarded like the film-maker's excess footage left on the
cutting-room lloor), we are allowing participants in drama to contemplate ‘the other’, that which may be
different from us, to consider ‘what might be’ and te compare it to ‘what is’, This creates a productive ten-
sion between "how we are’ and “how we might be’ - see D. NovITZ, “Art, Narrative and Human Nature”
In Memory, Identity, Community, 143-160 (Albany, NY: SUNY Press, 1997).

* Thisresearch was carried out for the Portman Group and can be found in K. Fox, Taskforce on Under-
age Aleohol Misuse. (London: Portman Group, 1997).

3 For more on this see the works of Lawrence Kohlberg.
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discovered that teachers who use didactic approaches are the least effective agent for
changing students’ attitudes. My research shows that dramatic expetience significantly
altered the attitudes to disability of thirteen and fourteen year-olds.*

So how does drama achieve this ? Fundamentally, the underpinning theory concerns
narrative. Effective theatre, novels, films and TV drama work by involving us in stories
which matter to us, which contain characters whose concerns and problems we become
intrigued by. We can come to share the moral responsibility for the actions of the chara-
cters — we care. They become our surrogates in the situations in which they operate.

Crucial is the relationship between the real and the fictional. We live in a world in
which narrative structures form a major - perhaps the major framework by which we
make meaning of experience and by which we are informed of things that we cannot
experience first hand.’ The developed world’s storytellers are CNN, the BBC, Hollywoed,
the popular music and sport industries and, most powerfully and skilfully, the advertising
industry.

There has always been great interest in the power of drama storymaking to affect par-
ticipants who are able to devise or act out stories that have particular relevance for them.
This is the principle at the heart of Dramatherapy and Psychodrama. Through the process
of intertextuality, participants’ personal stories are influenced and modified by the drama
story. The more effective this story encounter is, through its ability to intersect with our
personal story, the more likely it is to change our perceptions of how the world is and our
vision of our partin it”

t TFor mote on this see . SomErs, “The Nature of Learning in Drama in Bducation” in Drama and The-
atre in Education: Contemporary Research ed. J. SomERs, 107-120. (North York (Canada): Captus Press,
1996).

5 See M. MEEx, et al, The Cool Web: the Pattern of Children's Reading. (Oxford: The Bodely Head, 1977),
and H. RoseN, Stories and Meanings. {London: National Association for the Teaching of English, 1985).

¢ For more on this see |. 50MERS, “Stories in Cyberspace.” Childrers’s Literature in Education, Vol. 26. No.
4 {New York: Human Sciences Press, Dec. 1995), ’

7 See D. Novrtz, “Art, Nattative and Human Nature” in HINCHMAN L. & HINCEMAN, 8. (Eds) (1997)
Menrory, Identity, Community. Mew York: State University of New York, 1997,



164 JOHN SOMERS

The diagram attempts to show a stylised version of this process:
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The subject’s ‘real’ world can be affected by a period within a fiction context - in theatre,
through physical, aesthetic and psychological experiences. This fiction, if effective, can lead

REAL

to a change in the ‘real’ life trajectory, as represented at the top of the diagram.

How can theatre achieve the greatest penetration in involving an audience in its sto-
ries, maximise its chances of achieving participant change ? My work involves attempts to
break down the gulf that exists between the performance and the audience. If this can be
achieved, audience members are given permission to take a more active and concerned part
in understanding what is happening in the lives of the people in the story and in finding
possible routes for the characters to ameliorate the problems they face.

This brand of theatre is generally called ‘Interactive Theatre’. When performed in edu-
cation contexts, in the UK it is often termed “Theatre in Education’ or TIE for short. In
Interactive Theatre, the programme is aimed at a particular population. It is usually per-
formed in the school with a minimum of technical aids, this to make the characters more
realistic and smudging the distinction between them and audience. The actors, out of role,
often greet the audience as it enters the performance space and remain visible at the sides
of the stage during the performance. When performing, they inhabit a space adjacent to
that of the audience with little demarcation between them. The acting style is usually natu-
ralistic and ‘non-declamatery”. Unnatural projection of voice and gesture is not required
in such an intimate arrangement, again making the characters seem more authentic.

I will explain a seminal model which I have used for several years. It involves a three-
phase programme. I call it a programune not a ‘play’ or ‘performance’ because the per-
formance is only one of several programme elements. Although some theatre companies
(few these days) present ‘invisible theatre’ - that is theatre which the “audience’ takes to
be reality, in most cases audience members are aware that what they are experiencing is
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a fiction. The power and authenticity of that fiction should draw them in and, if the story
is relevant and feels authentic, they feel able to engage freely knowing that they are not in
danger of creating real harm.

This model usually has three stages. Ideally, they are delivered over a three-week pe-
riod ~ thus phase one is in week one, phase two in week two, etc.

Phase One involves orientating the audience members to the story and its characters, |
often use a ‘compound stimulus’ to ‘hook’ the participants into the story. This is usually a
container of some kind with objects and documents in it. The contents relate in some way
(although the audience have to work hard to discover those relationships - the initials on
the back of a photograph match the name on a diary entry, for example), and the audience
members — who get to handle and inspect the artefacts — end up with a story, albeit incom-
plete, which helps explain the two key questions asked of them:

* ‘who are these people ?" and
¢ ‘what’s happening to them ¢

This phase draws the audience (which usually does not exceed 60 in number) into the
story. Through phase one they arrive at a number of shared hypotheses about the charac-
ters they are able to identify, the life events which they have experienced, and the relation-
ships between them.

Phase Twe involves the performance of the story. This usually takes between 35-50
minutes and during this time the audience meets the characters about which they have
hypothesised and discover if their surmise was correct. Unlike the ‘well-made play’ where
we meet the characters, discover the problem, see the characters grappling with it and,
after the climax, witness the denouement, the performance element in interactive theatre
ends at the climax - the zenith of the problem. At this point the audience is invited to
involve themselves in:

* reaching a better understanding of the problems faced by the characters, and
¢ intervening in some way to help the characters improve matters.

There are a variety of ways to make these things happen. Commeon are: hotseating,
small-group discussions, Forum Theatre, image theatre, and audiences improvising scenes
from the story to improve issues.

Phase Three usually involves a planned and well-resourced follow-up in which the au-
dience members reflect on the story in which they have become involved. Often there are
attempts to widen the understanding of the particular issues presented in the story to take
in other instances in different contexts, or to present news stories or statistical information,
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The aim is to root the emotional experience of the first two phases of the programme in
more considered, societal perspectives. Research of these programmes show that they are
extremely effective in achieving their aims. The impact of the story and the interactive nature
of the work seem to achieve a level of involvement often unobtainable through other means.

I will iflustrate this theory in two examples of this kind of work.

On the Edge

The first programme was created for students of 16 years and over - including university
students - and mental health professionals, mental health service users, and carers. Called
‘On the Edge’, it showed the story of a seventeen-year-old boy who, starting from a situa-
tion of apparent normality, moves towards a first episode of psychosis. This play was very
successful and completed a national tour of England in 2004/5. It has won major national
awards® and is being reinvented as an interactive DVD for use with students,

In this case the aims were to:

¢ raise awareness of mental illness, specifically to increase knowledge and under-
standing of psychosis;

* contribute towards reducing the stigma and discrimination surrounding mental
illness;

* raise awareness of available help and improve help-seeking behaviour.

The compound stimulus consisted of 4 shoebox which, the audience is told, was found
under a boy’s bed. The performance ends in a crisis with the boy’s girlfriend being shouted
out of his bedroom by the boy, Terry, who has heard voices and is increasingly troubled by
delusicnal and obsessive behaviour. The audience then attempt to understand the preblem
better. They are aided in this by an actual mental health nurse who acts as facilitator for
the programme (i.¢., the interface between the story and the audience). A variety of inter-
active forms are used, ending with the audience offering advice to each of the characters
on how to create better conditions for Terry’s recovery. A sophisticated educational pack
was provided to assist teachers in following up the programme in Phase 3. Where possi-
ble, Early Intervention mental health workers were present at each performance, together
with teachers responsible for personal and social health programmes in the school. School
counsellors and nurses were also encouraged to attend.

4 For more on this see hitp.ffwww.healthandsocialcareawards.org/Page_Show.aspx d=384
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The compound stimulus for ‘On the edge’

Independent research has shown this to be a very effective programme in achieving
its aims.?

The Living at Hurford

The Living at Hurford was commissioned from me by the Arts Initiative Group Devon, a
group established following the ‘Mind Odyssey’ project instituted by the Royal College of
Psychiatrists during 2001 to explore the relationship between psychiatry and the arts. The
group wished to explote the use of a dramatic intervention in a rural area affected by a Foot
and Mouth Disease outbreak in 2001.° Evidence of the trauma caused by the disease came
from the health professionals’ daily dealings with people deeply affected by the killing
and burning anid burying of thousands of sheep, pigs and cattle, some of whom were per-
fectly healthy but housed within ‘clearance’ areas contiguous to the diseased farms.

Rationale of the project

The Play

The Living at Hutford is a story about a small, family farm in Devon. The script used lo-
cal dialect terms and the compound stimulus and script contained many local references.
Hurford is owned by Janet Chaplain, who was left it by her recently deceased father, Henry
Dhaniel. She is married to a clinically depressed husband, Mike, who is deeply affected by the
difficulties of making a living from the farm. To supplement the family income, he drives a
milk collection lorry. They have two children - Alan, eighteen-years-old with a successful

9 A full research report on the effectiveness of this programme will be available in Tuly 2606.
1 For more on Foot and Mouth, see: htip:ffwww.chsten.man.ac.ulk/news/pressrel-fimd. htm
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Army career, and Sally, 20, studying Business and Economics at university.

When buying a ticket, audience members receive a compound stimulus - an envelope
containing material that hooks them into the story (Phase 1). This includes a map of Hur-
ford Farm, a set of farm accounts, photographs of farm buildings, an obituary from a local
paper for Henry Chaplin, a solicitor’s letter offering additional land, a school report on Sally,
a birthday card from Alan to his mother and a family-tree diagram — presumably drawn by
Janet. They are asked to explore the compound stimulus - again using the two key questions
- ‘Who are these people 7’ and ‘What’s happening to them ¥’

The story which emerges shows that Janet’s brother, Greg, left home at 16 for an engi-
neering apprenticeship and, although he was expected to take over the farm, never returned.
Janet had her own career planned, but agreed to a delay until Greg returned. She is now
resentful of Greg’s actions and feels stressed by the farm’s financial difficulties and her hus-
band’s impaired mental state. After attending his father’s funeral (which took place a few
weeks before the time period of the play), Greg announces to his sister that he wants to come
‘home’ and help the farm out of its difficulties by investing his redundancy money in it.

The ‘now’ story takes place in the kitchen of Hurford Farm.
The kitchen scenes are interspersed with flashbacks which show:

* Henry first coming to look at the farm with his fiancée, Betty, in the 1940s;

* aharvest scene from the 1950s;

* aprotest scene in which farmers march against the low prices they receive from the
supermarkets, and

* a Christmas scene in which Janet wains off her son and daughter from coming
back to farm Hurford.

There are two monologues from which we learn something of the internal tensions in
the lives of Mike and Janet. Projected images were used - images of the farmhouse that
precede the first kitchen scene, a Henry and Betty wedding photograph, media shots of
a real farmers’ protest, shots of 1950s harvest scenes, and a fandscape of "Hurford’, for
example."

It A copy of the scriptand pre-pack can be oblained cost price from the author by e-mailing ) W.Somers@
exacuk. A video is also available.
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Protest meeting!?

The fifty-minute performance ends at a point where Janet tells Greg that she needs time
to think about his offer and warns that he must say nothing to her husband Mike. Janet ex-
its and Greg locks at the laptop computer in which Janet stores the farm accounts. At this
point a facilitator invites the audience members to consider the options open to Janet.

Among these are:

*  Accept Greg’s offer and bring him in as a partner;

+  Sell part of the business to Greg and allow him to develop his own business - con-
verting some redundant buildings into holiday lets, for example;

* Refuse Greg’s offer and expand the farm (she has been offered land by a neighbou-
ring farmer);

*  Sell part of the land to clear the overdraft and farm the remainder to fit a ‘niche
market’;

*  Sell the land, retain the house and a few acres, then get a job;

*  Sell up and move.

After discussion with those sitting near them, the audience members are able to ques-
tion characters of their choice in a process called ‘hotseating’. After a refreshment break,
and led by the facilitator, the whole audience discusses the course of action Janet should
take. When the audience has decided this, the actors play an improvised scene based on
the audience’s wishes. Although the audience has decided what Janet should do, it cannot
dictate the outcome of that decision.

12 Photo credits: Brain Salter.
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Performance venues

The play was first performed on 29, 30, 3t September 2002 in a barn on a farm near North
Tawton, West Devon. This farm had lost all of its stock to the disease control measures in
place during the Foot and Mouth Disease outbreak in 2001, Two hundred and ten people
saw it. The play was reshaped (with new local references and parts re-written in response
to feedback) for performance at a farm in East Devon on 29, 30, 31 May 2003. It was then
toured with the East Devon cast to the Phoenix Arts Centre, Exeter (12 and 13 June 2003)
and The Tacchi Morris Arts Centre, Taunton (20 and 21 June 2003). Approximately 550
people saw it in 2003.

The cast

Thirty-five community actors were recruited through extensive local publicity and a series
of casting workshops which explored the play and people’s interest in particular roles. At
all venues, the parts of Janet and Greg were played by the same two professional actors

Evaluation of the project
Data
Five main sources of data will inform the full evaluation of the project. These are:

* Audience responses by e-mail and letter;

+  Labels tied to the wicker cow;

* Responses from those involved in the production;

*  Reviews and media comment;

¢ Interviews with audience members and production members;
+ My observations.

In this paper, I will concentrate only on the first data source.

13 The Department of Environment, Food and Rural Affaits (DEFRA) followed a policy of destroying all
ungulates on infected farms. This was achieved through shooting the animals and incinerating the bod-
ies. Contiguous farms were also culled of their stack.

1 Hilary Francis and Steve Crump.
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Audience responses

Audience members were invited to take a response sheet at performance end. An e-mail
address was also given in the programme. One hundred and thirty-five responses were
received, representing approximately a 25%, self-selecting sample. The majority contains
solid comment on the play and, often, its effect on the respondent and the relationship of
the story to that person’s life experience.

Analysis of responses

The coding categories emerged from a close reading of the audience responses. Eleven
categories emerged. These are:

Quality of play; nature of play: authenticity; interactive nature of play; insight into
farming; audience involvement; triggering of other contexts; thought provocation; in-
volvement with Chaplain family; extending the project; enjoyment/satisfaction with ex-
perience.

1. Quality of Play

All responses support the notion that the audience was very impressed with the standard
of performance. Words such as ‘brilliant’, ‘excellent’, ‘wonderful performance’, ‘incredibly
impressed’, ‘music superb’ are typical. The totality of the work was praised by this re-

spondent:

I think the production, scripting and performance were excellent and in particulay, that the vela-
tionships portrayed were spot on {e.g. the prevailing hold of the deceased father)
{(Respondent 1, P

One man said:
The Living at Hurford was one of the most interesting things I have seen it a long timme. It was
cleverly constructed, well written and movingly acted, and I was especially engaged by the contri-
butions from people in the audience who obviously had a greas deal of knowledge and experience

of farnting.
(R19,T)

15 Payhembury henceforth ‘P’ Notth Tawton ‘NT, Taunton “T", and Exeter ‘T,
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Janet and brother Greg

2. Nature of the play

There is predictable evidence that these, generally rural, audience members were much
more used to a traditional audience role. Some commented that they found the interactiv-
ity exciting, ‘A very interesting theatrical concept’ (R 17, P). There was evidence of a wide-
spread accepiance of the usefulness of the pre-pack which led them into the story:

I thought the preparation material an excellent idea. The expenditure and income sheels — very

good: really highlighted the situation - reinforced by the irony of being given first refusal on ex-

triz fand. The obifuary set the generational confext of the farm {...] Loved the map: fictional but
Tocalised.

(R14,P)

{(R5,NT)

The performance space at North Tawton

3, Authenticity
Farmers recognised their reality in the action: ‘“The regular, grinding need to “see the
stock” and “take silage up to the top field” etc was realistic’ (R 6, NT) and “The story line
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is so real and close to home for countless farming families’ (R 2 NT):

1 think you hit the nail on the head - you got it abselutely right [....] The play showed an excep-
tional understanding of the difficult situation farming families are finding themselves in. I am a
farmer's daughter and a farmer’s wife (and) we can trace our family back to 1550 (and) the fam-

ily’s occupation has been recorded as farmers and yeomen.
{R10,NT)

4. Interactivity
The notion of interactive theatre was enjoyed as the majority of the respondents men-

tioned it as a positive attribute:

Toved getting to grips with the Chaplain’s problems and then having a chance to discuss it with
the rest of the audience and the cast, then going on to see the decisions being taken, A great sense

of sudience involvermnent and one of the best things I have seen in years.
{R19,P)

5. Insight
The two main insights reported were those into the world of farming and those into hu-

man nature and relationships. The former is specific to a particular industry and way of
life. The latter is a generic issue. It was noticeable that people who had little knowledge of
farming were still caught up in the story. Some seemed to learn something about agricul-
ture. A Polish woman commented:

Thanks to the unigue structure of the performance, I could hear various points of view of both the
characters and the audience which helped me become aware of featires that are usually omitted in
public discussion on the rofe of farmers [...] I never thought about farming as a way of living where
loyalty to your land and your ancestors who looked after it before you is a chief principle. Thappened
to sit next to a favmer during the performance and what struck me in his comments and reactions

was {the) honesty and dedication to his land and duties connected with it
(R12,E)

6. Audience involvement
There was ample evidence from the written responses that audience members became in-

volved in the story and its resolution:

Ttwas impossible not to become involved in the dilesmma of the characters - it was hard to remember

it was fiction. In fact the friend I came with twice said: ‘Are you sure this isn’t for real 7’
(R16,T)
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People wrote of being moved by the predicament of the characters and some stated that
they had gone on thinking about and discussing the issues well after performance day: °...
left us pondering the problems for days afterwards.’ (R 20, P). Several people reported this
continuing involvement. One said: ‘A wow of an experience. I couldn't sleep afterwards, so
involved with Janet's problems’ (R 4, E}.

A farmer said:
The whole experience of looking in af the traumas of the Chaplain family and Hurford Farm was
very moving. Many farming families are going through similar horrors right now; most that |
know are too proud to admit the abyss they are in !
(R27.P)

7. Triggering memory and contextual responses

‘The two main areas that people reported in this category were the triggering of personal
memories and the relationship of the story to current events. For some the Hurford story
formed a particular focus from which triggered related thoughts. One respondent provided
detailed contextual information that affects public perception of farmers’ roles:

[...[ throughout the 19805 in the area of central southern England where I lived, many farmers
wete promifient smembers of local Conservative Associations and spoke in favour of Thatcherism
and the free market. Few of them had any sympathy for the demise of mining, steel production
and many of the other traditional industries in urban areas. What, in hindsight, is extraordinary
about this, is that they seemed unaware that farming was more heavily subsidised than the in-
dustties they saw as a burden on the economy. Now that farming is the last bastion of subsidised
production the parallels are drawn.

(R3,E}

8. Provoking thought

*Thought-provoking” was the most commonly used phrase: Tfound this production enor-
mously thought provoking and have a lot of reactions to it’ (R 1, E). An urban dweller
wrote:

I'm not qualified to comment much on the issues, but found myself unexpeciedly discussing farm-
ing with two colleagues the next day, which is not something I think would have happened with-
oul vour play.

(RLE)
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9. Involvement with the Chaplain family

There were three types of involvement: detailed advice on how they should proceed: criti-
cism, and lack of sympathy, and; retrospective insight into their plight. Many people of-
fered advice. It seemed as though they cared about the family and, given time to reflect,
had arrived at more sophisticated advice than was possible on the performance night.
Several people had reflected on the Chaplain’s predicament and analysed what needed to
happen to bring about improvements. A doctor was moved to diagnose the three main

characters;

JANET: I think she is just physically and mentally exhausted but not dinically depressed. As agreed
on the last night, she needs space to stand back and think and 1 don’t think she has the time and
ettergy to grieve fully for her father and what the death meant,

Mike: whilst alse totally exhausted, he certainly is depressed but this is a reactive depression
caused by his present circumstances and a build-up of being the underdog to his father-in-law for
years, He is at real risk of seif-harm. He will only really be helped by a change in circumstances.
Antidepressant medication may help him jecl bettet, but I would worry about the side effects with
his driving and would be reluctant to prescribe.

GREG: looking for a purpose in life. Rather a lonely, sad person trying to buy off his guilt. The

audienice had his number each night !
(R 30,P)

10. Extending the project

There was a general feeling that the project ought to be taken to other areas and be made
available in other media-television, for example. The reasoning behind these comments was
that many more people, especially urban dwellers, should experience the story. One wanted
a friend who works in DEFRAIS to see it and to fix a performance for colleagues, Many
people mentioned that politicians ought to see it. Another target group suggested was the
‘supermarket directors’ who are seen to have such an influence on farm-product prices.

11. Enjoyment

Over half the respondents mentioned their enjoyment of the performance. One said ‘it
gave me great pleasure and stimulated my mind at the same time’ (R 5, NT). Phrases such
as ‘a thoroughly enjoyable evening’ and “very original and worthwhile evening’ peppered

many responses.

¥ Depattment of the Environment, Food and Rural Affairs.
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Reflection on the data

Several strong threads emerge from the date. The play was judged to be a high-quality
theatrical event. The experience was thought provoking for the audience in ways, it seems,
to which they were not used. Its interactive nature was appreciated with the hotseating
deepening and enriching the audience’s involvement with the story and the Chaplain fam-
ily about which the audience seemed to care. The play allowed non-farmers to gain insight
into aspects of the industry. There was a huge expression of pleasure and satisfaction at
being present.

The major thread to emerge, however, is the willingness of farmers to speak about the
play and their own contexts. I have lived among farmers in East Devon for 33 years, and it
is extremely rare that they talk about “feelings’. It was fascinating, therefore, to witness in
the hotseating and discussion the ways in which farmers ‘opened up’ to the Chaplain fam-
ily’s dilemma and talked freely about it and its relationship to their own lives. In Exeter, in
response to a hotseating question to Greg about whether, if he did come back to Hurford, he
could work with Mike, Greg said: ‘Yes, probably. But he always seems so down in the dumps,
If he pulled himself together a bit, ’'m sure we could make a go of it’, a farmer said:

Excuse me, but it isw't a case of ‘pulling yourself together’. Depression is like being in a dark
tunnel and you can't see a way out. I've been there and it’s horrible, and that’s what Mike 1s

experiencing.

Conclusion

I said that Interactive Theatre is created to ‘do a job’ and that it therefore has explicit aims.
These aims can only be achieved if they are embedded in an effective dramatic event. The
artistic quality of what is presented therefore must be high and the attendant pedagogical
devices deployed must be well-chosen and delivered. The target audience must feel that they
are experiencing a story which they judge to be authentic in relation to their experience of
the topic. The research phase is extremely important in ensuring that those making the
programme understand the issues and the specific contexts in which they will be displayed.
Successfully engaging the andience in the lives of the characters and their dilemmas is
crucial to the success of the programme. Orientating them to the story through the use of
the compound stimulus facilitates this process. It is important that the facilitator maintains
sincerity and flexibility in providing the link between the audience and the story. Having
brought the audience to the state of being involved, the theatre company has a duty to sup-
port any individual who has been affected by the event (in the tour of ‘On the Edge’, ten
people self-referred to the mental health nurse to ask for help with their own situations).
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HARD DATA, TRICKY NUMBERS:
THE STATUS OF DATABASES ON PERFORMANCES
OF ANCIENT DRAMA AS TOOLS FOR STATISTIC
AND COMPARATIVE RESEARCH

Introduction

O erformances of ancient drama recently have been more and more in the centre of

interest of theatre research and the classics. Especially since the 1990san important
number of scholars have published on the matter on both sides.! It seems that the interest
in this subject has been nourished by the vast proliferation of performances of ancient
drama worldwide. It has also been expressed by two academic initiatives, based in Athens
and Oxford respectively: the European Network of Research and Documentation of Perfo-
mances of Ancient Greek Drama (Arcnet),? founded by Platon Mavromoustakes and Oli-

t H. FLASHAR, Tnszenierung der Antike, Das griechische Drama auf der Biihne der Neuzeit 1585-1990
{(Munich: Verlag C. H. Beck, 1991); E. ERTEL, ‘La tragédie grecque et sa représentation moderne. Théd-
tre awjourd hud 1, (Paris; CNDP, 1992); K. V. HARTIGAN, Greek Tragedy on the American Siage. Ancient
Drama itr the Commercial Theater, 1882-199¢ (Westport & London: Greenwood Press, 1995% A. BIErL,
Die Qrestie des Aischylos auf der modernen Bithne: Theoretische Konzeptionen und ihre szenische Reali-
sterung. Drama: Beihefi 5 (Stutegare: M & P, Verlag filr Wissenschaft und Forschung, 1997); M. pE FATIMA
Sousa £ Stva (ed.), Representagdes de Teatro Cldssico no Portugal Contempordneo {Lisbon: Ed. Colibri,
1998); P. MavromousTaxos (ed.). Productions of Aricient Greek Drama in Europe during Moders Times
(Athens: Kastaniotis, 1999); E. FiscHER-LICHTE, ‘Between Textand Cultural Performance; Staging Greek
Tragedies in Germany.” Theatre Survey 401 (1999): 1-30; H. P. FoLEY, ‘Modern Performance and Adapta-
tion of Gireek Tragedy” TAPRA 129 (1999): 1-12; 8. Parsariois and E. Saxe1LARIDOU (eds), (Dislplacing
Classical Greek Theatre (Thessaloniki: University Studio Press, 1999 E. Havw, F. MacwiTos, Q. TAPLIN
{eds.). Medea in Performance (Oxford: Legenda, 2000); E. STEHLfEOVA, ‘Productions of Greck and Roman
Drama on the Czech Stage.’ Eirene 37, 2001: 71-160; F. Decreus, “Le bruit court que nous n'en avons pas
fini avec les Grecs. Le visage troublant de Dionysos dans le thédire actuel” Evudes Théderales 21 13-28,
2001; P. Koski, ‘Greek Tragedies in 20t Century Finland’. In L. PIETILA-CaSTREN AND M. VESTERINEN.
Grapta Poikila I Papers and Monographs of the Finnish Institate in Athens, Vol. VIII (Helsinki); E. Harz,
F. MacintosH and A. WRIGLEY (eds.). 2004. Dienysus since '69: Greek Tragedy af the Dawn of the Mifen-
nium (Oxford: OUP) E. Hatt and F. Maciwros. 2005, Greel Tragedy and the British Theatre, 1660-1914
(Oxford: OUP); H. ALTENA. 2005. “The Theatre of Innumerable Faces. In The Blackwell Companion to
Greek Tragedy, ed. JusTiNa GREGORY 472-48% (Oxford: Blackwell, 2005); F. MaCINTOSH e.a. (eds.);; Agam-
emnon in Performance: 458 BC to AD 2004 (Oxford: QUP, 2005); |. DiLLoN and §, WiLMER (eds.), Staging
Ancient Greek Drama Today (London: Methuen, 2005); E. FiscHER-Lickte. Theatre, Sacrifice, Ritual
Exploring Forms of Political Theatre (London & New York: Routledge, 2085). For more bibliegraphical
information, see also Parodos Newsletter of the European Network of Research and Documentatien of
Ancient Drama, Vol 5, JTanuary 2004.

2 httpeffwww.ancientdrama.net
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ver Taplin, and the Archive of Performances of Greek and Reman Drama (APGRD),?
founded by Edith Hall and Oliver Taplin. Because of the work accomplished in these two
research units over the last decade, the reception of ancient Greek drama has has won a
firm position on the academic agenda. The two databases that result from the new research
are already an invaluable tool for scholars from various disciplines.

Figures from both databases show a remarkable proliferation of performances of an-
cient drama down to the present day. Does this mean that ancient drama has been gain-
ing a more significant position in our theatrical landscapes ? Tt is tempting to draw that
conclusion, but before doing so we should have a clear notion of what the numbers in
the databases represent. The aim of this paper is to assess the present status of these two
databases as statistical and comparative research tools.* A first paper on this subject was
delivered by Herman Altena at the network’s annual meeting in Milton Keynes in 2004,
He used the Dutch theatre as an example to point out possible flaws in the interpretation
of sheer numbers, and he ended his paper with an invitation to add figures from other
countries in order to test the relevance of his provisional conclusions.

The present paper includes the Dutch pilot study in full, although with some substan-
tial modifications, in the light new data about the Dutch theatre that became accessible
only in 2007, when the Dutch Theatre Institute launched its updated online database.’ That
publication actually underpins the purport of the Milton Keynes paper. Some conclusions
about the position of ancient Greek drama in the Dutch theatre, drawn on the basis of
data available in 2004, can no longer be maintained given the almost complete data we
have now about the Dutch theatre after the Second World War. These new data will be
presented here, and will be complemented with recent data from Greece.

It should be noted in advance that a full comparison of the Greek and Dutch situation
can not be provided in this paper. This is owing to the fact that comparable data about the
Greek theatre are not as directly available and accessible as the Dutch data. It is only for
the period 1991-2003 that we can present comparable data (Section 6).

1. On absolute numbers in the Arcnet and APGRD databases

In September 2007, the Arcnet database contained 1,989 records of ancient Greek drama
performances in various European countries. The number represents performances based
on texts in translation and adaptations, New theatre texts that are loosely based on material

# hetpufiwwwapgrd.ox.acuk

1 Qther on-line databases are being maintained as well, e.g. in the United Kingdom by the Open Uni-
versity, and in the Czech Republic by the Institute of Classical Studies in Prague. These databases are
invaluable for further statistical and comparative research.

5 Theater Instituut Nedetland, Amsterdam (www.tin.nl).
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taken from ancient Greek drama have not been taken into account. The database contains
the results of research directed towards individual plays. Membets from the patticipating
countries assembled data about the production history of individual Greek plays in their
countries, and contributed them to the central database. At the time of writing, the database
covered almost all of the transmitted Greek plays, but not all member countries had already
contributed full data about every play, and some had only just started to collect material.
Table 1 shows the chronological distribution of the recorded performances from the six-
teenth century onwards. Although the increase towards our era is immediately clear, the
numbers ¢an hardly be taken as representative for a European trend, since almost 1/3 of all
listed performances were staged in Greece and The Netherlands. At the time of writing, this
situation is changing rapidly, and future research based on the database should give a more
representative image of the spread of ancient Greek drama productions in Europe than we
can offer now. The present image, however, is confirmed by the APGRD database, which
covers performances of ancient drama, both Greek and Roman, world-wide. The twentieth
century in particular shows a comparable development in both databases.

Arcnet APGRD

1500-1600 (4] 45
1601-1700 0 46
1701-1800 5 147
1801-1900 63 474
1901-1910 62 240
1911-1920 42 228
1921-1930 71 354
1931-1940 57 326
1941-1950 76 252
1951-1960 153 503
1961-1970 286 752
1971-1980 255 721
1981-1990 386 840
1991-2000 527 1261

Total 1,989 6,189

Table 1. Chronelogical distribution of performances of ancient Greek drama in Europe (source: Network
database, accessed September 2007) and world-wide {source: APGRE} database, accessed October 2007).
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There is a sudden increase in performances in the early decades of the twentieth century
in both databases, as well as an acceleration during the decades after the 1950s (well-illus-
trated in Chart 1),
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Chart 1. Linear presentation of the figures from 1'able 1 per decade, 1901-2000.

However, it is not evident what factors are responsible for this increase. One obvious
explanation is that researchers can more easily find data about recent performances than
about those long ago, but this ¢an hardly be the only explanation for the considerable
growth over the last fifty years. To find further answers, we need a thorough evaluation
of the productions in their original contexts. We need a description of the history of an-
cient Greek drama productions in individual countries, and in various periods, within
the framework of national and international theatre histories. In other words, besides col-
lecting the ‘who, what, where and when’, we have to answer the questions ‘why?’, ‘in what
context?, ‘how?, and ‘to what effect?’. This will not only reveal the nationa! import of
performances of ancient Greek drama; transnational influences will also become more
transparent. Many impressive performances of ancient Greek drama have made inter-
national tours, sometimes even around the world, from Mounet-Sully’s Oedipus in the
last quarter of the nineteenth century, and Max Reinhardt’s Oresteia and Oedipus at the
beginning of the twentieth, to touring productions by Rondiris and Koun in the 1960s
and 1970s, from Peter Stein’s or Peter Hall’s Oresteia in the 1980s, to Peter Sellars’s recent
Greek tragedies. We can trace these productions and record them in our databases, but if
we want to understand their impact, we need the framework of national theatre histories
to provide answers,



HARD DATA, TRICKY NUMBERS 203

2. Performances of Ancient Greek Drama between 1951 and 2000

This leads us back to the fundamenta] question: what the numbers in our databases repre-
sent. To what extent do they reflect the production of ancient Greek drama in individual
countries? And to what extent do they allow for comparative research? We will approach
these questions first by looking at the status of the data themselves. We will focus on the
period 1951-2000, becanse the increase in records from this period is overwhelming in
both databases (Table 2). Next we will relate these data to a full description of ancient
Greek drama productions in The Netherlands (Section 4), and complement the conclu-
sions reached in Section 4 with 2 description of the proliferation of ancient Greek drama
performances in Greece in the period 1951-1991. Finally, we will present a more detailed
comparison for the period 1991-2003.

Arcnet % APGRD %

1951-1260 153 9.5 503 12.2
1961-1970 286 17.8 752 18.3
1971-1980 255 15.9 721 17.6
1981-1990 386 24.0 840 20.5
1991-2000 527 32.8 1,261 30.7
Total 1,607 100 4,107 100

Table 2. Productions of Ancient Greek Drama 1851-2000 on the Arcnet and APGRD database.

Table 2 suggests that ancient Greek drama is conquering the world’s theatre. But is it?
What exactly do these numbers express, and can they be compared without further ex-
planation? Caution is required. For example, the APGRD numbers also include new ver-
sions, based on ancient Greek drama, whereas the Arcnet numbers do not. Approximately
620 productions in the APGRD database are student productions (schools, universities),
which are excluded from the Arcnet database which focuses only professional produc-
tions. In the case of a substantial number of productions in the APGRD database it is not
clear yet whether they refer to performances based on translation, adaptation, or a new
version. This is an important issue in the research into the reception of ancient drama,
since new versions, adaptations or translations represent a different relationship to the
original text and the choice of either of them may be indicative of the national theatre cli-
mates in which these productions were conceived. What is more, neither of the databases
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gives a full image of productions in individual countries, the Arcnet database because not
every Network member has contributed complete data yet, the APGRD database because
it depends to a large extent on programmes sent from various countries worldwide, and
thus on the courtesy of local contributors - although at the time of writing references from
books, articles and internet sites are being incorporated as sources.

In terms of the number of productions registered, the Arcnet and APGRD databases
are fully representative of the Greek situation. The number of Greek productions in both
databases is mainly the product of 2 large research project, published in Greek, up to 19946
to which more information covering the years from 1994 to 2003 has been added either by
the researchers of Arcnet or researchers of the APGRD. But how representative are both
databases of the Dutch theatre ? Of the 420 productions related to ancient Greek drama
that were performed in The Netherlands between 1951 and 2000 {including opera and
foreign preductions), the APGRD database lists 66, and the Arcnet database 162, This
means that, as far as The Netherlands are concerned, at present possibly neither of the
databases can be considered representative of the reception of ancient Greek drama in
this period. On the other hand the APGRD database contains references to several (inter-
national touring) productions in The Netherlands before 1940 that the well-documented
Duich Theatre Institute does not list. In that respect, the specialised research conducted
by both institutions is invaluable for writing the national performance histories of ancient
Greek drama.

3. Productions of Ancient Greek Drama in The Netherlands and Greece between 1951
and 2000

Although the quantitative data from our databases do not cover the total number of pro-
ductions of ancient Greek drama in individual countries yet, this does not rule out the
possibility that the general trends do match local states of affairs as well. We will test this
possibility by comparing data from Greece and The Netherlands for the period 1951-2000
(Table 3) with those in the central databases (Chart 2).

& 'This was the first publication of Modern Greek performance of ancient drama history appendix in a 47
volume edition of the ancient texts. The group was formed initially by Plator Maveomoustakos with the par-
ticipation of Agnes Mouzenidow, Mary Iliadi, Mirka Theodoropoulou, Evangelia Andritsanon, Christina
Symvoulidow, lossif Vivilakis and Nikes Karanastassis {(Athens: Epikairotita, 1991-1994).



HARD DATA, TRICKY NUMBERS

205

1951-1960
1961-1970
1971-1980
1981-1990
1991-2000

Total

GR

62

96
128
154
236
676

NL
16
17
22
65
101
221

GR%
9.2%
14.2%
18.9%
22.8%
34.9%
100%

NL%
7.2%
7.7%
10.0%
29.4%
45.7%
100%

Table 3. Performances of Ancient Greek Drama by Greek companies in Greece and by Dulch companies in

The Netherfands, 1951-2000.
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Chart 2. Proliferation of ancient Greek drama performances in Greece and The Netherlands, compared
with the Arcnet and APGRD databases.

Chart 2 shows that the proliferation in Greece is practically in line with the general
trends in the Arcnet and APGRD databases. The proliferation in The Netherlands, how-
ever, deviates from the general image. In particular, the major increase in the last two
decades is remarkable. This suggests that the general databases are not as representative of
the Dutch situation as they apparently are for the Greek. This raises the question of why
in The Nethetlands the interest in ancient Greek drama seems to have increased above
average. To answer that question, we have to focus more closely on the Dutch numbers
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and study them within the Dutch theatrical context. Productions of ancient drama, after
all, are part of a broad theatrical landscape. We cannot judge their significance on the sole
basis of sheer numbers, but we have to take this wider context into account.

4. Pilot study: professional productions of ancient Greek drama within the Dutch theatrical
conttext (1951-2000)

The Dutch case provides us with opportunity of studying the contribution of ancient Greek
drama in much more detail. We can supply an almost complete image of productions
mounted by the (semi-)professional Duich theatre over the period 1951-2003, and a
complete image of all (semi-)professional productions (subsidised and non-subsidised/
commercial) over the period 1988-2003. For Greece we have full data for the period 1991-
2003, to which we will return later”

Total % Ancient Y% % of total
productions absolute  Drama  absolute productions

1951-1960 848 7.3% 16 7.2% 1.85%
1961-1970 1,212 10.4% 17 7.7% i 1.40%
1971-1980 1,733 14.9% 22 10.0% 1.27%
1981-199G 3,611 31.0% 65 29.4% 1.80%
1991-2000 4,237 36.4% 101 45.7% 2.38%

Total 11,641 100% 221 100% 1.90%

Table 4. Productions of Ancient Greek Drama by Dutch companies in The Netherlands, related o the total-
number of theatre productions, 1951-2004.

As Table 4 shows, the total number of (semi-)professional theatre productions in The Neth-
erlands in the period 1951-2000 amounts to over 11,600. There is a remarkable increase in
the last two decades. This can to an important extent be explained by the progress in auto-
mation. The Dutch Theatre Institute in Amsterdam, which collects all data about perform-
ances in The Netherlands, started to register productions on a digital database from July

7 Dutch data were assembled from the 'Lheatre Annuals published since 1951/Z by the Dutch Theatre
Enstitute, and from the Instilute’s database at www.iin.nl {accessed in October 2007).
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1988 onwards. This resulted in almost a doubling of the sumber of listed productions per
year. Productions by small semi-professional groups, in particular which were consider-
ably less well documented in the past, showed more than a doubling. However, a factual
increase of productions in the 1980s occurred as well, partly due to the wholesome cul-
tural climate the Dutch government created for starting off young professional and semi-
professional theatre artists, partly to the increase of productions by commercial theatres.

'The last column in Table 4 shows the productions of ancient Greek drama as a percent-
age of the total number of theatre productions in each decade. These figures correct our
carlier supposition of a gradual increase. In the light of the overall theatrical context, the
increase in the last two decades follows a considerable decrease up to the 1980s. Although
a decrease appears in our general databases as well in the 1970s, in the Dutch case it is
much more marked, as the last column shows. The increase in absolute numbers is clearly
modified by this approach (Chart 3).
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Chart 3, The Netherlands: significance of ancient Greek drama productions as an absolute percentage and as
a percentage of the total number of theatre productions.
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This sheds a new light on the position ancient Greek drama in the Dutch theatre. As a
percentage of the total number of professional theatre productions, ancient Greek drama
seems to play only a marginal role.?

But does it? To answer this question, we will ultimately have to turn to the productions
themselves, Which companies performed Greek drama? Which directors were involved?
What is their status in the Dutch theatre history? How significant are the productions of
Greek drama in their total oeuvre? By whom were they influenced (both nationally and
internationally), and what was their own influence on later productions (both nationally
and internationally)? How many performances were staged of individual productions, and
how large an audience attended? What kind of venues were used, and where? What was the
critical response to these productions? How significant were these productions according
to the critics? Research in such detail reguires a considerable amount of time.? However,
in the Dutch case some preliminary remarks can be made, particularly about the type of
companies that performed ancient Greek drama, and about the kind of productions these
companies staged.

Table 5 shows the distribution of (semi-)professional ancient Greek drama productions,
according to the type of company. The system of art subsidies in The Netherlands in this
period consisted partly of structural subsidies from the central government for a period of
four years (productions listed under €€€ and €€). In the 1970s the central government also
started to give structural support to institutions that offered professional young talents the
opportunity to stage a production under their supervision and with full professional support
(€). In the last column, all productions were assembled that were staged without a structural
subsidy from the central government. Some of the companies recorded here received a small
structural subsidy from local governments, but most of them worked either with project
subsidies or without any subsidy, Also commercial productions have been recorded here.®

¢ This is corroborated by the Dutch and Flemish theatre history published in 1996 as Een theatergeschiedenis
der Nederlanden, Tien eeuwen drama en theater in Nederland en Viganderen R, L. ERENSTEIN {ed ) (Amster-
darn: AUP, 1996). For the period 1951-1993 Aeschiylus is mentioned three times in connection with two direc-
tors and one company, and once in cennection with the early Holland Festival {(Les Perses by the Etudiants
du Groupe de Théatre Antique de la Sorbonne in 1950) Sophocles twice, in connection with two directors,
and once in connection with a new version of Oedipus; Buripides onee in connection with one of the directors
mentioned under Sophocles, and once in connection with youth theatre. Aristophanes is not mentioned in
connection with the Dutch theatre, In short, according to this theatre history, Greek drama is significant in
the work of three directors. one small theatre company, and in the repertory of one youth theatre.

* ‘The only monograph on the reception of ancient Greek drama in The Nethetlands dates from the
middle of the 1970s and deals particulady with the critical reviews: A. C. Haax, Melpomene en her
Nederlands toneel (diss. Utrecht, 1977).

¥ Information about the status of theatre companics was borrowed from H. vaw Maanen, Het
Nederlandse Toneelbesiel van 1945 tot 1995, (Amsterdam: AUP, 1997). For the period after 1994, reports
of the Dutch Council for Culture were consulted. This Council advises the Dutch Ministery of Education,
Culturc and Sciences every four year about applications for structural subsidies.
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Total productions £6€ €€ £ no subsidy
Total GO % Total GD % Totat GD % Total GD % Total GD %
19511960 848 16 18%% S 16 317% 2B 0 000% 0 0 000% 311 0 G0
1961-1970 L2112 17 140% 810 17 2,10% g a0 000% 38 0 000% 378 0 0,00%
1871-1980 1,733 22 12T% &7 12 L7e% 116 2 1,72% ¥ 4 1053% 903 4 044%
1941-1990 3611 65 LH0% 694 16 375% 35 6 1% 106 4 3% 2506 29 1.16%
19912000 4237 101 228% 628 37 589% 439 11 251% 584 11 1B8% 2,605 42 16l

Total 11641 221 £90% 3312 108 326% R38 19 2]14% 758 19 250% 670 75 Li2%

Table 5. Professional and semi-professional productions of ancient Greek drama, according to type of com-
pany and related to the total number of productions per company type. €€€ = large subsidized companies
{more than € 1,000,000 annually, by the standards in 2005), €€ = small subsidised companies (less than €
1,000,000 annually), € = institutions for professional young talent.

The general image of Table 4 can now be specified. By separating the non-subsidised
companies from the subsidised, we are able to isolate the enormaus increase in non-sub-
sidised productions after 1988 in our general numbers. This gives us a much better idea of
the position of ancient Greek drama in the Dutch theatre. It appears that large subsidized
companies are responsible for almost half of the productions of ancient Greek drama over
the whole period. In the first two decades, they were even the only companies to perform
ancient drama. This is in line with their primary task of staging plays from the wotld rep-
ertory. Also the high costs of a fully equipped production of Greek tragedy account for the
relatively high number of productions staged by the large subsidised companies, A profes-
sional production with live music and a full chorus in The Netherlands nowadays requires
a budget of at least € 500,000, and this may easily rise to more than € 1,000,000, Such a
budget is out of reach for a small company with an annual subsidy of € 250,000.

It is also remarkable that the huge drop in the 1970s is most apparent in the case of
the largest companies, and that in the same period smaller and non-subsidised companies
start staging ancient drama. We will come back to this after one further step.

The Dutch data also allow us to investigate what kind of productions the various types
of company staged. We distinguish productions based on translatien (with or without
cuts, but preserving the original story line), adaptations {translated text with alterations,
additions, changes in the story line), and new versions (newly written plays with a new
story line loosely based on Greek criginals or on Greek myth in general). This leads to the
data in Table 6, expressed in percentages in Table 7.
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€6F - - £ no€

T A N T A N TR o RSN i | I-AS | VN

1951-1960 16 3 3 5 0 0 0 0o 0o 0 0 0o 0 0 0
1961-1970 17 il (1T 0 0 0 ON| BN B 0 0o 0 0 0
1971-1980 12 1 o Pk 2 1 1 0 4 (1] 3 1 4 0 2
1981-1990 26 il A1 WS 6 1 2 SH Bl B0 z 2 Z MK 9
19902000 37 16 WM 78 | N1 4 6 15 A1 0 7 4 2 S8 & 201 I
Tk s a4 5 B3 B 5 4 1 ¢ I 7B W »H RN

Table 6. The Netherlands: distribution of ancient Greck drama productions over company types, distin-
guishing translations {17, adaptations (A), and new versions (N},

Translations Adaptations New Versions

€e €€ € o €EE €6 € o ECECNEEE R {0

All

1951-190 16 8 1% 0% 0% O% 3 L00% 0% O% 0% 5 100% 0% 0% 0%
P6l-197¢ 17 9 100% 0% 0% 6 100% 0% O% 0% 2 100% 0% 0% 0%
1971-1980 22 2 0% 50% O 15 0% 7% 20% 13% 5 40 0% 20% 40%
§981-19%0 65 14  43% 7% 50% 30 43% T% T 43% 21 33N KM% 10%  43%

1991-2000 101 23 7% 7% 13% 47  30% 13% 15% 42% 31 23% % 13% 61%

F 2 2 ¥ B

Total 221 56 1% H% 1% 101 44% 9% 12% 35% 64 3ok o 1% 4%

Table 7. The Netherlands: distribution of productions based on translation, adaptation or new version, ac-
cording to type of theatre company.

The figures assembled here allow us to draw some preliminary conclusions about the
significance of ancient Greek drama productions in The Netherlands. Although in abso-
lute numbers their increase is remarkable, and even above average when compared with
the general databases of Arcnet and APGRD (Chart 2), a closer look shows that produc-
tions of ancient Greek drama make up only a very small part of the total number of theatre
productions {Table 4 and Chart 3). This part, however, is considerably larger for the subsi-
dised companies {(€€€ and €€) than for the non-subsidised and commercial companies.

Until the 1970s, the subsidised companies staged both serious and lighter theatre rep-
ertory. In that context, the relatively frequent choice for Greek tragedy in the 1950s was
more remarkable than in the 1980s and after, when the light repertory became the almost
exclusive domain of the commercial theatre, and the serious repertory that of the subsi-
dised theatre. Another important factor, which is not directly expressed in the numbers,
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are the directors who staged ancient drama. It should be noted that in the 1950s only
three directors were responsible for mounting mare than half of the productions. Thus we
cannot conclude so easily that the relatively strong presence of Greek drama in the Dutch
repertory in this decade reflects a general interest. More research is needed here.

It also requires more research to explain in terms of percentage the decrease of ancient
Greek drama productions in the 1960s, as well as the remarkable circumstance that de-
spite this decrease the ancient Greek repertory expanded considerably. This had started
already by the end of the 1950s when Sophocles’ Philoctetes and Euripides’ Iphigenia in
Audis were performed for the first time by a Dutch professional company. Aeschylus’ Per-
sians and Prometheus, and Euripides’ Heracles, Electra, Trojan Women, and Hippolytus
followed in the 1960s. Whether this reflects a broader interest in widening the traditional
repertory, notably with modern plays from the international avant-garde, or a fascination
of individual directors, needs to be investigated further.

By the end of the 1960s, the subsidised theatre faced a severe crisis, when performances
were being disturbed by tomato-throwing young actors. They wished to democratise the
subsidised theatre and change it into a social rather than a purely aesthetic art form. As a
result, the classical canon temporarily lost its main position to the benefit of theatre per-
formances serving as an instrument of social criticism. The effect on ancient Greek drama
productions is immediately clear, since the number of translations performed in the 1970s
is by far the lowest of the whole period. In fact, between 1969 and 1975 no Greek play was
performed int translation,

By the end of the 1970s, when the social movement was on the wane, the classical
repertory made a strong come-back. However, by that time the Dutch theatre had under-
gone a split with far-reaching consequences. The commercial theatre experienced a quick
growth by appropriating — and by being allowed to appropriate - the lighter theatre reper-
tory, leaving the serious plays for the large subsidised companies. As a result, the theatre
andience was also split. The cultural elite stayed with the subsidised companies, while the
greater part of the theatre public preferred entertainment by the cornmercial groups and
avoided the elitist productions. In terms of audience numbers, the commercial theatre far
outnumbered the subsidized theatre by far over the last two decades.

‘This development is important for the interpretation of the role of Greek drama in the
Dutch theatrical landscape. After the 1980s, the number of productions of ancient Greek
drama increased in all sections, except for the institutions for young talent! (column € in
Table 5). The large companies in particular performed Greek drama in translation (Ta-

1t It should be taken into account that the four productions in the 19705 listed under € were part of one
project in which four young directors were invited to stage a Greek play.
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ble 7). Given the fact that these companies performed mainly for the cultural elite,” this
means that the increase in performances of Greek drama in translation affected only a
smal] section of the Dutch theatre public. The fact that most academics belong to this sec-
tion may explain the common feeling among Dutch academics, as elsewhere, that Greek
drama occupies such an important place in the modern theatre.

The role of the non-subsidised companies in the proliferation of ancient Greek drama
productions should not however be underestimated. These companies, after all, are re-
sponsible for a high percentage of productions based on adaptations or new versions. This
can partly be explained by the budgetary limitations they face. Many productionslisted in
this section were staged by young (semi-)professional theatre artists starting off their ca-
reers and searching for their theatrical identity. They are interested in the canonical texts,
but they wish to explore the grand repertory by experiment and with a great amount of
artistic freedom. Many interesting productions of Greek tragedy or based on Greek tra-
gedy have been mounted especially by these small groups without any structural subsidy.
Young directors who once belonged to this section of the theatrical landscape becamelead-
ing directors later, even of large subsidised companies. Some of them continued to stage
adaptations and new versions mainly, others also turned to translations.

The commercial theatre in The Netherlands only once mounted an adaptation of a
Greek tragedy, which indicates that the popular theatre does not consider ancient Greek
drama preductions, or indeed most of the serious repertory, commercially viable,

The Dutch pilot shows that it is not simple fo describe the impact of ancient Greek
drama productions on Dutch theatre history in general terms. Some trends can be detect-
ed by careful analysis of our quantitative data. But the main research will need to focus
on individual productions and the individual directors who staged them. Some directors
during their whole career mounted only one Greek tragedy and this changed the theatri-
cal landscape, others a whole number without any notable impact. Others again turn to
Greek drama in every phase of their career, and their productions may serve as index of
their artistic development.

Two remarks that do not directly follow from the discussion of quantitative data will
conclude this section, because they are important for a correct understanding of the posi-
tion of ancient drama in the Dutch theatre, The first is that theatre artists do not stand
on an isolated island, but are influenced by artistic developments close by and faraway.
In Dutch theatre history of the second half of the twentieth century, the influence of in-
ternational tours, e.g. Rondiris’ Electra in 1961, Medea in 1962, Serban’s Medea in 1972,

12 In the last decade, this image has been slowly changing because students in secondary education are
encouraged to visit theatre performances as part of their cultural education. All theatre companies have
an active policy of attracting a younger audience, e.g. by organising workshops around their produc-
tions.
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Koun’s Peace in 1979, Sellars’ Ajax in 1986, Mnouchkine’s Les Atrides in 1991, Stein’s
second Oresteia in 1994, on Dutch productions of ancient drama seems reasonable. But is
it? Would these productions have had more influence on Dutch directors than non-Greek
plays staged by international directors as varied as Peter Brook, Peter Zadek, Claus Pey-
mann, Pina Bausch, Liz Lecompte, Robert Wilson, Luca Ronconi or Romeo Castellucci?
How can we assess such influences?

The second remark, already noted above, is that the distinction between produc-
tions based on translation, adaptation or 4 new version is likely to provide informative
answers about the reflection of national theatre climates in the production of ancient
Greek drama. An important sub-question is to what extent the proliferation of produ-
ctions of ancient Greek drama depends on the availability of translations, because in
many countries the whole corpus of ancient Greek drama was, or still is, not available
in translations sutted to the stage. The demand for new translations could be an index of
the significance attached to ancient drama as an up-to-date director’s mouthpiece. In The
Netherlands, it was only by the middle of the 1990s that almost all Greek tragedies {and
almost half of the Greek comedies) were available in at least one translation suiteble for
the stage. Thus, since the 1980s Aeschylus’ Suppliants and Euripides” Hecuba, Ion, Helen,
Phoenician Women, and Oresfes were performed for the first time in a Dutch translation
by the Dutch theatre.

5. Ancient Greek drama in the Greek theatre, 1951-1991

In Greece, not only is the system of art subsidies completely different, but the importance
assigned to ancient Greek drama as a carefully preserved national heritance creates an
entirely different climate for the production of these plays. Ancient drama is taught in
secondary education as an obligatory course and is also source of common pride because
of its special position in the international theatre. In Greece by the end of the twentieth
century many festivals had been devoted to Greek drama throughout the country, follow-
ing the example of the Epidauros Festival. These have given a great boost to producing
ancient drama on the modern Greek stage. Some of themn, less famous than the Epidaurus
Festival, attract mainly Greek audiences which by far outnumber the average audiences
in the large and small indoor theatres in most other countries. That is the reason why not
only national theatres, but also a great number of smaller units subsidised by the Minis-
iry of Culture produce performances for these festivals. To these, private non-subsidised
groups have been added in the course of time as they started producing ancient drama for
municipal or regional festivals all over Greece during the summer period. All these com-
panies, subsidised or non-subsidised, receive financial aid from the regions and the mu-
nicipalities (and in several cases a guaranteed income which is clearly an indirect method
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of subsidisation}, Therefore, almost all productions of Greek drama are subsidised. In these
circumstances, performances of translations are much more the norm, and radical experi-
ments not so easily accepted.

This development is due to a continuous process that started after the opening of the
Epidaurus Festival in 1954. Initially, the festival was open only to the National Theatre,
which kept this “privilege for over 20 years”. Faced this restriction, several important
groups such as the Art Theatre of Karolos Koun tried different approaches towards an-
cient drama. These were performed in other open-air theatres, the mostimportant of these
being the Odeon of Herodus Atticus. Since 1956, this has hosted the Athens Festival and
thus broadened the interest in towards the ancient plays.

After the fall of the colonels’ dictatorship in 1974 and the opening of the festival at
Epidaurus to practically all gronps, the impulse to stage ancient Greek plays increased
dramatically and widened the interest of younger generations of the Greek public. This
impulse was further stimulated by developments in the Greek theatre after 1980, The es-
tablishing of a more or less organised system of subsidies helped a lot of new groups to
develop their interest for ancient drama, as they hoped to enter the ‘holy place’ of Epidau-
tos. Also the National Theatre invited more directors to work within its framework and
thereby widened the interest of younger generations of artists.

'The effect of the founding of sixteen Municipal and Regional Theatres between 1982
and 1990 all over Greece has been similar. These considered the performance of ancient
drama a cultural event that would add to their prestige and affect positively affect their
impact on local communities. The fact that theatre groups which were so different were
including ancient drama in their repertory further widened the audience for these pro-
ductions. The public addressed no longer consisted only of Athenians or the conservative
public of the National Theatre, but also the young intellectuals young people and students
who supported the Karolos Koun Art Theatre and later on also people from non-central
districts of Athens and residents of several larger cities all around Greece.

All these changes in the Greek theatre gave more impetus to producing ancient drama
until the late 1980s. It is since then that local authorities have tried to imitate the exam-
ple of Epidaurus by creating similar festivals mainly based on performances of ancient
drama. As a consequence, many of the important subsidised or municipal groups began
to feel obliged to produce an ancient drama every summer, whereas in winter they had a
mixed repertory with modern Greek or foreign plays and rarely performed the ancients.
Within this framework, groups no longer felt a clear preference for a specific tragedy or
comedy to be performed every summer. Their choice became more and more coincidental,
depending on what the other groups had announced for the same period, who the star
actor would be and what the group, the director or the main actor had played (or had not
played) in previous years,
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Still the importance assigned to the production of ancient drama remained strong; in
Greece it has been one of the main events helping the younger stage directors to establish
their artistic presence and gain a more important position in the theatre, Some of them
have changed their status of independent artist to that of a more or less permanent collab-
orator of one of the national theatres or to an assignment as the head of a bigger theatrical
unit such as a municipal theatre, To participate in a production of ancient drama became
an obligation for almost every individual theatre artist, and not only for actors who by in-
terpreting one of the major roles wished to add to their prestige, or to change their image
which had sometimes been damaged because of their participation in television shows or
insignificant serials and anodyne theatre performances.

6. Ancient Greek drama in the Greek and Dutch theatre, 1991-2003

For the period 1991-2003 we can compare Dutch and Greek data more precisely. The
Dutch pilot showed that apparently significant data (as presented in Chart 2) are less sig-
nificant when seen in their immediate context. The principle is confirmed by the Greek
data, but in the reverse: what seemed insignificant in the wider context of Chart 2 appears
to be quite significant within the Greek context. Table 6 shows the Greek and Dutch data

for the period 1991-2003.

GR GR % NL NL o
All Ancient All Ancient
1991-1992 244 8 3.28 597 15 3.02
1992-1993 251 9 3.5% 390 8 2.05
1993-1994 277 25 9.03 ags 9 2.34
14994-1995 281 4 951 411 9 219
1995-1996 307 26 847 402 Il 2,74
1996-1997 326 25 7.67 389 10 S
1997-1938 391 25 6.39 390 8 201
1998-1992 433 23 531 484 9 1.86
19949- 2000 434 42 2.68 440 7 1.5%
2000-20891 443 26 587 a2 12 291
2002-2002 540 28 519 447 10 224
2002-2003 560 23 4.F1 516 7 1.36
Total 4 487 287 6.40% 5172 115 222%

Table 6. Productions of Ancient Greek Drama in Greece and The Nethexlands, related to the total number of
theatre productions, 1991-2003.
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As a part of the total number of theatre productions, the Greek theatre staged consid-
etably more ancient Greek drama than the Dutch, on average almost three times as much.
This reflects the important national role of ancient drama in Greece.

=% of Ancient/Total GR % of Ancient/Total NL
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Chart 4. Productions of ancient Greek drama in Greece and The Netherlands expressed as percentage of the
total number of productions, 1991-2003.

Whereas the diagram in Chart 2 suggested that the Dutch productions were signifi-
cant and the Greek regular, Chart 4 draws cur immediate attention to the Greek situation.
The percentage of ancient Greek drama productions in The Netherlands remains fairly
stable, but the irregularity of the percentages in Greece is remarkable. The Greek figures
show a significant increase in 1993-1996, followed by a gradual decrease, and a new peak
in 1999-2000, followed by a new decrease. The first peak can be explained by the wider
circuit of festivals all around Greece and the choice of almost all the Municipal Theatres
to produce ancient drama after the important success of Euripides Electra performed by
one of the municipal theatres. However, in Greece also the question of how to preserve this
theatrical heritage has also become the subject of much debate. Over the years, the qual-
ity of the traditional productions at Epidauros has gradually diminished. This has made
more groups hope that once they might enter the famous theatre of the Asclepieion. And
the dead end in the traditional performances incited experimental theatre groups to show
more interest for in indoor performances of ancient Greek drama than before. The second
peak and subsequent following decrease might be due to this interest in performing an-
cient drama in enclosed spaces and not only for the summer period. On the other hand,
the strong reaction to several performances - considered as too innovative by powerful
critics and a part of the conservative audiences — might explain the subsequent decrease
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in summer productions and, in some cases, the refusal of younger directors to enter into
what would be considered a very ‘violent” debate.

7. Conclusion and further steps

The short survey of ancient Greek drama productions in Greece and The Netherlands
shows that the national contexts in which these productions function lead to very different
assessments of their role and import, although there are correspondences as well. Thus,
in both countries the performance of ancient Greek drama has been a means for younger
directors to establish their artistic position. It is to be expected that in other countries
the situation will again be different. It is only when the history of ancient Greek drama
productions in individual countries has been written as part of national theatre histories
comparative research may provide a more solid image of the role of ancient Greek drama
in the European and world theatre.

This research will need to start from individual theatre companies, theatre artists, and
individual productions. It has te address the reasons for performing ancient drama, the
role of directors, (star) actors and other artists involved in the choice of the repertory. It
will have to deal with the national and international theatre climate at the time of the pro-
ductions and address questions such as the role of ancient Greek drama in national and
international festival cultures, its attractiveness in texms of drawing wide audiences and/
ot being a suitable vehicle for important artistic innovations. It may alse address issues
such as the idea of a Grand Repertoire, the return to the arguably more traditional values
of a textual theatre, or rather the connection of ancient drama with new (multimedial}
theatre forms, or with multicultural preoccupations due to the liminal character of the
ancient texts. Also the broader cultural and political circumstances at the time of produc-
tion have to be taken inte account.

The many publications on the subject that have appeared over the last decade by lead-
ing scholars in the field of Classics and Theatre Studies show that research into perform-
ance history is a fast-growing branch on the academic tree internationally. The publication
of a systematic transnational history of ancient Greek drama performances would be an
important addition.






JosE Luis NAVARRO

ANCIENT GREEK DRAMA IN SPANISH SECONDARY SCHOOLS

JC heatre education is almost completely absent from the Spanish curriculum in
C secondary schools. Two hours a week at the age of sixteen, as an optional subject, is
the only opportunity the students have to be in touch with the theatre.

Theatre practice, anyway, must be achieved outside the scheduled time-table. Neverthe-
less, nobody will doubt that theatre is an excellent educational tool. But not simply now,

Educational values of theatre

Let me quote one of the several Spanish scholars of the XVI century, Ioannis Laurentius
Palmirenus. He taught Rhetoric at Valencia University and wrote seven theatrical pieces
based on ancient rhetorical speeches and ancient Greek drama to be used in the classroom
as a very important part of the learning process. Palmirenus called on theatre for help
when explaining to the students Cicero’s speeches; he used to give dramatic form to situ-
ations and characters; in this way the speech by Cicero became a kind of dramatic ‘agon’
and the lesson itself a kind of tﬁéatrical performance.

Palmirenus wrote as follows in his classroom curriculum: “As the days become more
and more long and if gets very warm both on the streets and inside the classroom, I prefer to
write comedies and deliver them to the students so that they can relax, enjoy, and improve
Fheir intonation, pronunciation, and memory...”.

And further on we find such fascinating words as these:

“Tertia et ultima pars rhetoricae in qua de memoria ef actione disputatur.”

“Ex hac exercitatione commoda non pauca, ut video, emanant; pueri namqie memo-
rigm exercent, a lusu revocantur, actionem emmendant et apud uso rusticanum pudorem
amittunt et phrases quas in orationibus M. Tulli, me praelegente, observarunt, nostra imi-
tatione in mentem tamquam aliud agentes revocant” (1556, p. 76, ex typographia Ioannis
Mey).

In simple words, theatre practice is absolutely advantageous “~ commoda non pauca "
for students, They exercise their memory. Second, they will not spend their spare time in
silly activities “~ a lusu revocantur -". Third, they correct their intonation and pronunciation
“_. actionem emmendant -”; fourth, they will get rid of their diffidence, not being shy any
more - rusticanum pudorem amittunt - and - last but not least ~ by performing Cicero’s
speeches they will be reminded of all the previous explanations their teacher told them about
in the classroom.

119
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[ think the scholar Palmirenus was absolutely right 500 years ago. Nowadays, in 2005,
those very same words continue to sound and be absolutely up to date. Theatre compels
boys and girls in secondary school to exercise and practise their memory. Nothing is learnt
by heart at school, even though memory has & very strong capacity in teenagers. Theatre
forces them to learn their role by heart. At the same time, when going back to school in the
evening after the scheduled timetable for rehearsal and practice they are also compelled
to give up the play-station or the TV screen to participate in a much more vivid, alive, and
human experience. When speaking aloud, they will improve their pronunciation and their
intenation and when performing, movement and gestures should go hand in hand with
their voice. Last but not least, in meeting other students they will have to work together
with a common target: to achieve a performance and to present it to a certain audience.

Educational values of Greek Drama

But when teaching how to perform Ancient Greek Drama and when performing it, all the
educational values of a theatre education are automatically increased. The reason why is
very clear: an ancient tragedy or an ancient Greek comedy needs a very special effort be-
cause both are a kind of total, complete, whole theatre. What do I mean by total theatre ?
Tragedies and comedies are complete educational pieces; you'll find all kinds of everything
inthem, Atthe same time, a quite large team will be necessary if you want to perform them
properly. Let’s check it in detail.

If we deal with tragedies, we'll immediately meet mythos, myth, Apart from Aeschylus’
Perses, all tragedies are based on mythical stories. Myths are, no doubt, lessons for every-
day life able to last for ever. But myth, even if it is enveloped by a cloud of imagination, is a
very, very serious subject, and probably the best educational pedagogical instrument both
for teachers and pupils. Mythical stories and mythical characters are still able to fascinate
our teenagers. If we insist en myths, we can be sure that stadents will learn. They will feel
mythical characters very, very close to them. [ speak from my own experience after 25 years
of non-stop performing of Ancient Greek Drama at a high school in Madrid. My students
are able to fall in love with men and women who never existed, whom they never met, but
who are felt as very close, alive, good friends. The students can understand perfectly the
points of view of Antigone, Medea, Clytemnestra, Agamemnon, Oedipus and so many oth-
ers. They can understand their arguments and they are easily ready to discuss them. The
students inmediately realise that there is a message, a hidden message inside any beautiful
mythy it is absolutely meaningful. We must not forget that tragedies do not consist of a sim-
ple sum of adventures; some moral behaviour, ethos, Greek ‘ethos’ is present. Each tragedy
can be considered as a moral lesson; very high ethical values-faith, piety, responsibility,
consistency, shame, suffering are present in a different degree in most of the pieces.
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'This beautiful mythos, full of high-value characters, requires a poetic logos , a poetic far
removed from terribly poor everyday language. Poetry is something non-existent in Spa-
nish schools even if Spain is a country that has produced a large number of excellent poets.
Poetic language, literary games, exquisite vocabulary, large metrical variety make the text
absolutely different, provided you have a good translation, able to retain all those features.
The students will find this poetic language a kind of embarrasing obstacle; they will have to
learn how to pronounce, how to deliver that text. Their personal sensibility will be ednca-
ted. This is another value lacking very much in our groups of teenagers, used to big crowds
shouting in rock or pop concerts or at sport events. It's not possible to deliver a poetic text
properly with a lack of sensibility. Mythos, ethos, logos but still it’s not enough. Ancient
Greek Drama implies also music, that means song and dance. All the abilities an actor can
show must or should be present when performing an ancient tragedy or an ancient comedy.
Young people nowadays spend lots of money on music, disco-dancing, listening to pop
singers. But as a matter of fact, when you try to get your students to sing any popular folk
song or follow the rythm of an unknown old-fashicned melody, you will realise that they
are absolutely lost, unable to do it properly. Greek Drama, therefore, will teach them dance,
movement, music and eventually song,

Al the same time, a complete team is required to perform properly a tragedy or a
comedy properly. You will need a chorus, together with eight to ten characters and eventu-
ally four musicians, even if recorded music can replace them. If you are working in a class-
room with a group of about 20, you will need all 20 on the stage or at least by the stage. To
present a tragedy means to involve a group working as a team. That's the reason why we can
also say that Ancient Greek Theatre is a complete, total one,

It provides the actor-student with all the theatrical abilities and at the same time it
involves a group working together as a team. Different from modern pieces giving a role
to four or five characters, ancient tragedies or comedies require a pack of about 20, that
means the full list included in a classroom.

Festival of Segdbriga

Perhaps not being aware of these educational features of classical drama, Aurelio Bermejo,
an ordinary teacher of Latin in a high school in Cuenca, a small pretty town 150 km. from
Madrid had a fantastic idea. Let’s go back in time to a sunny spring day in May 1982, in
the ruins of Segdbriga, an ancient Roman town 100 km. from Madrid. Prof. Bermejo or-
ganised an educational visit to the ancient Roman town with a group of about 30 students.
The old forum and a couple of Roman baths together with a fantastic amphitheatre and
a very well preseved theatre were —are- still visible. The theatre drew their attention. The
proscenium was covered with a wooden platform, making a very nice stage. Nothing left
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from the ‘frons scaenae’ except a couple of columns giving the theatre its very peculiar
look. It was possible to perform a teagedy or a comedy; that’s what Prof. Bermejo thought.
But on that sunny day of May 1982, the students simply read a short passage from Oedipus
the King (Sophocies) and Miles Gloriosus (Plautus). Anyway, something was born in Prof.
Bermejo's mind. Why not perform instead of reading next year ? They did it. Next year,
1983, a group of about 30 students was there again. Bermejo invited some schools to go to
Segobriga in order to visit the ruins and to attend the perfomance of Oedipus the King. It
was very succesful. Next year more schools went to Segobriga and students from a school
in Toledo performed Medeq. That was the beginning, but as a matter of fact a big event
was born. Notice that groups of students at secondary school gathered to watch a perfor-
mance given by students at secondary school too; an entirely educational activity involv-
ing pupils and teachers. Little by little Bermejo was writing letters to all the schools around
the area of Cuenca. The duration of the so-called ‘Jornadas de Teatro Greco-Latino” was
increasing. In the beginning it was three days; then four, then five, later on ‘A Week of
Classical Drama’ and definitely a festival reaching up to two weeks in 2000. The event was
completely successful; more than 2,500 students gathered every day to watch comedies
and tragedies.

Development

In 1995, the INSTITUTO del TEATRO GRECO-LATINO de SEGOBRIGA was created
in order to organise such a big event properly. One single teacher could not cope with
such an activity. At the same time, some other ancient Roman theatres decided to share
Segdbriga’s experience, and then a co-ordinated larger Festival was born, not simply at
the Segdbriga theatre, but all over the ancient Roman theatres of Spain; Sagunto, Mérida,
Cartagena, Italica, Clunia, Tarragona... And still more; some regions not having preserved
ancient Roman theatres, decided to use the most important traditional theatres of the
main cities to join in the event. In this way, all 17 regions of Spain have at least one place
as a permanent seat of the Festival.

Anyway, the original idea was to produce a revival of the atmosphere described by
Sir Arthur Pickard-Cambridge in his famous book Dramatic Festivals of Athens. Festivi-
ties, joy, open air, people gathering to take part in such activity in the footsteps of ancient
Greek dramatic festivals. There is, however, a difference; no competition, no prizes, and
only teenagers with their theachers; don’t forget that in our festival there are only students
perfoming and there are only students watching; they all at secondary school; very, very
rarely at university. More than 2,500 students attend the performances in Segébriga every
day: that makes a total of 25,000 after each festival. If we add the students taking part
in this activity in any of the 17 different theatres - the Festival there doesn't last more
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than four days — we’ll have a total of about 75,000 students attending performances every
school year during spring time.

Organisation

Let's go back to Segdbriga, the main focus of this big event. Two pieces are performed
every day for two weeks from Monday to Friday; a tragedy in the morning and a comedy
in the evening. We combine, if possible, Greek and Roman authors.

As you can see, we try to follow in the footsteps of the ancient Greeks. But there is
something else. The students attending the performances pay a sum of 5 €. They are not
given as a ticket a piece of printed paper, but a couple of pocket books containing the text
of the tragedy or the comedy that is being performed every day. The text will have been
translated into Spanish mostly by the teacher responsible for the stage direction of the
play. They include an introduction, but normally don't have footnotes. They are supposed
to be both an educational document for the students and a kind of ‘libretto’ for the actors.
Those pocket books are very useful. As a matter of fact, up to 1995, if you wanted to read,
for example, Oedipus at Colonus, you had to buy the full pack containing the full produc-
tion by Sophocles; that meant quite a lot of money. Nowadays, because of the Festival,
these small books have been produced. This positive experience has developed and spread
as far as Portugal.

The practice of giving the students a book so they can work on the text before and after
the performance is very important. It underlines the idea of a didactic, pedagogic, educa-
tional activity. Our aim is that the students should not simply watch a performance, but
learn from it. First of all, we are teachers and our pupils are students; we shouldn’t forget
that. The Ministry of Education has been supporting the activity since 1996 with a sum of
12-15,000 euros.

To begin with, most of the performances were of a quite low quality; very elementary
costumes, quite a lot of mistakes, and without paying attention to a number of details.
But after 20 years, the situation has evolved quite a lot. First of all, let me underline that
our first aim is not to produce a fantastic show, but a very useful instrument for teachers
and students to understand what an ancient comedy or an ancient tragedy is. We do not
pretend to do a rebuilding, a remaking of an ancient Greek piece. We feel it an anachro-
nism in a certain way; no ancient Greek language, not simply three actors, no masks nor-
mally. We pretend to do nothing but to evoke the atmosphere of the 5% century B.C, We
want the students to take part and to be involved in a festive atmosphere and, above all, to
realise what are the main features of ancient Greek drama: myth, message, poetical lan-
guage, music, dance, chorus, open-air performance...; quite different from contemporary
theatre. We try to be as respectful as possible to the text and with the context surrounding



224 JOSE LUIS NAVARRO

it. We don't like to declaim an ancient text on an ancient Roman stage dressed in shirt
and jeans. The text together with the general context must be preserved. All the groups
performing are directed by a teacher teaching Latin or Greek in secondary scheol. We un-
derline first the educational, pedagogical dimension of the activity, the artistic one comes
inmediately after.

Results

The result of such a big event is that today 320 productions of Ancient Drama have been
performed on the stage of the Ancient Roman Theatre of Segdbriga. But if we consider
— and we must - the full number from the different theatres included in the official pro-
gramme of the Festival, the figure will rise to 879 (you can find detailed figures in an
appendix).

At the same time, more than 50 pocket-books, which means 50 different pieces, have
been published and 900,000 students have attended performances of Ancient Classical
Drama over the last 23 years. Eighty different groups composed of students in secondary
school have performed at least once an ancient classical piece. Plautus, Euripides, Aristo-
phanes are the favourites, following the trends of performances given by professional com-
panies. Notice that the Latin language and the Latin tradition are still quite strong in
Spain; that’s the reason why Plautus is present every day everywhere at the Festival.

The INSTITUTO del TEATRQO GRECO-LATING de SEGOBRIGA has been created
and severa] activities adressed to teachers and students have been developed too. Groups
from Portugal, Greece, Italy and Croatia have attended the Festival, I think it is quite a lot
of work, quite a big event, showing that it’s pessible to involve young people in a very fasci-
nating educational task. As a matter of fact, Ancient Greek Drama is really worth it.
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THE NURSE - A CLASSICAL THEME IN
HELIA CORREIA’S RANCOUR

('7( élia Correia, the prize-winning and much lauded Portuguese novelist, has written
three texts for the theatre, inspired in the Greek classical tradition: Perdition. A
play on Antigone,' Rancour. A play on Helen,? and Excess. A play with Medea.® In these dra-
matic works — which focus on female heroines — the author emphasises the role of a maid-
servant, in circumstances not customary in classical tradition. In fact, neither Antigone
nor Helen, in the traditional versions of the myth, had a nurse who witnessed or shared
their fate. However, Greek tragedy gives us unavoidable examples of this character. After
the Aeschylean creation of Orestes’ Nurse in The Libation Bearets, Euripides perfected the
outlining of this character in order to show its most significant paradigms in Medea and
Phaedra’s Maidservants. In addition to the poets’ investment in the refining of her fea-
tures, with the subtlety of their sensitivity, the designing of a Nurse of tragedy is also based
on a structure of solid master guidelines. The Maidservant is always an older woman who
has gained a lot of experience over a long period of time in the service of one family. She
knows every detail and every crisis that occurs in the lives of her masters and these hap-
pen one after another, from generation to generation, and from past to present. Her proxi-
mity to the honsehold, sealed by time, gives her an intimate role in the family and a power
that are the rewards for her loyalty. She talks openly and confidently about matters that
should be beyond what is expected of a simple servant. This woman generally possesses a
spontaneity and a primitive popular wisdom, both of which are the enemies of falseness
and sophistication. If there is someone in the household who has a close relationship with
the Maidservant, that person is the Lady, whom the old slave always served well. However,
the interaction between the two women is controversial; there is an understanding and
emotiveness that result from being in each others’ company and sharing everyday life
that brings them together as partners within the female condition; the Nurse also devotes
herself generously to her lady in times of suffering and pain. But this being together breeds
nidden rancour and competition which are always latent in people who are in close contact

Perdigdo. Exercicio sobre Antigona. (Lisbon: Publicaces P. Quixote, 1921},

Rancor. Exercicia sobre Helena, (Lisbon: Relégio d'Agua, 2000).

Desmesura. Exercicip com Medeia (lisbon: Relogio d'Agua, 2006).

Aristophanes is the clearest testimony to the popularity of these characters in Euripides’ plays; they have
fundamental 1ole and show the worst female tendencies, see Thesmopheriazusae 340-342, Frogs 1079.
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with each other, but whom life has treated with differing generosity. While one woman has
an excess of social and family status, whether in terms of wealth or affection, the other has
an excess of poverty and slavery. In its symmetries and asymmetries, this is a dramatic
couple with endless potential that Greek tragedy has acknowledged and perfected; the
same tradition leaves a permanent and deep mark on Helia’s writing.

We will focus on Rancour, in which Helen’s Nurse is called Acthra, the old Lady of
Athens, the wife of Aegeus and mother of Theseus and herself a Queen as well; neverthe-
less, tyche did pot spare the famous Aethra from the fate of becoming Helen’s slave, who
kept her company and who witnessed her many adventures and misfortunes. Despite the
one being dressed up in prosperity and royalty, and the other in the darkness of misery,
the truth is that both women easily converge and are guided by the hand of an uncertain
existence that every day disturbs the fragile frontier that separates the masters from the
slaves, or the happy from the unhappy. The central theme in Rancour revolves around
remorse, in each individual’s search for an answer to the challenge that he or she inde-
pendenily, or integrated into a family or social group, must face because this challenge is
inseparable from life: how can we deal with the guilt from the past, with the legacy which
makes us what we are, our identity, and which we cannot jettison, but which burdens us
with all its ghosts and lays claims to us ? How should we behave ? Should we settle debts
through suffering and expiation ? Or should we simply try to put ghosts aside and reduce
to mere human weaknesses the crimes hidden under the aureola of a paradigm ? This is
basically the adventure that brings together Helen, the cause of all sufferings, and Aethra,
a living witness and constant accuser. The latter is the voice of the past, which is always
present and nearby, like a type of menacing Erinyes.

The scene draws its inspiration from Book 4 of the Odyssey.® It is the day of reception
at the Court of Menelaus, in Sparta. Telemachus, the son of Odysseus, who is still looking
for his absent father, is going to be welcomed by the Laconian lords. The representative of
a second generation will be given the chance to dive into the universe of the heroes of an-
cient times and to socialise, in the flesh, with the legends that structured his childhood im-
agination: the glories of Atreus, Helen's blond hair, the aggressiveness of Phyrrus, the son
of supreme Achilles who now is married to Princess Hermione. It is in this conjuncture,
which is favourable to the meeting of the present and the past, that Telemachus will be pre-
sented to Aethra ina totally unexpected way. Menelaus gives some attention to Aethraas if
she were someone who, to a certain extent, was a part of the family (p. 17): “I didn’t intro-
duce you to the venerable Aethra, who has been with Helen everywhere. They're like mother
and daughter” 1f the host values the proximity and the affection that unites both the Lady
and the slave, Aethra reinforces the social status that also puts them on the same level by

5 Seevv. 1-619.
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complementing her identification - “Aegeus’ wife, mother of Theseus, saviour of Athens”.
All these features help to make the two women an indistinguishable couple where one
of them is a human creature being relentlessly haunted by her shadow or daimon. This
proximity has been strengthened by time, during which Aethra accompanied Helen in
her traditjonal journey from Sparta to Troy and back to the marital home, The play finds a
strong and permanent symbol to express this: namely Helen’s delays, her applying her last
finishing touches at the dressing table. The Nurse is the only person to know why {p. 11).

Bybeing permanently in Helen's presence, Aethra takes on a true main role in the play.
Her role is not that of a secondary character next to the heroine; in a way the Maidser-
vant overlaps with the Lady, as with everyone else in that household, for whom she is the
spokesperson of a fate that from its high position controls the plot. Just like the destruc-
tiveness of tyche that always haunted Mycenae’s household, Aethra also takes on the role of
a dark and menacing presence. In order to perform this role, which seems to breathe tran-
scendence, there are still personal reasons that make her a potentially annihilating force
because of a never-ending resentment: “ARTHRA - Yes. A loyal slave is very rare. They wish
their lady’s death, the slaves. HELEN (meaningfully) - Even more if they were born noble and
the outcomes of war condemn them to wait on the enemy’s wife” (p. 18).

Throughout Act 1 and under the weight of the protocol of a reception day at the palace
of Menelaus, Aethra’s role is that of a commentator who reminds, accuses and denounces,
and who spreads the dark colours of the truth on to the surface of appearances. Because of
the fact that she is not connected by blood ties to the family (p. 33), the old slave possesses
the necessary impartiality and she constantly witnesses everyday life in the household
around her. Het words are always brief, but sharp and incontestable. They are powerful
in the careful way that they focus the truth on the accusations and do not leave any room
for debate or denial. They simply unleash rage and repudiation, because her blows are so
accurate and painful, even when they are fair. For that reason, she is an objective, but par-
ticularly biting commentator who must be taken seriously,” When Helen exempts the slave
from the task of combing and frizzing her hair (p. 13}, we symbolically perceive her first
sign of rejection for the times when Aethra hurt her. The Queen of Sparta’s hair is the ex-
pression of the beauty, the fascination and the seductive power that she possesses through-
out the play. The Maidservant directly attacks it; but because she has been removed from
that task, she limits herself to using words which are just as frightening as the hairbrush.

¢ The epic tradition of this theme is presentin Odyssey 4. 124-122,
7 'The Maidservant's role which consists of understanding and accurately interpreting the most intimate and
hidden feelings of the lady is repeatedly expressed in Euripides (see [iippotyius 208-211, 224-227, 232-238).
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Helen is the main focus of the Nurse’s attention. At every opportunity in her saga,
Aethra shows the strongest traits of her personality or behaviour. The choice of Menelaus
out of many pretenders who wanted the hand of Tyndareus’ daughter was a bad strategy
for uniting brothers and sisters through marriage (p. 17): “AETHRA - People always said
that brothers married to women who are sisters will never be happy. And if they are twins,
like you and Clytemnestra...”.

Later, Sparta’s permissiveness in the public exposure of its women® made things easy
for the Trojan seducer, who found an ideal interlocutor in the natural and permitted
shamelessness of the sovereign (p. 29): “AETHRA — Not a veil. She didn’t even cover her face
with a thin veil. HELEN - Veils! No-one wears veils in Sparta! AETHRA - Had she worn a
veil and things could have been...”.

As a voice of sophirosyne, Aethra advised and warned Helen; but she was unsuccess-
ful because, after all, Aphrodite, like a true fatur for Helen, had already offered Paris
the most beautiful of women. When the war that was triggered by the kidnapping also
killed the person who caused it, Priam’s son, Helen became the possession of Deiphobus,
another son of the King of Troy, because she was incapable of remaining vnmarried (pp.
22-23). This frivolousness that characterises the woman who belonged to many men (see p.
30) was, in the end, the cause of a general hatred around her, which resulted from a lot of
tears and suffering, of which Aethra was a constant reminder (p. 41): "AETHRA - She may
leave the room, but she can'’t leave the dreams which have put Greek and Trojan women to-
gether. The dream of the huge hatved they feel for Helen. There are so many drears, so many,
that they darken the moonlit nights and moan and moan. You may think they are something
physical, dask and howling, but they aren’t. They are women's nightmares.”

Aswell as the queen who warrants violent censorship at every moment from the Nurse,
Menelaus is also attacked as the present representative of a cursed family and as a living
symbol of the heroes of bygone days. This dialogue with the past shows the emptiness on
which fame is built and the power of combat as a fertile ground for glory. This is a deeply
Euripidian thought® which frequently arises in Act 1 of Rancour. In the face of the efforts
made by the Lord of Sparta who, in an attempt to restore the traditional ascendancy of
the household he belongs to, reiterates the greatness of his lineage in more or less empty
sentences — “Son and grandson of kings, don’t forget™ (p. 13), Aethra recalls the bloody and
criminal episode of “a banquet where the father eats his own children, stewed”, which one
cannot separate from the same genealogy. About Atreus’ sons, the generation that fol-

¢ The same permissiveness of Sparta towards women's role in society is evident in Helia’s work in the set-
ting of Act 1. The monarch delays the start of the welcoming ceremony for his visitors so as to give Helen
enough time to appear. Therefore, Aethra has another opportunity to make an accusation once again (p.
12): "It is your Sparfan costume (...} t0 show your women. Look at jrs fine result...”.

® This is expressed with particular accuracy in Helen.
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lowed in this unfortunate family, fame kept the rewards of the triumph that was achieved
in Troy. But in this case, victory led to some doubts, and success was not as crystal-clear
as it appeared. Aethra expresses what Menelaus celebrates as “the conquest of Troy” with
a suggestive correction - The Troy massacre (p. 12). If its excessive cost denigrates what
he wants to celebrate as an achievement, then arefe which is used in that fight varies, and
becomes susceptible to different readings that range from the highest ideals to the mere
expedient (p. 22). When Telemachus was visiting the court of Menelaus, Aethra answered
his question about the trumps that were the basis for the Greeks’ great victory and the
time of its most distinguished heroes with the greed which motivates the common soul:
“TELEMACHUS ~ How did you conquer Troy ? By fighting ? No. By being intelligent. AE-
THRA - By being treacherous.” In the traditional shaping of the Trojan saga, there are still
postponed homecomings of the victors who are on their way to the palace, where their
re-integration is not always welcome. When Telemachus sighs because of present unhap-
piness of an Ithaca without Odysseus, Aethra immediately responds with far more painful
situations (p. 30): “You need not speak about Mycenae. What a tragedy! It rouses the envy in
any city I” The murderous betrayal of Clytemnestra accounts for the rejection of the right-
ful holders of power upon their return; but, in the shadows, others, such as Menelaus, who
was finally free from the eternal competition of his brother and master in times of peace
and glory, reaped cowardly rewards from the crime (pp. 66-67).

Therefore, Aethra’s mission is to go against every member of a chaotic family whom
she must punish and expose in everything that they do with an outward appearance of su-
periority and glamout, to try to hide the deep stains of a criminal past. Everyone looks on
her with rage and tries to silence her, which is the same as wanting to silence the voice of
the past. The contrast between the bitterness of the reaction to the truth that Aethra speaks
and the sweet tone that is used in a sham, aristocratic and dignifying ritual is great.

If Aethta is the living antithesis in the light of a power that they want to project based
on appearances, which makes her the mark that stains the glamour of a welcoming day
at the court of Sparta, then there is another underlying comparison between the old slave
and those who make the creation of glory their job: the poets. Both of them carry the
burden of preserving memory. Only the way that they do it distinguishes the one from
the others. In the line of an artificial aesthetic, the old bards have created a heroic fiction
that praises the gods and men of the past. One of their aims was to highlight great causes
and to establish a code of elevated virtues by turning the subjects of these paradigmatic
episodes into true heroes. Words are more efficient than any other testimony despite be-
ing light and fragile, because they are touched by the magical breath of memory. Glory
endures and memory continues through music and poetry, thus fulfilling the double mis-
sion of immortalising merit and educating the mind of the younger generations. While the
aoidof praise and embellish memory, Aethra confronts it with a'hard reality and reduces
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it to all the horror that lay at its origin. When faced with the underlying violence of the
stories of the past, Telemachus longs for the sweetness of forgetfulness (p. 25): “How awfui!
May the gods let men forget it for one or two generations”. But the poets’ job is to prevent
this, because they feed on those same excesses and make their subsistence from it (p. 26):
“AETHRA - These events will never be forgotten because of those chatterbox gossipy singers
who travel the whole of Greece and spread their verses about deaths, adultery and scenes
of bravery”. Relerring to an already legendary time, the old episodes, for as violent and
shameful as they may have been, gain a new shape through the use of imagination and the
power of words. Every poet narrates them in his own way; the winners and the defeated
will have their own versions of the events (p. 38): “The defeaied seem to develop a strange
ability to lie. It is surprising their lack of accuracy” But if each of the direct participants
gives it the stigma of his experiences or feelings, what can we say about those who only
received a distant echo, vague accounts or diffuse traditions about the facts upon which
they raise the bastion of glory through a created talent. Aethra puts an end to the spectacle
of weaknesses and aggression among the lords of Sparta through the use of irony, by giv-
ing a send-off to a Telemachus who witnesses the collapse of the greatness of a myth with
which he had always lived (p. 38): “Are you not tired ? Haven't you seen what you wanted to
see ? You've already got acquainted with two heroes from Troy; you've already saf at Helen's
feet. i vou have a flair for poetry, this is enough for an epic.”

Helia finds a meaningful ending for this Act 1, which develops as a systematic parallel
between the past, whose violence was hidden under a curtain of glery, and a present that
searches for evidence of a model of reference. Helen appeared in the room with a strange
and exotic Egyptian wig - perhaps looking for another identity’® — and was surrounded by
voices that demanded the right to see, even if it were only once, the blond hair that immor-
talised the most beautiful of all women. The Queen of Sparta refused to satisfy that wish,
but the demands increased. Everyone wanted to fulfil that whim for their own reasons:
Telemachus wanted to see the Helen of the stories he had heard in his childhood; Menelaus

W We know the sources that, in antiquity, kept and explored the version of the myth that put Helen in
Egypt while the war in Troy caused by her kidnapping continued. See Odyssey 4. 227-230, 351-586; Hero-
dotus 2.112-120; Stesichorns frs. 15/ 192, 16/ 193, Page, Buripides, Helen, passim. The bibliography that
specialises in the subject is ample. We suggest, e.g.: B, B. POWELL, “Narrative pattern in the Homeric tale
of Menelaus.” Transactions and Proceedings of the American Philological Association 101 (1970): 419-431;
A. M. Komornicka, "Héléne de Troie et son double dans la littérature grecque (Homére et Euripide).”
Euphrosyne 19 (1991): 9-26; ]. Assakl, “Les transformations du mythe dans I'Héléne d’Euripide.” Pallas
33 (1987) 41-54 W. G, ArNoTT, “Euripides’ newfangled Helen” Antichthon 24 {1990): 1-18; |. G. Grip-
FiTH, “Seme thoughts on the 'Helena” of Furipides.” Journal of Hellenic Studies 73 (1953): 36-41; I E.
Hovmeere, Euripides’ Hefen: the most noble and most chaste.” American Journal of Philslogy 116 (1995);
19-42; . . MELTZER, “Where is the glory of Troy 2 Kleos in Euripides’ Helen.” Classical Antiguity 13 (25)
(1994): 234-255; D. (. Papy, “Victors and sufferers in Euripides’ Helen” American Journal of Philology 108
(1987): 27-40.
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pursued this prodigy of nature whom he could never resist; Pyrrhus was already excited at
the potentially imminent marital conflict. Aethra is the one who blocks Helen’s exit and
traps her between the question she was asked and the truth of her answer: where is Helen's
golden hair ? Because of her closeness to the lady, the Nurse is the only person who knows
the truth, which was unknown even to Helen's husband. After a daring gesture from the
host, who wants to satisfy the curiosity of a guest and show off his trophy, the truth that is
revealed is hurtful and unexpectedly violent (p. 44): “Before Helen, far too exhausted, could
avoid him, he pulled her wig by force and everybody in the room was startled. Helen's head
was completely shaven”. Past and present met and caused a great deal of disillusionment:
and despite the exotic atmosphere of the moment, one could see in everyone’s eyes that the
model of excellence that she represented was nothing more than a myth.

In Act 1, Aethra helped to undo the legend of beauty and seduction that Helen was,
and in the next act she will share the intimate reality of her lady with her usual bitter-
ness, but this time in a closer way. The stage direction at the opening of this act draws
our attention to the fact that the superficial pomp of the large room, which is part of the
fantastic element in the myth, is followed by an attempt to erase the memeory of a past that
is in the end humiliating and mean (p. 47): “The backyard of the palace, the patio or an
open ground near it. Helen with shaven head and looking desolate obsessively washes the
ground”. In this other setting that shows no glory but rather remorse, Aethra seems to lose
strength —perhaps because her victim claims the right to some kind of self-flagellation-
and shows signs of a severe tiredness; at the same time she also worries for the Queen,
but this is more out of a desire to keep her victim preserved (p. 47): “I can’t go to sleep
before I tuck you up, you know it”. But, although the scene and the behaviour of the main
character are inverted now, one should not think that the time has arrived to impose the
truth forcibly. The Helen who penalises herself does not wear well the coat of remorse and
punishment. When Helen attempts to wash off the permanent stains of her guilt, she is
only pretending,!! in an attempt to simulate another personality (p. 47): “Come fo bed,
Helen. You've already shown off. No one is here to waich you. That'll do”. However, she
cannot fool her shadow with her frenetic body movements. Aethra denies that the blood
that Helen sees (or rather, pretends to see) exists (p. 48): “You see as much blood as I do.
Stop, Helen. I'm the only one here. I don’t believe in that anymore”; and the image of com-
punction that she is trying to give is rejected by the Nurse {p. 49):2 “You don’t feel remorse,

1 The idea thatHelen can pretend and createa convincing image ofher suffering is widely used by Euripides
in Helen. Let us remember how much the chorus values Helen's strategy in order to obtain Theonoe’s
support and complicity {Helen 944-945): “The justifications that you use in the present situation are a5
moving as you are’,

12 The very clear concept that Helen has of future glory that is connected with her name is already epic;
see Hiad 6. 354-358, We can even se¢ her compete with the poet, in a certain way, when she weaves the
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Helen. You miss your past. I myself yawn from time fo time and I've never lived a great life,
one of those that the authors write about™. Helen fakes her role as a heroine in tragedy in the
same manner as Menelaus had faked an attitude of a great lord worthy of a hero from the
past. However, both of them fail to achieve this.

When the plot moves from the great room to the intimacy of the household, it gives way
to a greater intimacy between the two women who know each other and, in the troubled life
that they have had, they seem to be destined to understand each other. Aethra stops being
a commentator and becomes a true interlocutor. The length of her speeches immediately
gives this away. The old slave also has a past history with an absence of love. Her relation-
ship with Aegeus was forced, premeditated by treachery, and exempt of any feeling. Her
son, Theseus, is a hero who would make any mother proud, but who was unable to spare
his mother from the pain of slavery. And, after all, at the end of this unhappy story there is
just Helen, also one of the women loved by the hero of Athens. To remember this episode,
which was fatal like all of those that involved a passion for Helen, Aethra repeats, in a for-
mulaic way, the accusation of a type of behaviour that is a symbol of the natural shameless-
ness of Tyndareus’ daughter and which was the constant cause of such misfortune (p. 49): 1*
“Had you worn a veil, then nobody would have fallen tragically in love with you I”,

We are about to dive deep into the past and this time we will be guided by a different
line of action. The label for every event of the past is “motherhood”. As a mother who was
the victim of the insanities of her son, Aethra aims her accusations at Helen’s mother,
who was like every mother, irresponsible and unable to see the risks that her child was
running, every time she looked at him or her with love (p. 49): “Your mother should have
branded you for life at birth. She didn’t: I bet she looked at you with such rapt love as silly
mothers do”. The understanding that Aethra shows results from her having made the same
mistake, by always tolerating the frivolities of her son when he succumbed to the charms
of an adolescent, namely the already beautiful and irresistible Helen. With that “supreme
stupidity of a mother” and with the love of 2 mother-in-law, Aethra rushed to blame Helen
for the kidnapping: It was Helen, the seducer I” And meanwhile she hides herself behind
the vehemence of the accusations so as to not see the passionate frivolity of an immature
young man called Theseus and the fear of an even more naive young woman, Helen, in a
romantic adventure that she had never experienced before. In time, a guilty anguish ap-
peared. The Lady of Athens had also faked a spectacle of guilt and diligently took on her
role: that of the slave of the target of her scorn and fears. She accompanied Helen as her
slave without, nevertheless, giving up the pleasure of personifying the permanent shadow

image of the conquest of Troy in her embroidery {fliad 3. 125-129), or when she describes the invader’s
army from high vp on the walls of Troy (Hiad 3. 182-242).
1+ See supra p. 230,



THE NURSE — A CLASSICAL THEME IN HELIA CORREIA’S RANCOUR 237

of the past. Helen clearly remembers (p. 51): “Tell me, Aethra, had I not (...} demanded you
as my slave, you would have been very hurt, wouldn't you ?°

Aethra herself suggested this price as an indemnity for the kidnapping of the Dioscuri’s
sister; certainly she wanted to silence the problems she had with her conscience, but who
knows whether she also wanted to leave behind a life of frustration and follow Helen in a
search for adventure and perhaps also glory... It is at this point that the two women realise
how deeply they were each other’s accomplices: they were both hurt and disillusioned by
her lovers and unable to conform to the monotony of life, because they long fot an experi-
ence that would bring fame.

Orestes, the matricide, arrives at this precise moment when the two women lay down
their weapons and laugh in harmony; and they laugh at that pathetic Menelaus, who is the
paradigm of the deceived husband and of the humiliation that women bring to bear upon
their unloved men, After his arrival, the theme of motherhood gains another dimension.

Atfirst, the prince of Mycenae greatly mistakes the two speakers. Orestes finds them so
similar in their life experience that in the first contact with them he notices Aethra’s noble
posture; but mistakes Helen, still wrapped up in the remorse that she wants to show, for a
beggar who receives the generous charity of an unhappy queen. Aethra had turned her life
in the service of Helen into a Calvary - “Twas just talking about my insomnia. T can’t go fo
sleep before tucking up my... daughter” (p. 54). - and she advises Helen to punish herselfin
the same way (p. 55): “You look after him! It’s just right for you. Didn't you wish to expiate
your sins ? Give him a bath and afterwards try to put him to sleep. I assure you that'll be a
valuable task because it seemns too difficult to accomplish.” On top of the quick unfortunate
love that the status of husband brings to the promising passion of a lover, there is also the
suffering of motherhood which is part of the female condition. This ¢an also turn into a
terrible relationship where love is joined by hate. In their own way, Orestes, Aethra and
Helen are the living proof of this. The door of expiation is wide open to all of them in the
search for a new path. According to tradition, Clytemnestra’s murderer wanders aimlessly,
escaping the Erinyes. Aethra tried the role of a dedicated nurse looking for some content-
ment in another motherly love. Helen is the one who makes this clear to her (p. 67): “Your
son abandoned you and you can’t forgive him, can you, Aethra ? Any creature will do for you
to play the role of @ mother..”.

Helen cannot come to terms with the recompense for a mediocre routine; for her the
pleasure and the reason for living lie in extraordinary acts, in the recognition of errors
and ill-will, that is to say, in the irreplaceable glory of being called Helen. “Nightmares, we
have ail got them. They usually come af night and lie on us as if wishing to crush us, They
are the souls of all those we have hurt. They are as heavy as iron, those wretched souls. The
secret is, listen to me, to burst out laughing when you wake up and splash your head with
very cold water” (p. 58).
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In Hélia’s text this outcome makes the relationship between maidservant and lady
clearer. Once they discovered that there was proximity between them, after a latent vio-
lence in every word or in every gesture, the time of redemption arrived for both of them.
Aethra chose the route of expiation and drank from a bitter chalice while she was with
Helen (p. 82): “That was the crime you've been expiating, by my side, always provoking me
with your sharp tongue so I wouldn’t forget to treat you badly”, All that is left for the one
whao is eternally guilty about causing so much suffering and so many deaths is the invalu-
able pleasure of fame. Without a good story, life is nothing but a terrible yawn. And how
could she silence the rancour around her ¢ Helen also uses an effective magic against that;
Aethra is the one who recognises this (p. 57): “As usual. They see her and forgive her”
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CAN GREEK TRAGEDY, WHEN STAGED IN AN OPEN
DRAMATURGICAL STYLE, STILL BE TRAGIC ?

«Nous sommes & I'époque du simultané,

nous sommes & I'époque de la juxtaposition,

& Vépoque du proche et du lointain,

du cdte a cte, du dispersé»

(MICHEL FoucauLT, Des espaces autres, 1984)

1. From closed to open dramaturgy

theatre. Generally one could say that, from that decade onwards, absolute prior-
ity has no longer been given to the text over all othet theatrical and semiotic elements,
and radically opposing movements have occurred. The eighties witnessed the birth of
many kinds of ‘new’, “pluralist’ or ‘open dramatuirgy’ that fundamentally replaced and/
or enlarged traditional Aristotelian poetics based upon the priority of plot, character and
action. The traditional image of theatre implies specific co-ordinates of time and space
conceived in terms of a Euclidian model, organised around a central focus from where all
actions can be judged and verified. Traditional staging of tragedies resulted in an act of
representation which gave the spectator a hold and a grip on the process of identification
and interpretation of reality. This is the mirror-like function of theatre that, till Moder-
nism, resulted in an abstract and symbolic reproduction of reality, a notion that can be
very aptly illustrated by the picture of a tree, in which the mirror-like representation of
both its roots and crown makes us believe that it has a reality that can be grasped and
represented on two different levels, an upward and a downward one, thus synthesising a
dialectical and representational philosophy. '

Contemporary philosophy (from the 1960s on} subjected the old dream of universal
man and unitary subject to a fundamental doubt about their relationship with language,
with the worlds and the truth thereby established, with the mimetic representation of
reality. The newly conceived stories were less totalising and disciplinary and dealt with a
more limited and flexible kind of consciousness, It became obvious that one of the main
problems raised by postmodernism was the systematic doubt that unrelentingly haunted
the Western subject ever since the Renaissance. From the eighties on, the modernist heri-

C“D he 1980s have been considered a turning-point in the development of Western
d
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tage recast these uncertainties in more radical versions, in new dramaturgical styles, in
postmodernist ones, which often float within a double inscription of seriousness and play-
fulness.

Why, then, privilege in this plethora of discourses the notion of ‘open dramaturgy’
over the ‘postmodern’ or ‘postdramatic’ one ? Maybe because every term based upon this
ambiguous prefix suffers from its own negation and historical wording and brings along
contexts that obscure, in their polemical phrasing, contemporary feelings. On the one
hand, ‘postmodern’ theatre, often enough, leads to a very heterogeneous and deflated col-
lection of disorientating forms of theatre, expressing aspects of the economic and political
sphere of life (‘postmodernity’), resulting in what has been called ‘memory-theater’ (Mal-
kin, 199%), ‘theatre of chaos’ (Demastes, 1998), ‘land/scape theatre’ (Chaudhuri & Fuchs,
2002) or ‘nomadic theatre’ {Delenze & Guattari, 1980; Braidotti, 1994; Mulrooney, 2002).
On the other hand, ‘postdramatic’ theatre (Poschmann, 1997; Lehmann, 1999) overtly
faces the old ghost of drama as its main opponent, although it was not conceived as at-
tacking ot abolishing Aristotelian dramatics, nor as developing it in negative terms, but as
thinking beyond it in terms of an evolution and a sliding scale. What most characterises
‘open dramaturgy’ is the way it examines Western tradition as based upon notions like
unity, identity and equality, all terms which rely upon the dominating assumption of the
one and only centre, Its reaction is phrased in terms of an open-space philosophy, of an
epistemology of the open system which acknowledges the importance of plurality, diver-
sity and difference. Therefore, this kind of dramaturgy privileges more the synchronous
and simultaneous dimensions of theatre {its spatial construction) and is largely charac-
terised by parataxis, since meaning is constantly suspended and postponed, refusing the
idea of a franscending unity that offers stability. However, these three labels (postmodern,
postdramatic, open dramaturgy) differ only slightly from one another, highlighting dif-
ferent aspects belonging to different discourses and networks. Together they represent a
fundamental change that illustrates the on-going larger cultural and intellectual debate
in recent decades in the West that has been studied by modern philosophers like Lyo-
tard, Foucault, Lacan, Barthes and Deleuze, mainly French poststructuralists who, since
May 68, have been radically rethinking the woild and proposing other ways of conceptu-
alising reality. They have therefore developed other discourses or frameworks for produc-
ing and postulating meaning in which no ‘objective’ truth will function as the absolute cri-
terion for interpreting ‘reality’. Hence the (now popular) image of the Deleuzian rhizome,
a botanical notion characterised by a specific subterranean system of roots with several
entrances at the same time which perfectly evokes the notion of a decentred network of
lines and connections. This kind of patchwork implies heterogeneity and a continuous
impact of variation, which therefore induces a radically pluralistic, different type of space,
the so-called Riemannian space. When theatre is conceived in rhizomatic terms, it refuses
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the old idea of one governing centre, since rhizomes consist of a large number of relations
that can be drawn from all possible arbitrary points. And when all of these are of equal
value, there is nc need to represent reality in terms of a hierarchical system of signifying
levels and chains. Therefore, in open dramaturgical processes, the spectator is expected
to be a ‘wanderer’ who travels through landscapes, not organising his view from the top
of the World Trade Center-towers, and hence reducing it to an abstract and geometrical
pattern, as Michel de Certeau suggests {1980), but from ground level, using a different
orientation and perspective, smelling and tasting the urban text as a network of signals
and experiences.

This paper offers a rough outline of how, in recent decades, Greek tragedy has been
staged in an open dramaturgical style and what kind of transformations this implies for
our artistic and intellectual perceptions of it.

2. Greek tragedy staged in an open dramaturgical style

2.1, The text

The reaction against the dominance of the text on the stage can be spectacular, as when
it has to contend with a huge sighing and moaning acoustic machine {cf. the drum’n bass
soundscape of dj. Eavesdropper in Aars/, Toneelhuis, Antwerp, 2000, a profound rework-
ing of Oresteia) or with noise machines that inhibit its easy or single interpretation (Eric
Toris, Philoctetes, Brugge, 2002). In Orestea (una commedia organica 2, 1995), directed by
Romeo Castellucci, the artistic leader of the Societas Raffaello Sanzio, speech is mechani-
cally disturbed throughout the complete staging of Agamemmnon: primary whale sounds re-
sound, invoking a matriarchal world, sea monsters seem to communicate with blubbering
speech and a resuscitated billy goat appears from Agamemnon’s grave, disrupting all kinds
of textual meaning by continuously rattling its lungs right through to the end of the tril-
ogy. The same director, in Giulio Cesare (1997), staged a patient who suffered from cancer
and could only speak with a mechanically supported voice. Antony’s speech, mother of all
speeches, was delivered by him in an eerie and most disturbing way, causing speech itself
to become denaturalised. It was a frightening experience that completely shattered the
theatrical illusion.

Spitting out words that were not €asy to understand or could not be understood at
all is also part of the special technique of Valérie Dréville, Anatoli Vassiliev’s star actress
in Miiller's Médée-Matériau (Moscow, 2001 - Antwerp, 2005, Europalia Russia), Sitting
naked and immobile on a chair, she stuttered words to the audience, shocking them with
her rough and uncultivated pronunciation, by too much or not enough articulation, an-
nihilating any communicational effect of language.
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Instead of a central and organising text, one often gets patterns of physical presence,
thythmic forms of breathing, moving and dancing which take over from the central lin-
guistic ‘message’. This is the case in almost all productions of Theodoros Terzopoulos,
from his first staging of Bakches (1986) through to Ajax (2004) and Epigonoi (2005), two
productions which bring this amazing ‘technique’ to its perfection and let the text float
upon a special kind of musicality. Estranging rhythmical and acoustic ‘materials’, repeti-
tions of fragments of words and sentences, alternation of individual voices, choruses and
aria-like monologues result in the creation of an acoustic landscape that claims rights of
its own. Both Castellucci and Terzopoulos make extensive use of periods of silence, which
re-organise and disturb completely the hierarchical relationship between language and
non-language, presence and absence of words. A most impressive use of silence was made
by Sofia Michopoulou, when, in the part of Agave, she awakens from her Dionysian ecsta-
sy and discovers that she herself has torn off the head of her son Pentheus (Bakches, 1986).
Her act of not-speaking, followed by attempts at emitting primeval sounds which only
very gradually turned into words again, completely lost its link with the representational
function of language. Jan Lauwers, artistic director of Needcompany, had Mil Seghers, as
Julius Caesar, remain overtly silent for minutes on end as his murder was taking place (Ju-
lius Caesar, 1990). In this context, one also calls to mind the calculated moments of silence
in the theatre of Bob Wilson {Deafman Glance, 1970; the CIVILwarS, 1984; Alcestis, 1986)
and his attempts to let the signifier conquer the signified, the suzjet master the fabula,
sound and movernent defy any uniform meaning. Even when the text is recognisable at
the beginning of the production, there is no guarantee of continuous understanding, In
Deafman’s Glance (1970), Medea’s murder of her children is but a single mysterious mo-
ment in a ‘surreal fairytale’; it is one of the few textual references in a carefully construct-
ed, formal, visual, and at the same time magical, world. And even when Medea does have
her entrance on stage, she is presented indirectly by the nurse and the soldier who speak
her lines. In Befonliebe + Fleischkrieg Medea {(Kaaitheater, 2001), Jan Decorte staged one of
his many classical texts in a ‘surreal’ child-like manner, reducing its epic magnitude and
making its signifiant sing (and dance, by the naked Riina Staastamoinen).

A similar mysterious atmosphere pervaded Aars! by Luk Perceval (Toneelhuis, 2000),
a performance which was staged in an artificial swimming-pool, obliging the actors to
move and act in a denaturalised way. A strong poetic text written by Peter Verhelst, often
only whispered by the actors, invited the audience to surrender to images and to practise
a new way of seeing, no longer subordinated to the act of representation. What people
saw was theatre that refused to fix image, movement, music and words in the well-known
hierarchical order, but was rather entirely built upen waves of intensity. At times there
were too many voices and sounds, and at times there were not encugh of them, but this
visionary, lyrical atmosphere could suddenly cool off and cause the audience to shiver in
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a disorientating silence. The same indecisive atmosphere both troubled and fascinated the
audience in Origine (2006) written by the same Peter Verhelst, a tripartite composition
that functioned as an intro to his reworking of Bacchae (NTGent, 2006-7).

In many contemporary performances, language is destabilised and questioned as to ts
communicative value, and therefore subjected to feelings of doubt and criticism. Syntax is
blown to pieces and linearity becomes fragmented, giving rise to a new interest in disjun-
ction, discontinuity and decontextualisation. In Needcompany’s adaptation of Julius Cae-
sar (1990), Calpurnia appeared on stage as a postmodern muse, declaring that the com-
pany would skip some passages here and there, and that the play would start somewhere
in the first act. As one of the cherished techniques of postmodern narratives which em-
phasise discontinuity, the fragment has become a very important way to explore a world
beyond linearity and causality. The three large fragments from Heiner Miiller’s Verkom-
menes Ufer. Medeamaterial, Landschaft mit Argonauten (1982) challenge the audience
to make something out of this mishmash of nightmarish messages, In Malkin’s words,
‘three sections, written and rewritten at different periods, in different voices, aimed at
different objects, joined together in one play’ all simultaneously reject the idea of textual
integrity (Malkin, 1999: 174 ). The same dislocating procedures were at the root of the Phi-
loktetes Variations by Jan Ritsema (Kaaitheater, 1994), which staged three different texts:
Philoctéte ou le traité des trois morales, by André Gide (1898), Philoktet by Heiner Miiller
(1964), and Philoktetes. Ten Fragments (1994), by John Jesurun of La Mama (New York).
Three languages, three texts, three sources of inspiration and the idea to perform different
fragments per location from Jesurun’s new text turned this production into a real herme-
neutical but fascinating jigsaw puzzle.

In an open dramaturgy, language and text are no longer considered to be founded in
themselves. They witness a never-ending process of, in Derrida’s term, différance. They
constantly postpone the comprehension of the text at hand, and therefore reality, and
never stop functioning as intertexts, networks and touchstones of history. In Romeo Cas-
tellucci’s Orestea (una commedia organica ?) (1995), Aeschylus’ Orestein was still present,
although constantly struggling with Herman Melville's Moby Dick or The White Whale
(1851) and Lewis Carrol’s Alice’s Adventures in Wonderland (1865), because, according to
Castellucci, Greek tragedy could not be presented from any other angle than as children’s
stories. At the same time, there were on-going allusions to Bachofen’s Mutterrechs (1861),
Rhode’s Psyche (1898}, Burkert’s Homo Necans (1972), and Vidal-Naquet's Chasse et sacri-
fice (1969). The whole of the play obviously referred to the ritual theatre of Antonin Artaud
and the anthropological studies of Victor Turner. It goes without saying that this mixture
of references, fragments and formal experiments, as well as the use of animals on stage
{monkeys, donkeys and horses), retarded any easy grasping of a central meaning, More
than enough reasons to agree with Anton Bierl: “dieses hochcomplexe Gedankengebaude
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{witkt) iiberambitiés und (kann) aus sich selbst heraus vom Zuschauer kaum verstanden
werden.’ (1998: 94). On the other hand, the message was clear: this performance can only
be read as a comment on comments, as a never-ending chain of references within the same
culture.

One of the reasons for undermining language so emphatically (see esp. Bob Wilson's
Hamletmachine, 1986), and for creating disturbance on stage was political. Experience had
shown that texts could easily turn inte ideclogies and were with the same ease assimilated
into the top-dog discourse. For this reason, it was also culture as a process by which ‘me-
ta-narratives’ based upon patriarchal and Western power, and formulated in clear-cut or
ambivalent discourses, which was continually questioned. It was also no accident that the
landscape designed by Heiner Miiller in his Verkommenes Ufer. Medeamaterial, Landschaft
mit Argonauten (1982) was extremely desolate. Miiller was clearly alluding to the belief that
human beings were not politically capable of avoiding grand-scale ecological and nuclear
disasters. The landscape evoked in a direct way the inner destruction of the main charac-
ters, a great leap forward from the essentialist and archetypical patterns that still governed
T.S. Eliot’s The Waste Land (1922), a poem firmly reoted in modernism and a world that
still cherished illusions about human nature. In his Hamletmachine (1977}, Miiller also took
apart the familiar dramatic build-up, because reality could never be understood in alinear or
teleological fashion, he said, and the grand meta-narratives (Marxism, Christianity, Hegel)
were no longer able to function as meaningful constructions. The author therefore not only
interpreted mythology, but also the complete Western history, from the point of view of de-
finitive Loss and the Death of the Grand Narratives, The same mixture of text and styles that
ended up as political complaint were detected in performances of his three Heracles frag-
ments {5/2/13), for instance in the version of Theater Zuidpool 1992 in Antwerp, directed by
René Jagers, The burlesque Heracles (1964), dealing with the cleaning of the Augean stables,
was linked to Heracles 2 (1972), relating the battle with the Hydra, and ended with Heracles
13 (1994), a fragment from Euripides’ tragedy Herakles, in which the hero murders his wife
and children in a fit of madness. These three texts, stemming from a period of 25 years, show
a self-conscious macho worker, who first kills Augeas and God, but then becomes subject to
a postmodern self consciousness, and finally turns out to be a murdering monster in his own
right. Apparently, the postmodern hero, a man with many faces, has no way out, torn as he
is between the socialist ideals of the past and the questions of the present.

Alienation in language and text also causes a conflict between actor and text. If lan-
guage is mainly perceived as questioning itself, then actors communicate this radical
doubt by means of a discordant plurality of sounds, accents, yelling, coughing, isolated
words, stuttering and so on, 2ll of which disrupt the connection between logos and logic.
Experiments with voices therefore often lead to a {con)fusion of voices, in which it be-
comes unclear who is speaking to whom (Toncelhuis, Andromak, 2002). It might also
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be called a logorrhea that passes at such a speed that all words are dispersed, falter and
are retrieved (Mind the Gap, Stefan Hertmans, 2000, especially Medea played by Marieke
Heebink). The Wooster Group is a typical company that cherishes voices flying through
the air without any distinguishable referent. Often enough, you can barely keep up with
the tempo and the division of parts, since invisible microphones and sound systems seem
to govern your senses. In To you, the Birdie {2000-2001}, a postdramatic adaptation of the
ancient story of Phaedra and her stepson Hippolytus, diction without intonation rules;
you simply find yourself in a cold space full of mechanically enhanced voices. Technology,
irony and disjunction of image and sound are omnipresent.

Hollandia, the famous Dutch company directed by Johan Simons and Paul Koek, is
another company which developed a reputation for using multiplied voices and charac-
ters and hence deeply questioning old dramas. In their version of Prometheus (1989) all
parts were rendered ambiguous. Only in Prometheus himself could one recognise a cen-
tral character, though other actors constantly voiced his feelings. If the actors shook their
skirts and faced the audience, they were the chorus, but when they were playing a differ-
ent part they turned their backs on the audience, until even this distinction vanished as
Prometheus and the chorus slowly merged into one. It was difficult to keep track of who
was who and what all the fuss with the skirts was about, but loss of obvious meaning was
amply compensated for by an impressive feeling of generalised suffering. In De Perzen
(1994), Johan Simons and Paul Kock had Jeroen Willems tried out very different voices
and timbres while playing three different parts. This caused the singsong quality of voice,
the hesitant speech pattern and the magic of language itself to become the central focus of
the play, a good example of language having such a strong poetical function and influence
that it directly threatens the point of reference.

Hence the conclusion that dialogues, being an essential part of the Aristotelian con-
ception of action and drama, have often been replaced by monologuesin an attempt to add
new ways of speaking to the canonical gaze, to replenish limited points of view, to contend
with the old focus of telling. Hundreds of new monologues have been staged to fill in the
gaps in text and imagination. In one recent Flemish example — Mind the Gap (Kaaitheater,
2000} - Stefan Hertmans allowed Antigone, Clytaemnestra, and Medea to tell their own
stories, filtered by 25 centuries of cultural history, and gave himself and the audience the
opportunity to sense moments of great silence and deep reflection. It was no coincidence
that the scenic background for Mind the Gap (directed by Gerard-Jan Rijnders) was torn
apart during the performance, evoking the many disparate interpretations of this story,
and therefore also the many black holes in humanist thought, that famous treasure-house
of the ‘Best of the West’
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2.2, Space

When the text loses its position as the logocentric nucleus of the performance, then all
other semiotic categories become equally displaced. Space loses its traditional service and
illustrative function and looks for ways to give shape to the new kinds of imagination that
have become available. Space had never been neutral or innocent, but all too often served
as amodel of harmony, or a desire to construct a familiar mimesis in which the average hu-
man being could recognise a shared view of reality. No longer obeying the dominant text,
however, space gains a semiotic status, a legitimisation and rights of its own. Quite delib-
erately, audiences are now placed too close or too far from the protagonists. Physical prox-
imity makes us feel like a bunch of peeping toms (Origine, Peter Verhelst, NTGent, 2006),
whereas distance makes us feel lost in space. In Bacchanten, which Ivo Van Hove staged
with AKT-Vertikaal {1987), space was drastically reduced to a show-box made of paper,
space within space, which had low doorways and uncomfortable entrances. Anne-Teresa
de Keersmaeker introduced a similar reduction of space in the staging of Heiner Miiller’s
Verkommenes Ufer. Medeamaterial. Landschaft mit Argonauten (Kaaitheater, 1986-7), ex-
plicitly using harsh lighting and a narrow ‘space within a space’ to suggest uncomfortable
feelings. Fabre locked up actors and audience in a narrow ‘blue’ room to depict Prometh-
eus’ cosmic loneliness (Prometheus Landscape, Berlin, 1988). Eric Joris received the audi-
ence in a cage containing Philoctetes’ tortured body on the operating table (Brugge, For-
mat, 2002). In all these productions, spectators could not avoid having a ‘voyeuristic’ gaze,
since their physical closeness obliged them to share some very personal sensations with
the actors (sweat, breath, nerve contractions, energy...) and to neglect referential aspects
for experiential ones (radicalised in the performances of Jan Fabre).

In Klaus Michael Gruber’s work we often find an opposite inclination, one towards
large-scale tableaux (cf. Bukchen. Antikenprojekt 1, 1974, staged in a vast exhibition hall).
Often he creates a space that is too imposing by human standards, affirming the autono-
mous semiotic rights of space as a fully equivalent partner. In many of his productions he
draws attention to space as an important feature in itself, probing into the relationship be-
tween it and voice and body (Prometheus, gefesselt during the Salzburger Festspiele, 1989).
Peter Steins’ production of Julius Caesar (1992) accepted the same challenge with space in
the gigantic Felsenreitschule in Salzburg,

For Hollandia, space was of primordial importance in their ‘projects on location’ As
a political statement, this site-specific form of theatre avoids core-places of the dominant
culture and travels around to engage the population in local projects. For many years they
played in an old blueing factory, and later on, in a breaker’s yard, in Westzaan, 15 km.
notth of Amsterdam. The ‘epic’ style of ‘acting’ developed by the directors, Johan Simons
and Paul Koek, often provoked the public, both because the usual theatre habits (play-
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ing styles, pronunciation, seats) were deeply challenged and because theatrical space was
conceived in a highly specific way. Water seeped through the roof incessantly during the
performance of Prometheus (1989) — for some two hours during which the audience was
forced to sit on piled-up car wrecks. De Perzen (1994-95) was performed during a period
of frost which physically threatened the whole audience, who sat on bales of hay, fight-
ing for blankets. Nevertheless, Elsie de Brauw, in the part of Atossa, the Persian Queen
Mother, jumped into a pool of ice - cold water. Xenakis® adaptation of the Oresteia (1995}
was staged in the huge church of Veere and Iphiginea in Aulis by Euripides (1998) at the
centre of civilisation, namely in the gigantic atrium of The Hague's city hall, in a tower-
ing construction of glass, oozing suggestive power and strength. This building was eleven
stories high and only a stone’s throw away from the ‘Binnenhof’, where a new government
coalition was being constructed at the time.

Bob Wilson’s ‘theatre of images’ questions space in a completely different way. The
surcoundings of the play are never given ones; they have to be defined again and again
throughout every performance because they are always a construction of contrasting light-
ing (Persephone, Delphi, 1995), of complicated body movements turning into sculptures,
a heterogeneous and complex relationship of light and darkness, colour and rhythm. Wil-
som’s construction can therefore be seen as a fableau and an environment: a dynamic crea-
tion, independent of words, but acted out between horizontal, vertical and diagonal planes
that may disappear at any given time. They threaten and disown each other all the time,
pointing out the extreme relativity and untrustworthiness of all the materials that are
used. In his Alceste (Stuttgart, 1986), Admetus’ palace was built in a most ingeniously un-
complicated way by placing a few columns of darkness against a brightlylit background, a
minimalist decor, yet monumental and dynamic.

In all these performances, space was no indifferent part of the action: it asked for rights
of its own and de-automated understanding of the text.

2.3, Body

Auslander claims that Grotowski, Brecht and Stanislavski, as representatives of moder-
nist theatre, were still looking for logocentric trails to the extent that they wanted to attach
some foundational values to the actor as the main character. Grotowski attempted to do
ihis by descending into the lowest layers of the physical actor, Brecht by having the social
and political commentator influence his part and Stanislavski by relying on the actor’s
own emotional experience (1997, 29-38). While modernism still paid tribute to the ‘holy
body’ (see Artaud, Grotowski and Brook) and traced its origins to some essence belonging
to nature and genesis, in any case before its entrance into cultural discourses, postmo-
dernism interprets the body as a place of inscription upon which various ideological layers
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and socio-cultural projections take hold. Once theatre had rid itself of the dictatorship of
text and character, bodies re-appeared on the stage that had no wish to deny their mor-
tal physicality and did not put themselves to any trouble to present singular creatures of
uniform human beauty (Fabre, Decorte, Rosas, Verhelst). Atossa’s body is traditionally
conceived as one that has to express the cultural inscriptions of the queen of the Persians,
but Hollandiz undermined and questioned any cultural representation in every possible
way: green hair, black lips, a papier-méché dress. This caused the body to engage in a new
battle - no longer did it have to evoke credibility and empathy, but rather to play its part
against what Charles Jencks has called the ‘double coding’ (the conflicting game of many a
coding system), so that the queen could act in both a high and alow register, in both a well-
made play and its ironic counterpart, This double encoded body still needs the referential
aspects of the ‘world as text’, but also plainly enters into the ‘world as performance’ where
the body encodes so many different cultural messages.

Half-way between modernist and postmodern approaches stands Theodoros Terzo-
poulos’ search for an archetypal and essential body and his attempt at denaturalising the
text. [n all his performances, the core action is physical. It relies on an attempt to unfasten
the body from the text, no matter how painful sheer physicality might or must be. Eleni
Varopoulou defines its complexities as follows: “Rhythm pervades all body actions. Breath-
ing, cries, pauses, varied tempi of pronunciation, tightening and relaxation of body mem-
bers, contradictory gestures, all of these motions, instead of directly serving the meaning of
the text, compose an autonomous, rhythmic system of body and vocal reactions, supplemnen-
tary to the meaning of the text” (Attis Theatre, 2000: 12). At the same time, his bodies are
inscribed into a praxis of assemblage, since they consist of many heterogeneous layers of
identity. Physicality itselfis explored notin order to go along with the text, but to question,
denaturalise or estrange it. The excessive sweating, spitting and laughing in Ajax (2004)
make the message hard to situate, half-way between a very minimalistic text and untam-
able bodies thriving upon streams of energy and libidinal forces.

The world of the Societas Raffaello Sanzio can also be seen both as an ode to the abject
body and a universe that construes images of mythic decay and terror (Orestea, 1995,
Genesi, 1999). In Giulio Cesare (1997), Brutus and Cassius were played by four actors; two
anorexic actresses played Brutus 2 and Cassius 2, while Cicero suffered from obesity, and
Caesar was a diseased old man. Antony was played by a man who had been operated on for
throat cancer, so his speech, the mother of all Western speeches, was delivered by someone
who could no longer speak. Physical death and bodily decay were not put on stage, but
in all their horror they were placed on a platform for all to see. This kind of performance
provoked people, awakened their voyeuristic instincts, and let the abject and enlarged
triumph. In Orestea (una commedia organica #, 1995), both Orestes and Agamemnon were
played by mongoloids, the Furies were acted out by monkeys, and Clytaemnestra and Cas-
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sandra by immensely fat women with ample bosoms.

A diseased and dying body was to be viewed in Jan Ritsema’s Philoctetes Variations
(Kaaitheater,1994), where Ron Vawter, diagnosed with Aids, did not even survive the
first series of performances in Brussels. The borders between reality and fiction here were
blurred to such an extent that the real body could no longer tolerate the acting body, and
the bruises on the actor’s naked body transcended all thoughts of fiction.

2.4 Time

“Time. Time, Time” That is the beginning of the novel Der Junge Mann (1984) by Botho
Strauss, in which the main characters are tossed through time - because time seems de-
ranged, unsettled, out of control — unable to (re-Jestablish contact with their roots. Mo-
dernity, this ‘unfinished project’ (as Habermas labels it}, this attempt at realising a better
society, a goal-arientated history and a society in continuous progress, is rejected in post-
modern times. It is replaced by an awareness of crisis that seems to go along with everylin-
ear increase of time and therefore is replaced by discontinuous and fragmented time. The
twentieth century, which seems to have been the most cruel of all historical periods, defi-
nitely lost confidence in metanarratives reliant upon utopian and emancipatory theories.
Postmodern time privileges ruptures and traces, relics of previous discourses all of which
were considered to master reality in sufficient ways. Hence the idea of revisiting time and
history through ‘memory” (Malkin, 1999), to indulge it in terms of too much information
or quotations {cf. Miiller’s ‘Uberswimmung’, ‘Materialschlacht’, ‘Uberfiille’),

Analysing the internal functioning of texts, we may argue that classical tragedy needs
a clear structuring of time in order to signal completely the tragic sequence. It is unset-
tled by rapid or languid rhythms, by excessive patterns of action or of ‘durée’, This causes
time to be experienced as something that can be absolute, momentary, instantaneous. Be-
cause of a defective narrative structure, and a refusal to provide arguments (Bob Wilson,
Deafman Glance, 1970), ‘living the experience’ is emphasised. Acts that are performed in
an extremely slow way, like Medea’s murder of her children in Deafman’s Glance, utterly
disrupt the naturalistic pattern of expectation and the mimesis of the outside world that
is accepted as the only kind of reality. The same slow movements are often repeated end-
lessly, so that the audience’s physical barriers are broken down and incomprehensible mo-
ments are patched together. What is aimed at is a surrender to the image and the process,
and not to the conflict-seeking and solving structure that is based on the activities of man
as agent. Dialogues that lead to a climax and a revelation are replaced by a contemplative
state of being, in which not only the mind, but also the complete body is addressed. The
audience feels filled to the brim, or emptied out completely; forced out of stability by either
an excess of discipline or alack of it.
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That is why, in a very paradoxical way, postmodern sensitivity sometimes guides the
viewer back to a primary condition, an original chaos, when nothing was contaminated,
and everything was yet to start. It is a return to the founding story from Gilgamesh (Bob
Wilson, The Forest, 1988) or from Genesi, from the museum of sleep (Societas Raffaello
Sanzio,1999), to Hermann Nitsch’s 6-Tage-Spiel in Prinzendorf and or to the Frazer-like
Manes by the Fura dels Baus (1996), all attempts at evoking ritual time and space but dis-
rupting them at the same time (often with violence).

Many postdramatic performances also contain a cynical revisiting of historical time.
This can be interpreted as a motion of distrust against the Western way of dealing with
history and time, and also as the expression of an absolute lack of faith in better, final
times. In Giulio Cesare by the Societas Raffaello Sanzie (1997), two anorexic girls walk
around in a black, apocalyptic landscape. The world has collapsed, the bodies have been
emptied out. Frightening images serve as the only language of theatre, and the death of the
word functions as a necessary condition for regeneration. Similar feelings are to be found
in Heiner Miiller’s work. He constructs many an apocalyptic moment, and contends with
the Western faith in progress in all his adaptations of Prometheus, Philoctetes and Me-
dea. Orestea (una commedia organica 7, 1995), staged by Romeo Castellucci, showed no
mercy either. On the one hand, he wanted to return to the experience of time that pre-
dated patriarchal thought, using sounds of sea monsters (whales), supreme illustrations
of an unconscious motherly existence, seen as the first mythical phase of matriarchy. For
the same reason, his Choephoroi were performed in a moon-like landscape, because ac-
cording to Bachofen (one of his main sources of inspiration}, the moon evokes one of the
first phases that led from ‘Gynaikokratie’ to patriarchy {the empire of the sun}. So it is not
very surprising that both Clytaemnestra and Cassandra were played by fat, big-bosomed,
naked women, the epitomes of over-indulgent mothers. On the other hand, the present, for
Castellucci, has become the landscape of the obscene, where mongoloids play regal parts
and their voices belong in a psychiatric world. The Orestea of Luca Ronconi (1972), Franco
Parenti (1985), Romeo Castellucci (1995), and Luk Perceval (Aars!, 1999) all end badly
{Bierl, 1997). Time knows no linear progress, and was not capable of founding democracy
for the Western wotld, nor was it able to bring us closer to the truth or to capture in words
what exactly truth was.

3, Can open dramaturgy express the tragic experience ?

What are the overall conditions that allow a Greek tragedy to function ? In the most gen-
eral way, one can hold that every adaptation of a Greek tragedy derives from a logocentric,
patriarchal and systemic Western tradition. At the end of every tragedy, the alienation
which is the wellspring of its composition turns into an act of reconciliation or synthesis,
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thus revealing its teleological structure. In this artistic and cultural exercise, Dionysus
functions as the ‘render of mer’. William Storm considers him “the representation of a
sparagmos that may have a spiritual or psychological manifestation as well as a corporeal
one” and in his opinion “if is this rending that has always been central to the experience
of selfhood in tragic drama” (1998: 1; 71). In the course of Western history, only a limited
number of historical periods have known the dominant influence of this ‘malign god*
the Greek fifth century B.C.; the Renaissance (esp. Shakespeare), late seventeenth century
France; and later on, twentieth century Europe. But, for tragedy to fully occur, it is impor-
tant that “the tearing apart of the cultural set, the bereavement and the no man's land the
tragic personi finds himself in, have to occur in full consciousness of their importance and
their consequences: the hero must understand, at least finally, what is at stake, Otherwise
paradigmacity is impossible”, Karel Boullart says (2004: 70).

As this text shows, in recent decades, a great number of Greek tragedies have been
staged on the principles of an open dramaturgy. Nearly all of these new productions,
in one way or another, rely upon existing and well-known Greek texts and representa-
tions and pre-suppose their literary construction and plan of coherence. Normally, it only
takes a couple of lines or one speaking image to evoke that particular (staging of a) Greek
tragedy in exfenso or to know what mythos is concerned. This means that the average
adaptation of such a tragedy is unfailingly conceived through the nooks and crannies of
the culturally authoritarian text. The examples also reveal that the idea of a received logos
is fundamentally disrupted in some harsher forms of open dramaturgy, which no longer
perform texts, but fragments or citations. Occasionally, fragments from one or more tra-
gedies are no longer placed in their culturally accepted positions or no longer based on one
unifying principle, nor on the given hierarchy of semiotic systems. Sometimes a fragment
is awarded an autonomous position which invites the spectator to accept it as such, to walk
around it, to feel its intensity, turning him/her from passive spectator into active wan-
derer, inviting him/her to leave behind the traditional contemplative mood for a creative
exploration and to enter an acoustic or physical landscape. This kind of open dramaturgy
no longer supposes that visual, auditory and verbal stimuli serve the same central purpose
and therefore they are no longer cast as to complement one another, but speak their own
languages. It must, however, be noted that, in most examples of a postdramatic staging of
a Greek tragedy, there is no complete simultaneity or multifocality which would lead to
radical epistemological and ontological doubt.

Because of the internal inconsistency of text, character, and space, the ‘real’ postmod-
ern hero no longer has a right to an individual and consistent existence, because he is
explicitly unravelled, multiplied, and thus denied unity and synthesis. These kinds of per-
formances people the stage with creatures that are no longer characters. On the contrary,
they feed on bits and pieces that are not related in any logical or coherent way. Orestes, in
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Castellucci’s Orestea, shares a lot of characteristics with Robert Musil’s Der Mann ohne
Eigenschaften, since he is incapable of action, no longer able to interpret life. But, on top of
that, he is also totally unaware of the part he is supposed to play in Orestea.

Every postmodern adaptation quoted here resists the well-known historical perform-
ances and denounces their old way of functioning, especially with regard to totalising
views on politics, religion or morality. In doing 5o, they very often revise in an ironic and
destabilising way past performances that have become lubricants for middle-class ideals,
rather than disquieting evidence of the influence of Dionysus. Since they mainly challenge
common Western versions rather than original Greek texts, they are part of that long and
never-ending hermeneutical process of interpretation. A postmodern imagination that
avoids conflict therefore often expresses a generalised post-tragic experience of life, in
which there is room left only for the satyr play that the tragedies ended with. This means
that it mainly opts for the banality of a life that is no longer lived throughout both trilogy
and satyr play. The same is true for those POMOs who announce the ‘Endzeit’, the ‘End of
History” preached by the Fukuyama-boys” band. Are we living in post-tragic times, after
the big conflicts, in post-ideological times, “bereft of all synoptic visions’ or is the gener-
alised climate of fear, panic and terrorism once again the reason for a renewed attention
to the tragic ? Postmodernism is often merely a post-tragic facade and farce behind which
people hide their incompetence and hesitancy in dealing with real life.

The tragic experience, this Western hypothesis about life and death, which favours the
finiteness of things and honours Dionysus, the ‘render of men’, nevertheless always im-
plies a search for the conditions of human existence. Therefore, it can never be completely
reconciled with the postmodern “Spielereien’ that reduce mankind to a bunch of random
characteristics, a narcissistic game for love or an unstable conglomeration of elements. The
tragic can only be tragic if it concerns the interpretation of the universal human condi-
tion, our thirst for knowledge, for longing, for desire, for action, As Terry Eagleton puts
it, “Who can be a hero in a nuclear age”, in an era when “disaster is now too casual and
commonplace for us to portray it in ways which imply an alternative”. In fact, “there is an
ontological depth and high seriousness about the genire which grates on the postmodern sen-
sibility, with its unbearable lightness of being. As an aristocrat among art forms, its tone is
too solemtn and portentous for a streetwise, sceptical culture” (2003: 64; 94; IX),
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KaiTI DIAMANTAKOU

LA RECEPTION DE LA NOUVELLE COMEDIE ATTIQUE ET
DE LA COMEDIE ROMAINE
PAR LA SCENE GRECQUE MODERNE:
SUR LES TRACES D'UNE REMARQUABLE ABSENCE

g 1 est certes banal de dire que les tragédies et les comédies grecques anciennes occu-

CJ pentsans discontinuité une grande partie du répertoire national dans la production
scénique grecque moderne, qu'il sagisse du répertoire du Théatre National de Gréce ou
du Théatre d’Etat de la Gréce du Nord, du répertoire des Thétres Municipaux Régionaux
ou bien méme dautres troupes théitrales disséminées dans tout le pays, qui s'occupent
du drame ancien, dans le cadre de festivals estivaux ou non.! Il ne nous semble toute-
fois pas aussi banal de constater qu'au sein de ce répertoire abondant en piéces anciennes
classiques - dont le nombre de représentations dépasse les 350 rien que pour celles qui se
déroulent dans le cadre du programme du Festival d’Epidaure—2la présence de la Comé-
die Romaine ainsi que de la Nouvelle Comédie Attique est remarquablement modeste. Ce
qui est d’autant plus paradoxal compte tenu de leur longue tradition littéraire et de lear
influence importante, directe ou indirecte, sur ['évolution de l'art dramatique au niveau
européen.’

Clest précisément aux traces de cette «remarquable» absence que I'on va s'attacher au
cours de cette bréve recherche, dont I'objectif est d'en aborder les raisons intrinséques, qui
se rapportent 4 l'esthétique et 4 la structure spécifique de chaque production dramatique,
et surtout les motifs extrinséques, qui sont liés au contexte socioculturel, lequel impose
toujours la politique et les choix culturel(le)s et oriente la formation de gotts distincts
et distinctifs du public potentiel. Inversement 2 la linéarité temporelle et 4 la proximité
géographique, nous nous attacherons donc tout d’abord 4 la Comédie Romaine, qui se

1 Cf. Savas Parsarins, «Peatfahiopds, latopiopds xal tovpioudes, [«Festivalisme, historisme et
tourismes) in Bazpe xar Ssapin. Mepd (Ynd) sxeyeévary ket (Auehs wepever [Sur les <Substexies ef les
<Inter>textes], 244 (Thessalonique: University Studio Press, 2000).

 Pour &tre plus exacte, les représentations des drames grecs anciens enregistrées de 1954 4 2001 sont au
nombre de 357, selonle «Calendtier de Représentations» in Kostas GEORGOUSOPOULOS ef al., Enidaupoc,
To wpyaio Séarpo, ot Hopacthaes. [Epidaure, Le thiatre ancien, Les reprisentations), 247-253 (Athénes:
Editions Militos, 2002).

* Cf A titre indicatif BERNHARDT ZIMMERMANN, «Riickblick und Ausblick {zur Rezeptionsgeschichte
in Die griechische Komodie, 258-262 (Diisseldorf und Zirich: Artemis and Winkler Verlag, 1998); ROEERT
S. MioLa, Shakespeare and Classical Comedy: The Influence of Plautus and Terence, passim (Oxford: Cla-
rendon Press, 1994},
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différencie, dans une grande mesure, du corpus grec ancien du point de voe linguistique
¢t cultarel, pour nous intéresser ensuite 4 la Nouvelle Comeédie Attique, qui fait tout 2 fait
partie de la tradition kinguistique et culturelle grecque ancienne; notre but sera de montrer
que, au-dela de toutes sortes de différences ou de ressemblances linguistiques, stylistiques
ou structurelles, ces deux grandes parties de I'histoire du théatre composent un corpus
plus ou moins unique et homogeéne, du point de vue de sa réception par la scéne grecque
moderne, soumis 4 des impératifs socioculturels semblables, qui influencent chaque fois
I'attente du public et contribuent & a notoriété ou, au contraire, a 'occultation d'un auteur
ou d’une production dramatique particuliére.

La réception de la Comédie Romaine par la scéne grecque moderne

Aprés plus d’un siecle d’activité théatrale systématique - depuis I'établissement du Théatre
Royal Grec en 1901 - et plus de cinquante ans durant lesquels cette activité sest intéressée
au drame ancien en particulier — depuis ’établissement du Théatre National Grec en 1930,
du Festival d” Athénes et d’ Epidaure en 1955 -, les chercheurs du théaire grec peuvent
désormais confirmer combien la présence du thédtre romain sur la scéne grecque savére
en général infime.* Et si, dans le cas de Séneque, les opinions divergent, plus ou moins, en
ce qui concerne la «théatralité» et la «potentialité scénique» de ses tragédies, sinon de ses
«drames de lecture»,5 dans le cas des auteurs comiques romains, le présumé alibi s'éva-
nouit, puisque la destination théitrale d'origine et les «vertus scéniquess de leurs piéces
comiques se sont avérées, dans la pratique, incontestables.

Sil'on considére tout d'abord la carriére théatrale des ceuvres de Titus Maccus ou Mac-
cius Plautus (Plaute) sur la scéne grecque, engagée dés 1925 pour se poursuivre jusqu’a une

¢ Cf WarTer PucHNER, «Bifhokpioia T petdppacns-Exdoons Tuy Towy tpaywliey Tov Zevéka
{OidinaSug, Iandhoroc 1 Gaibpa, Mibea), Abfva: Exdéouc Kagtavidm, 2000 [«Compte rendu de la
traduction-édition de trois tragédies de L. Annaeus Seneca (Cedipus, Hippolytus ou Phaedra, Meden),
Atheénes: Editions Kastaniotis, 2000), Tapdfasc/Parabasis 5 (2004): 433-434, 433; ANDREAS DIMITREA-
pi1s, «To pwpaiks dpipa o véa eAAnvikd) oknvi» [<Le drame romain sur la scéne néo-helléniques], O
Hokitrg /O Politis 97 (2002): 19-26, 19,

¢ Pour les différentes théories sur les tragédies de Sénéque en tant que «lectures publiques» ou +actes
théatrauxs, voir 4 titre indicatif Davin WiLEs, «Theatre in Roman and Christiars Europe» in The Oxford
Itustrated History of Theatre, £d. Jonn RusseL Brow, 60 (Oxford & New York: Oxford University Press,
1997). Notons, cependant, qu'un rapide coup d'eil sur la réception de l'eeuvre de Sénéque par la scéne
grecque moderne, loin de modifier notre point de vue sur le mode de réception du théitre romain en
général, semble, au contraire, le renforcer, puisque, parmi les trois auteurs romains les plus connus et
joués partout dans le monde, Sénéque est le moins joué sur la scéne grecque: on n'a pu repérer que deux
productions ent Gréce modetne, celle de Medea par Ie Thédtre d'Etat de Ja Gréce du Nord en &1é 1979
{mise en scéne de SPYROs EvancELaTos) et celle des Troyennes par la Société de Théhtre «Méchanér en
&té 2004 {mise en scine de Peris Micnarninis). Cf, DiMITRIADIS, 20, 25 GiorGos D K. SARIGIANNTS,
«Matwpévee Tpwddec ata vavmnysia tov Iepipatocs [«Troades ensanglantées aux chantiers navals de
Peramar], T Néa/ quet. T Nea (22-06-2004).



LA RECEPTION DE LA NOUVELLE COMEDIE ATTIQUE ET DE LA COMEDIE ROMAINE 257

époque trés récente, I'été-automne 2005, on ne compte au total que 17 productions {y com-
pris les reprises de certaines productions). Celles-ci s'intéressent seulement a 5 des 20 co-
médies plautiennes qui ont survécu  travers les siécles sur un ensemble de 403 130 piéces
attribuées 4 Plaute par des érudits divers.® Sur ces 5 piéces, la premiére place, avec 8 pro-
ductions, appartient sans conteste 3 la «tragi-comédie» Amphitryon (Amphitruo), «une des
pieces les plus mystérieuses, les plus ambigués du répertoire» de Plaute” Amphitryon est,
¢n outre, la premiére comédie de Plaute 4 avoir été comprise dans le répertoire du Thétre
National de Gréce en 1977, auquel on doit en plus la production la plus récente d'une piéce
romaine sur la scéne grecque, en été 2005, par le Théatre Municipal Régional de Serrés. A
la deuxiéme place des priorités dramatiques grecques, avec 4 preductions, on troiive les
Ménéchmes (Menaechmi), piéce le plus souvent si remaniée quon lui a méme attribué des
titres différents, et au troisiéme rang, avec 3 productions, on trouve 'Aulularia, en d’autres
termes la Comédie de la marmite. Le Miles gloriosus, a savoir le Soldat fanfaron, comédie
avec laquelle débuta la carriére théétrale grecque de Plaute en 1925 (gréce 4 la Troupe de
Jeunes et 4 la traduction-adaptation de Giorgos Sideris, professeur de Lettres & I'époque et
par la suite éminent historien du théitre), ne sera jusqu'a maintenant plus jamais reprise.
Enfin, la comédie «divertissante» Mostellaria ou le Fantome sera jouée pour la premiére
et la derniére fois, jusqu'a maintenant, en 1994, par le Théitre National de Gréce, sous un
titre plus analytique: La maison hantée.*

Pour Térence ’Africain, & qui l'on reprocha a plusieurs reprises et a différents moments
de ne point étre un nouveau Plaute, tous deux puisant dans le méme répertoire mais étant
parvenus a des résultats absolument contraires,® la pratique théitrale grecque se révéla en-
core plus sévere. Tandis que la premiére représentation d'une comédie plautienne date de
1925, Ia premiére représentation d’'une comédie terentienne ne surviendra que cinquante-
cing ans plus tard, en 1980. Sur un ensemble de 6 comédies que Publius Terentius Afer avait
écrites avant sa vingt-cinquieme année et qui nous sont parvenues entiéres, la scéne grec-
que n'en a connu que le tiers, Cest-a-dire 2 comédies, IAndrienne et 'Eunuque, toutes deux
issues de piéces de Ménandre, ce qui wéquivaut qu’d 3 productions scéniques différentes.”

La réception de la Comédie Romaine par la scéne néo-hellénique est marquée par cer-
tains traits clairement repérables, fort convenablement récapitulés par Andréas Dimitria-

§ Voir a titre indicatif PIEREE MARECHAUX, «Le thédtre 4 Rome» in DoMiNIQUE BERTRAND ¢f al., Le
Théitre, 43-51, 49 (Paris: Editions Bréal, 1996).

7 Voir PLAUTE, Amphitryon, présentation et traduction inédite par CHaRrLES GUITTARD, 17 {Paris: GF
Flammaricn, 1998),

¢ Les mformations sut les productions grecques modernes des pidces plautiennes proviennent par ex-
cellence de I'article de ANDREAS DIMITRIADIS, 0p. <it., surtout 24-26, ainsi que des archives du Musée et
Centre d'Etude du Théitre Grec. Voir également le Tableau 1 2 la fin de I'article,

* MARECHAUX, 45.

1 Voir nole 8. Voiz également le Tableau IF & la fin de Particle.
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dis en 2002, dans I'unique article existant en grec qui s'occupe en détail de la gestion de
TI'héritage dramatique romain." Cependant, si les traits distinctifs de la réception limitée
de la Comédie Romaine sont plus ou moins clairs et indubitables, les raisons du question-
nement sur la qualité du patrimoine romain et sur la nécessité de sa reproduction scénique
restent, pour autant, plus ambigués. Sagit-il, en fait, comme Andréas Dimitriadis I'a sou-
tenu, d’une «réaction immédiate et instinctive [de la part de la pratique théatrale grecque),
devant un présumé danger d'usurpation ou de sapement de I’ héritage culturel grec», «tandis
que dans le reste du monde, le thédtre grec et romain sont considérés comme des espaces
complémentaires et connexes»?? Ou encore: est-ce que la place de la Comédie Nouvelle
Attique surla scéne grecque moderne, 4 savoir Ja fréquence et la promotion scéniques des
piéces ménandriennes, améne a conclure que «la pratigue thédtrale [grecque] procéde 4
une distinction radicale entre les deux mondes, le monde grec et le monde romain» et que
«les agents de UEtat, les professionnels et les critiques de théatre fen Gréce] fonctionment
tous a partir de la conviction inébranlable que la supériorité du drame grec ancien est in-
contestable et qu'elle doit étre considérée par tous en tant que telle» ™ Mettre en regard la
popularité¢ incontestable de Ménandre et la méconnaissance, voire la négligence dont pé-
tissent les ceuvres de Plaute et de Térence, autrement dit, la mise en regard de la popularité
du théitre grec ancien dans son ensemble et de la méconnaissance du patrimoine romain,
nous permettra peut-étre de nuancer davantage les réponses apportées.

La réception de la Nouvelle Comédie par la scéne grecque moderne

Selon nous, Ménandre, & peu prés de méme que ses successeurs latins, reste également
méconnu de la scéne grecque moderne, alors qu'il sagit d’un auteur grec ancien et qu'il
est le seul représentant de la Nouvelle Comédie Attique dont certaines piéces nous sont
parvenues sous une forme plus ou moins fragmentaire. 11 nous semble donc douteux que
Ménandre «constitue 'exemple le plus caractéristique», propre 4 confirmer 1'attitude dif-
férente que la scéne grecque moderne, imprégnée d’une «fierté nationale» quelconque,
adopta & I'égard de la comédie romaine versus Ja comédie grecque ancienne dans 'ensem-
ble. En fait, si on laisse de coté Ia bréve et récente carriére théitrale de Térence sur la scéne
grecque, qui s'étend sur 21 ans, celle de Ménandre, d’'une durée de 95 ans, ne nous parait
ni remarquablement plus longue ni plus cohérente que celle de Plaute, qui se prolongera
80 ans M Et méme si le nombre de piéces ménandriennes ayant survécu d'une fagon plus

1 DIMITRIADIS, 19-26.

2 DIMITRIADIS, 23.

13 Thid.

" Les informations sur les productions grecques modernes des pidces de Ménandre, sur leurs créateurs
et leurs collaborateurs sont issues du Réseau européen «European Network of Research and Documen-
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ou moins fragmentaire est moindre que celui des pi¢ces romaines (1 piéce ménandrienne
entiére et des fragments importants de 5 ou 6 autres piéces contre 20 pitces plautiennes
et 6 pitces térentiennes entiéres), le nombre de 14 & 20 productions (si T'on tient compte
de certaines reprises) de 3 piéces ménandriennes n’est pas de beaucoup supérieur 2 celui
des productions de pi¢ces plautiennes, 17, auquel viennent s’ajouter 3 productions de pié-
ces térentiennes dans leur entier. Rappelons également que le Dyscolos ~ seule comédie
ménandtienne & nous étre parvenue dans son intégralité, qui avait valu le premier prix
& son auteur lorsqueelle fut représentée pour la premiere fois 4 Athénes au concours des
Lénéennes de 317/316 av. ].-C. et qui, de ce fait, aurait pu attirer 4 maintes reprises I'intérét
de la scéne grecque - n'a été produit, jusqu'a maintenant, que 7 fois an total (y compris les
denx reprises de la production de 1970). Autrement dit, elle compte & peu prés le méme
nombre de productions que 'Amphitryon de Plaute (les reprises de la production de 1963
incluses). Notons par ailleurs que, de fagon un peu paradoxale, ce n'est pas le Dyscolos qui
a la préférence des gens de théétre grecs, mais I'Arbitrage (9 productions, y compris les re-
prises), dont nous sont parvenus des fragments importants de cinq actes (au total 783 vers
dont 183 sont mutilés), ce qui demande I'intervention plus ou moins radicale de la part du
traducteur. Cest par ailleurs au méme impératif quont dii étre soumises les 4 productions
grecques de la Samienne, dont les deux premiers actes nous sont parvenus dans un état
fragmentaire, tandis que La Tondue, Le Bouclier, peut-étre méme Le Hai et Les Sicyoniens
(dont nous disposons également de fragments plus ou moins longs)!* n'y ont pas encore été
soumis et, par [a méme, n'ont pu passer la rampe néo-hellénique.

Par ailleurs, I'étude du contexte spatio-temporel des représentations des piéces ménan-
driennes ainsi que celle des documents annexes (notamment les critiques de théatre et le pa-
ra-texte publicitaire) révélent que les traits distinctifs de la réception de la Nouvelle Comédie
Attique par la scéne grecque néo-hellénique sont a peu prés identiques, mustatis mutandis, 4
ceux qui caractérisent la réception de la Comédie Romaine, selon A. Dimitriadis. A savoir:

I Laplupart des efforts fournis pour mettre en valeur la Comédie Romaine et
la Nouvelle Comédie Attique présenteraient le méme caractére occasionnel
ou non-systématique et seraient surtout le fruit d'une certaine conjecture
favorable. La réception de ces ceuvres sur la scéne grecque répondrait alors
aux attentes théoriques et aux objectifs idéaux d’un petit nombre d’ama-
teurs du thétre dotés d’un capital culturel important et non aux attentes

tation of Ancient Greek Performancess (disponible de World Wide Web: http:/fwww.uoa.gr/drama/
network/index.htmk: accession 0v1249; dernier accés en mai 2005), Voir également le TableauIli 4 la fin

de Larticle.
5 Voir MENANDRE, Thédfre, texte traduit, présenté et annoté par ALAIN BLANCHARD (Paris: Le Livre de

Puche, 2000},
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IL.

I1I.

Iv.

empiriques et aux objectifs réels de la grande majorité des créateurs et des
spectateurs, selon leur connaissance du genre théatral et leurs intéréts ar-
tistiques du moment,

Dans le cas de Ja Nouvelle Comédie Attique, comme dans celui de la Comé-
die Romaine, on constate la méme absence de politique théitrale bien dén-
nie, surtout de la part du Théatre National de Grece, dont I'intérét pour leur
renaissance se limita, dune part, a la production de I'Amiphitryon en 1977 et
de la Maison Hantée en 1990, d’autre part 4 la production - unique jusqu’a
maintenant - du Dyscolos en 1960. Par contre, le Théatre d'Etat dela Gréce du
Nord, bien qu'il ait pris le relais plus tard que le Thédtre National de Grece, il
a assuré jusqu'a maintenant 2 productions de piéces ménandriennes, 4 pro-
ductions de comédies romaines, ainsi que la premiére représentation d’une
tragédie de Sénéque (Médée, en 1979, mise en scéne par Sp. Evanghelatos),
qui avait été tout  fait ignorée par la scéne grecque jusqu’a ce jour.

Pour les productions ménandriennes comme pour les comédies romaines,
la carte géographique dévoile quelies sont, dans une grande mesure, mon-
tées en province par des organismes thédtraux régionaux, parfois aux dé-
pens de feur qualité esthétique et de leur impact culturel: au total, on repére
12 productions de piéces ménandriennes sur 20 et 14 productions de pitces
romaines sur 20 montées en Gréce continentale et insulaire, qu'il sagisse
du «Théétre de la mer Egée 79», du Théitre Vivant de Rhodes, du Théatre
Municipal Régional d’Agrinio (centre-est de la Gréce) ou de Kalamata {sud
du Péloponnése} ou de Komotini (Thrace} ou de Serrés {Macédoine). Cer-
tes, contrairement aux productions de comédies romaines qui n'ont jamais
connu 'orchestra sacrée d’Epidaure et qui, de plus, ne sont jamais sorties
des frontiéres grecques, Ménandre doit se sentir beaucoup plus privilégié
puisque non seulement trois de ses piéces, notamment son Arbitrage, ont
profité de la participation massive, de I'envergure médiatique et du capital
symbolique dont bénéficie le Festival d’Epidaure, mais il a en outre beau-
coup voyagé 4 I'étranger: tout d’abord dans plusieurs villes allemandes, gra-
ce a l'activité théatrale de la «Scéne de la Nouvelle Comédie Attique», et puis
sur trois continents différents avec les tournées triomphales de U'Arbitrage,
dans la version/didascalie de Spyros Evangelatos.

De fait, de méme gue la Comédie Romaine a eu et continue a avoir des
adeptes fidéles peu nombreux (les metteurs en scéne Kyriazis Charatsaris,
Panos Papaioannou, le traducteur Tassos Roussos, derniérement le traduc-
teur Kostas Panayatakis), de méme peu nombrenx sont les praticiens de
théatre et surtout les metteurs en scéne grecs qui ont consacré leurs forces
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créatives & la production de piéces ménandriennes: sur les 20 productions
scéniques enregistrées, 6 sont dues a Klearchos Karagiorgis (2 comédies), 5
4 Evis Gavriilidis (3 comédies) et 2 3 Spyros Evanghelatos (1 comédie), les
7 qui restent se partageant entre autant de metteurs en scéne différents. En
méme temps, trés, voire trop nombreux sont les metteurs en scéne grecs qui,
bien qu'ils aient fait montre en général d’une activité teés systématique pour
le renouveau du drame ancien, ne se sont pas du tout intéressés 3 1a Nouvelle
Comédie Attique et, encore moins, & la Comédie Romaine; Kostas Bakas,
Nikos Charalampous, Diagoras Chronopoulos, Savas Charatsaris, Pelos
Katselis, Sokratis Karantinos, Giorgos Michailidis, Kostas Tsianos, Andréas
Voutsinas, bien sir Karolos Koun, Giorgos Lazanis, Mimis Kouyoumtzis et
al, si tous ont mis leurs capacités théitrales & 'épreuve en relevant le défi
d’Epidaure, nul d'entre eux n'a jamais rien tenté pour restituer les pidces de
Ménandre ou de ses collégues romains, ni 2 Epidaure ni ailleurs, les privant
ainsi de leur regard herméneutique et de leur contact créatif.

V. le para-texte critique et publicitaire révéle souvent une certaine mise en
doute de la valeur littéraire intrinséque ainsi que de la viabilité scénique
actuelle tant des comédies romaines que des comédies de Ménandre. Et 3
partir du moment ot I'on critique plus ou moins - implicitement ou explici-
tement - les options dramaturgiques de I'auteur et que I'on met en doute la
viabilité de son ceuvre, le champ se libére pour accueillir, voire pour nourrir
I'intervention actualisante des metteurs en scénes et de leurs collaborateurs.
Dans la plupart des cas, leur but est d'offrir un spectacle amusant, plétho-
rique et fantasmagorique, usant de toutes sortes de trouvailles visuelles et
auditives pour attirer I'intérét du spectateur, souvent méfiant, sinon tota-
lement ignorant, & qui, de ce fait, on ne donne pas souvent 'occasion d’ap-
procher plus ou moins I'historicité de la fable et sa logique actantielle, non
plus que Vhistoricité du temps de la création de la piéce et des pratiques
artistiques qui étaient alors en vigueur.

Ce que l'on peut constater, aprés ce bref aperqu des champs impraticables de Ia récep-
tion, cest que la Nouvelle Comédie Attique, issue per se de la culture grecque et lide de
fagons diverses 4 la Comédie Romaine du point de vue de la structure narrative et discur-
sive, n'a pas nron plus une place importante dans le répertoire du thétre néo-hellénique.
Par conséquent, I'argument selon lequel I'héritage romain, par ailleurs considéré comme
inférieur par comparaison avec le patrimoine grec, aurait, de longue date et pour sen
défendre, souffert de chauvinisme et de parti pris systématique  son encontre, savére un
pen moins que probant. Du reste, si I'on sattache 4 justifier la parcimonie de la pratique
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théatrale néo-hellénigue  ’égard d’un corpus dramatique si ancien qui fait en outte par-
tie inhérente du patrimoine culturel occidental, on focalise I'attention sur deux raisons;
tout d’abord, les héritiers dramatiques plus modernes, qui ont réécrit et reproduit leurs
modéles en reprenant les sujets et les formes issues de la Nouvelle Comédie Attique et de
la Comédie Romaine, sont parvenus 4 les amoindrir et méme 4 les faire disparaitre. «Peut-
étre est-ce cela le destin des genres pionniers: offrir les archétypes et subir en revanche
une comparaison négative avec leurs héritiers», lit-on en 1990 a propos de Plaute et de
Térence. «<Ménandre a donné naissance au théatre romain et européen, mais avjourd hui
il semble comme I'écale d’un ceuf, mais.qui n'a pas de jaune, un grand-pére dont les arrié-
re-petits-enfants sont plus convaincants et plus vigoureux»,” abonde-t-on dans le méme
sens en 2004, Dans ce cadre réceptif, IAmphitryon de Molitre sera joué par le Thébtre
National de Gréce trente ans avant la premiére représentation de loriginal plantien par la
méme institution; les Menéchmes de Plaute seront produits pour la premiére fois en Grece
en 1937, d'aprés adaptation d’Alekos Fotiadis & partir d'une adaptation frangaise faite par
Jean Vareau, tandis que les Méprises de Shakespeare, qui reprit le sujet de la comédie plau-
tienne, avaient déja été joudes trois fois en Gréce sous trois titres différents et d’aprés trois
traductions différentes.® Dans ce cadre, au lieu de la Marmite &’Or plautienne les gens de
théitre préféreront jouer 2 plusieurs reprises I Avare de Moliére, qui s'est plus ou moins
inspiré de L'ceuvre de son ancétre romain; au lieu des piéces de Ménandre on préférera plu-
16t jouer des pi¢ces de ses épigones Néo-Hellénes, Matessis, Koromilas, plus tard Psathas,
Yalamas, Tsiforos, Pretenteris, Sakellarios-Giannakopoulos, ou méme, plus récemment,
Th. Papathanassion et Michalis Reppas, pour ne pas mentionner la production cinémato-
graphique abondante en «mélos», dans les années cinquante et soixante.

En méme temps, la méconnaissance de la Comédie Romaine et de la Nouvelle Comédie
Attique semble aller de pair avec la reconnaissance culturelle progressive d’Aristophane,
qui permettra au public potentiel grec, 4 partir du X1Xe siécle et  travers.un long procés
évolutif et différencié tout au long du XX siécle, de se trouver enfin d’entrée prévenu en fa-
veur de son ceuvre: « Valeur siire de héritage, il west plus convenable de la questionner: elle
est nécessairement profitable & qui la consomme»® Aristophane, aprés de longs intervalles
de contestation et de mise 4 I’écart, voire d’exclusion du «capital national», a enfin - d'une

16 YANNIS VARVERIS, H xpion Tov Bedtpov I Kelpeva Bearpachic kpenines (1989-1994) [La crise du thédtre
ITE: gexctes de critigue thédtrale (1989-1994)] {Athénes: Rditions Sekolis, 1995¢}: 62.

17 KosTAS GEORGOUSOPOULOS, «EE dvuyog Tov Movims [«Reconnaitre le lion & son engler (critique)], To
Néa/quot Ta Nea (2-8-2004).

¥ AcuiLceas Mamaks, «FF npoxBeaws “npom™ O wdduoc avéroda. Evrunoosic-Kpiosics [«La pre-
mitre 4’ avant-hier. Le monde & | envers. Des impressions-Des jugements» {critique)], Ta Afnvaixd Neéa/
quot. Ta Athisiaika Nea (8-12-1937).

1 PATRICE Pavis, «Quelques raisons sociologiques du succes des classiques an théitre en France aprés
19455 i1 Le thédtve au croisesnent des cultures, 54 (Paris: José Corti, 1990},
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fagon plus ambigug dans la premiére moitié du XX- siecle et d’une fagon plus systématique
& partir des années cinquante — pris le pas sur son épigone immédiat et, plus encore, il a
pris le pas sur les épigones immédiats de celui-ci.® Toute confrontation d’Aristophane
avec Ménandre et plus encore avec ses successeurs romains, Plaute et Térence, est une lutte
perdue a priori: «La confrontation immédiate du Dyscolos avec la brillante Lysistrate ’a fait
sembler encore plus maigre et péle et pauvre»,2 est1’'un des nombreux commentaires criti-
ques qui ne purent se dispenser de faire la comparaison entre la piece ménandrienne et la
pi¢ce aristophanienne, lorsqu'elles furent juxtaposées a Epidaure en 1960, sous la direction
du méme metteur en scéne, Alexis Solomos. Celui-ci contribua sans doute de maniére
décisive 4 la prédominance nationale du «paradigme» aristophanien sur le «paradigme»
ménandrien et d’autant plus sur le «paradigme romainy, étant le seul metteur en scéne i
avoir systematiquement indroduit ces trois formes comiques sur la Scéne Nationale du
pays (1956: L'Assemblée des Femmes, 1957: Lysistrate, 1960: Dyscolos, 1977: Amphitryon),
en une période trés critique pour la formation et I’établissement de I'«identité nationale
notvelles, conforme a I'idéal chrétien et au modéle, réel ou imaginaire, occidental 22

Par une sorte de cercle vicieux, I'institution scolaire, qui «parvient 8 imposer des prati-
ques culturelles quelle n’inculque pas et quelle n'exige méme pas expressément, mais qui
font partie des attributs statutairement attachés aux positions queelle assigne, aux titres
quelle confére et aux positions sociales auxquelles ces titres donnent accés»,?? vient re-
confirmer cet «impact culturel» d’Aristophane, qui, vice versa, avait entrainé son intégra-
tion, voire son institutionnalisation dans le patrimoine scolaire. A la fin de leurs études
secondaires, les jeunes Grecs d’aujourd’ hui, «élevés aux classiques», connaissent beancoup

 Sur la réception dAristophane & partir du siécle des Lurniéres grec, cf. GONDa vAN STEEN, Verom
i Verse. Aristophanes in Modern Greece, passim (Princeton & New Jersey: Princeton University Press,
2000%; THEODOROS CHATZIPADAZIS, «To npofAnpankd viddtiypa Tov ApioTopawmy, [«Le modile pro-
blématique d’Aristophanes] in II eAdgiic wopwdin xae To apoTens tic crov 19 anve, [La comédie
grecque et ses modéles au XIXe siécle], 50-70 (Iraklio de Créte: Presses Universitaires de Créte, 2004), Sur
la nature, la fonction et I'évolution de la comédie grecque {otiginale et traduite) dans son ensemble, aprés
la Guerre d'Indépendance et tout au long du XIX: siécle, voir Anna Tasaki, «Kuwpwdia. Metappdoug
kal Tpuwtéruna Epya. H goon ko o pdlog g kopwdlag - nokikr ednpa cancwpwdia novs [«Comé-
die. Des traductions et des ceavres originales: La nature et le rile de la comédie - La satire palitique et la
comédie de moeurss] in To veoeddyvixd Oatpo (18%-19% ar.) Epunvevrnés mpodeyyioes, [Le thédtre néo-
hellénique (XVITE - XIX: sidcles). Approches interprétatives], (Athénes: Ed. Diavlos, 2005): 335-349,

& Mawrios PLORITIS, «Adorodog Tou Mevadpovs [«Le Dyscolos de Ménandres], egnp. EAevdepin/ quot.
Eleftheria (12-7-1960).

2 Cf. Marra Mavrocent, «H fvrafn g apyaiag kwpadiac ota peonfad ABnvdv xa Emadpou -
Te dhvro npdBhnpa ton Ametopavs [«Lintégration de la comédie ancienne aux Festivals d’Athénes
et d'Epidaure - L¢ probléme non résolu d’Aristophanes] in Ipakting A’ HaveAdyvios Ocatpoloymos
ZFuvebpiou: To eAAipxd Béetpo and tov 17 arov 206 audve. [Actes du I« Collogque Thédtrologique Pan-hel-
lénique. «le Théttre grec depuls le XV sidcle jusqu'an XX¢ sideles], éd. [0SIE VIVILAKIS, 345-355 (Athénes:
Ergo, 2002).

% PierrE BoURDIEU, La Distinction. Critigue sociale du jugement, 25 (Paris: Les Editions de Minuit,
1579},
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plus de choses sur Aristophane et surla Comédie Ancienne grecque, et trés peu, voire trop
peu de choses, non seulement sur les auteurs comiques romains, mais aussi sur le repré-
sentant éminent de la Nouvelle Comédie Attique, Ménandre. Méme au cycle superieur
d’études de théatre, dans les cursus des différentes facultés, la Nouvelle Comédie Attique
et la Comédie Romaine sont souvent enseignées en commun dans le cadre d'un module
unique, qui est parfois offert en option, contrairement 4 Aristophane qui forme le plus
souvent un module a part, toujours obligatoire.

L Antiquité grecque classique, dont la Gréce moderne peut étre fire et qui a mérité
d’étre mise en avant dans le cadre de la culture scolaire et de la promotion touristique,
parait sarréter 4 la fin du Ve siécle avant notre ére. Pour les siécles suivants, a savoir le [Veet
le T1I siecles, qui connurent de grands changements socioculturels et artistiques, les deux
derniéres comédies d’Aristophane qui nous sont parvenues entiéres, Plutos et L'Assem-
blée des Femmes, semblent tout a fait suffire & pré-illustrer les tendances naissantes, sans,
pour autant, avoir perdu totalement leurs liens profonds avec le contexte culturel idéal,

-voire idéalisé, de I’Etat-cité du siécle précédent, ol se produisit le «miracle» tragique.* Par
ailleurs, les piéces de Ménandre et, d'autant plus, celles de Plaute et de Térence, ne sem-
blent - pas encore ou pas non plus - servir la «politique du canon» ancien, 4 savoir qu'elles
ne semblent pas compter parmi les textes polyvalents les plus importants de la culture
grecque, voire de la culture occidentale dans son ensemble. En d’autres termes, elles ne
sont pas dotées de cet «effet classique qui se nourrit d’'un sentiment de distinction, meélé
de ce que K. Valentin appelé 'O.G.ATS. («Obligation Générale d’Assistance au Théatre
comme Spectateur»), qui fait du sujet percevant la source d'un plaisir lié 4 sa reconnais-
sance culturelle et 4 son endurance»?s

# [Yapres les entrées du Réseau Buropéen d’Etude et de Documentation des Représentations de Drame
Gree Ancien {voir note 14}, le nombre des productions grecques modernes du Plutos et IAssemblée des
Femnies jusquien 1999 s'¢léve a 21 et 13 respectivernent.

5 Pawvis, 36.
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Tableau I - Productions Scéniques Grecques Modernes des piéces de Plaute

Comidiies = |
dep 1925 | 1937|1950

Amphifryo

Asiparia

TIF TIT TIT TNG

Auluioria TET TEGN

Bacchides
Captivi
Casina
Cistellaria
Corculie
Epidicns
Menaeckmi
Mercafor

T-MK D1

Milss glovisus T

Persa
Poerilas
Pseudolus
Rudens
Sichus
Trinumnos

Truculentus

T-) = Troupe des Jeunes {Athénes)

T.MK = Troupe de M. Kotepouli (Athénes}

AL = Artistes Libres { Athénes)

TLT = Théstre Libre de Thessalonique

TNG = Théitre Natiomal de Grice

T-DS§ = Troupe de D. Sideridis (Argos)

T-DI = Troupe de D. Hiopoulos (Athénes)

TEGN = Thédtre d’Etat de la Gréce du Nord

NAT = Nouvel Atelier Théitral (TEGN)

TET = Théitre Estudiantin de Thessalonique
TMR-1 = Thédtre Municipal Régional de leannina
TME-K = Thédtre Municipal Régional de Komotini
TMRE-S = Thédtre Municipal Régional de Serrés

*Bacchides, Casina, Epidicws, Stichus: noms propres

1963 19640 1966 1957 | 197H 190/ 1984 | 1960 || L8RE ) 1SR (980 1999 2005

T-D§ TEGN TMR-E THR-5

TEGN

AL TMRI

TNG



266 KAITI DIAMANTAKOU

Tableau II - Les Productions Scéniques Grecques Modernes des pidces de Térence

Comédies de Terence 1980 1982 2001
Théitre &' Etat de
Andria Ia Gréce du Nord ~ T"‘;el’;;‘;lrm"d‘“
Theéatres de Thrace et de i
la Macédoine del'Bst L TR,
Hecyra

Heniton timorumengs

Etnuchus Théitre Vivant (Rhodes)
Phoriy

Adelphoe

Sources:
Andréas Dimitriadis, «Le drame romain sur la scéne grecque modernes, O Politis 97 {2002): 19-26.
Archives du Musée et Centre d'Ftude du Thétre Gree.

‘Tableau HI - Preductions Scéniques Grecques Modernes des piéces de Ménandre

de Ménand 1508 11959 1960 1962 1970 1971 1972 1573 1975 (1960 1981 1984 1985 1993 19494 20000 2003
A
e A TMR ¥,
Dyscolost TNG SCNA SCNA SCNA TEGN . o1c
Epitrepontes®  APhP :I;; SCNA SCNA SCNA A-SE* A-SE* Tl;{(R. (¢ (o
Mistmienos
Perlciromene
Samia® TEGN 'I’I,I79E oTct TEGN
1.{Le Bouciier} Les trois premiers ectes et fragments Aph.P = Assoctation Philologique «Parnassoss
2.{Le Bourru) Les cing actes Th!'59 = Théitre 59
3.{LArbifrage} Fragments importants des cing actes TNG = Théitre National de la Gréce
4.{Le Haf } Fragments des cing actes SCNA = Scéne de la Comédie Novvelle Attique
5.{La Tondue) Fragments des cing actes TEGN = Théitre T"E1a1 de la Gréce du Nord
6.{La Samienne) Les cingactes (les deux premiersdans un  A-SE = Amphi-Théitre de Spyros Evangelatos
état fragmentaire) TMR-A = Théitre Municipal Régional d'Agrinio
TMR-K = Théitre Monicipal Régional de Kalamata
*Représentations dans le cadre du Festival 'Epidaure OTC = Organisme Théitral de Chypre
Th, £ 79 =Théitre de lo Mer Egée 70
Sources:

“sBuropean Netwotk of Research and Documentation of Ancient Greek Drama Performances» (www.uoa.gridramat
networkindex himl). Archives du Musée et Centre d’Etude du Théatre Grec,
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LA TRAGEDIE AU FESTIVAL D’ATHENES (1955-1960):
PROMOTION TOQURISTIQUE OU NOUVELLES
QUBETES ESTHETIQUES ?

e théatre d’Hérode Atticus, situé au pied de I'Acropole, lieu patrimonial emblémati-

que, a de tout temps constitué un pole d’attraction pour les touristes et, au demeu-
rant, se préte parfaitement, dans L'esprit des dirigeants politiques, 4 la promotion de l'art
dramatique et musical. Instituer un festival dans I'enceinte d'un monument - une pratique
artistique européenne connue — pouvait étre, en fonction de la tradition de qualité qu'inau-
gureraient les manifestations organisées, une fagon de répondre aux exigences culturelles
d'un visiteur moderne qui ne s'en tient pas aux sites historiques et aux beautés naturelles du
pays, tout en fortifiant parallélement I'économie grace a I'afflux de devises. Georgios Raliis,
alors ministre de la Présidence et instigateur de cette institution, traduisant les positions
gouvernementales, déclare quavec ce Festival on ambitionne, aprés des années de troubles,
de «faire d’Athénes un centre spirituel international ... et doffrir aux visiteurs étrangers qui
viennent en Gréce toutes les réfouissances possibless; exprimant en outre les desiderata es-
thétiques du gouvernement, il affirme que «la tragédic antique doit étre aussi diffusée parmi
les couches les plus larges du peuple grec».)

Linterprétation de la tragédie, liée par sa thématique aux mythes grecs antiques et au
passé historique du pays, est considérée comme un privilége exclusivement national et
les tentatives des étrangers restent au niveau des imitations. Les Grecs, revendiquant Jeur
qualité de descendants des Anciens, déclarent que les prestations et les réussites dans le
drame antique s'imposent par leur authenticité.? Cette conception grécocentriste, encore

t Lors de cette conférence de presse, le ministre se réfere 4 la vision culurelle grécocentriste du gouver-
nement, «To Arevé Deotifdh ABnviown [«Le Festival d’Athenes: ], KaBhucoivi! Kathimérini (8.5.1955):
2 et I'année snivante, son successeur Konstantinos Tsatsos revient sur le caractére grec du répertoire
(Programme du Festival d'Athénes 1956). La mise en tourisme du patrimoire use le theme récurrent de
I'identité culturelle cf RacHin AMIROU, Imagineire du tourisme culturel (Paris: P.ULF, 2000).

2 Lecritique Alkis Thrylos abserve que «la Gréce doit contribuer 4 1a vie théatrale mondiale en faisant re-
vivre le drame antique dans les lieux ol il €51 né» {xAbo sxdmyot opyaviopoir [«Deux organisines oppor-
tuns) in GlorGos GLinos, Opes Sxpvije [Des Heures sur scéne], NasToras MaTsas (6d.), 85 [Athénes,
1953]), et Armra.tos Hourmouzios, diractewr du Théstre National (1955-1963), souligne dans «To péhkov
e tpaywdiog: [«Lavenir de la tragédies] cf, To apyaio Spépa and To 1955 [Le drame antique 4 partir de
1955}, 263 {Athéncs: Qi ekdoseis ton flon, 1978} que «l' interprétation du drame antique est une affaire
purement grecque du point de vue dela mise en scéne... Les étrangers ne poutront nous apporter qu'inne
aide minime:.

207
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alimentée par certains articles de la presse étrangere, affirmant que «si, un jour, il ne devait
tester ay monde quune seule scéne qui enseignerait Eschyle, Sophocle et Euripide, nous som-
mes certains que ce serait le Théatre National de la Gréces,? infléchit largement la program-
mation du Festival d’Athénes, qui doit se démarquer en partie de celle d’Epidaure. Ses res-
ponsables, soucieux de traduire les choix de I'Etat en matitre idéologique et théatrale, mais
également d'attirer les spectateurs venus d’autres pays, privilégient le répertoire antique,
d’abord la tragédie puis la comédie,* mais sélectionnent aussi des piéces qui soulignent le
caractére éminemment grec de toute la série des représentations. Clest ainsi que, pour faire
revivre le drame antique, on s'efforce de tirer parti des recherches en matiére d’interpréta-
tion, telles qu'elles sont menées exclusivement au sein du Théitre National et, par ailleurs,
de faire apparaitre des affinités thématiques éclectiques avec d’autres ceuvres artistiques.
Résultat: on voit se cotoyer, dans le programme, des tragédies, valeur diachronique et sire,
présentées en premiére 4 Epidaure, des drames lyriques, comme Idoménée de Mozart, Or-
phée et Eurydice de Gluck, Electre de Strauss et Fdipe de Stravinsky, ou encore des ballets
comme le Destin de Mycénes de Harald Kreutzberg,’ et ce indépendamment de la date ot
ils ont été écrits, de leur qualité artistique intrinséque ou de leur adaptation 4 la scéne,
alors qu'on marginalise les quétes et le devenir théétral de la Gréce contemporaine qui, du
reste, demeure pour le visiteur étranger terra incognita.

§i, durant cette période, de nombreuses troupes du théatre libre jouent des tragédies,
les faisant revivre tantot sur le mode muséal, & grand renfort de cothurnes et de masques,
tantot sous une forme vulgarisée, susceptible de toucher de plus larges masses de specta-
teurs, dans le cadre du Festival, en revanche, c'est le Théatre National qui régne en maitre,
ce qui ne laisse pas de place 4 la moindre polyphonie dans les approches, en matiére de
jeu et de mise en scéne. La ligne qui a la préférence sadapte  des recherches esthétiques
nouvelles et & des conceptions modernes. Elle a le souci de rendre la «crainte tragique» en
mettant en relief les aspects poétiques et dramatiques de I'ceuvre, de bannir la solennité

3 On rencontre dans la presse de "époque des éloges enthousiastes, traduits d’autres langues, sagissant
d'Hécube e.g. Kanpepevit! Kathiméring (27.7.1955) 2. Des commentaires analogues figurent dans le livee 4’
Ismint ANDONOULA (ed ), dédié aux deux protagonistes Katina Paxinow et Alexis Minotis, Hoddypovog iy
o< mpoc g Ky [Trinéraire de longue durée vers une Ithague], (Athénes: Epikairotita, 1989): 130-133,

1 Pour les représentations des comédies aux Festivals, cf Marra MavroGenr, « H gvradn tne apyelag
kwpwdiag aro DeotipdA Adnviv xai EmSadpon. To dhvro npdfinpa tov Apotogdvny [«La comédie
aux Festivals d’Athénes et Epidaure. Le probléme non résolu d’Aristophane-) in To eAdiviré ©fatpo amd
rov 1P Frov 200 widva [Le Thédtre Grec duy XVIF au XXr sidele]. lossir ViviLakis (éd.), Actes du Pre-
mier Congrés Thédtrologique, 345-355 (Athénes: Ergo, 2002). Pour le Festival d” Epidaure, cf. KosTas
GRORGOUSSOPOULOS-SavAs Gosos. Erifavpac. To apyalo Otatpo, o mupacraver [Epidaure. Le thédtre
antique. Les représentations), (Athenes: Militos 2002): 97-452,

5 Idoménée de Mozart (1, 4 & 7.9.1955), Orphée et Eurydice de Giuck (27, 318 & 3.9.1955/14, 16 &
18.9.1956) et (Edipe de Stravinsky (6 & 8.9.1955) par I'Opéra National Grec, Electre de Strauss {19, 21 &
23.91956) par I'Opéra National de Munich ou encore des ballets comme le Destin de Mycénes sur une
chorégraphic de Harald Kreutzberg (29, 30.8 & 2.5.1956).
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dans fe jeu et de réduire progressivement la déclamation collective. Les préférences accor-
dées a certaines troupes posent question a la presse de l'opposition qui estime que la scéne
officielle, fonctionnant comme l'expression de la politique culturelle du gouvernement, est
particuliérement favorisée par les subventions publiques;- résultat, «lorsquiune chese est
faite au moule - ef, en art, se couler dans le moule constitue un danger mortel -, lorsqu'elle
devient le privilége d'une ou deux personnes, lorsque toute autre performance parallele est
exclue, méme ce qui existe semble pauvre, indigent, quels que soient les honneurs officiels qui
Tentourent».® Durant ces cinq années, quantité de jugements analogues sexpriment, car
on a [e sentiment que le festival «n’intéresse méme pas les étrangers auxquels il est destiné
mais ne touche que la gent athénienne des snobs»,” un jugement certes excessif, qui ne cor-
respond pas aux déclarations de ses inspirateurs en matiére de programmation mais qui,
al'inverse, déplacant le centre de gravité sur la composition du public et sur ses exigences,
méconnait certaines incohérences dans la conception du programme ainsi que chez les
responsables de sa mise en ceuvre.

Lun des problémes majeurs du Festival tient au fait qu'a I'issue des deux premiéres
années, il reprend les mémes tragédies, puis les mémes comédies, ces piéces constituant fe
ceeur de son programme. On nie monte pas de représentations originales, aucune attente
de quelque chose de diftérent, de nouvean ne se fait jour, le facteur surprise est totalement
absent. Bien souvent, spectateurs et critiques ont déja vu ces pieces 4 Epidaure; la premire,
donc, ne fait pas figure d’événement théitral. D’oti le nombre extrémement limité de criti-
ques, soit qu'on ait I'impression que la mise en scéne n'exploite pas diftéremment les deux
théatres et devient éminemment pratique, de fagon & pouvoir étre adaptée telle quelle au
théitre d’Hérode Atticus, soit qu'on nait guére envie de revoir les mémes piéces deux fois
en l'espace d'un mots, a seule fin de constater d’éventuels changements, suite 4 Ueffort de
les adapter aux dimensions limitées du théitre, et de formuler de nouveaux jugements
dOment étayés.

Pour que les représentations se démarquent de celles d’Epidaure, on propose alors
d’wexploiter toutes les ressources offertes par le thédtre romain. Il faut, pour des raisons py-
rement utilifaires, conserver un petit quelque chose - fat-il trés superficiel - de l'atmosphére
des représentations antiques».’ La coexistence de deux optiques différentes p