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vixd autos sacramentales otpépetal 1) tehevtaia avaxoivoon: «La réforme protestante dans
le Codice de Autos Viejos: échos, représentations» (00. 231 €E.) Tov Juan-Carlos Garrot
Zambrana. "Eva gvpenjplo tov exd6tn (00. 247 €E.) mov ovpmeguhapPdvet ovoparo 1o Tit-
houg, Eexherdavel Tovg Bnoavots Tov T6pHo auTo.

BAATEP [TOYXNEP

ROBERT HENKE
Performance and Literature in the Commedia dell’arte, Cambridge University
Press 2002, 0. XIV+263, 21 ewx., ISBN 0-521-64324-4.

H Commedia dell’arte Boioxeton eniong otaBed oTlg EQEVVITLES TQOTUOELS TV LOTO-
Q@Y Tov Bedtoov xan Gy uévo. H mpoxeipevn povoypagic diver Eugpaon oto Yeyovos Teg 10
£(00g PoloxeTa ®ATOV AVAPETD OE TQOPOQLXATITCL KO YOQUTTO AGY0, vroypappuitet Tig Aoyo-
TEXVIRES na MyLeg Tmyég me xow eEetdlerm yoappatohoyio o weQufdiler to eidog avtd Tov
avtooyedaopévo Bedroov xat g eTORATELS TV doxnoe oty ttahuk hoyoteyvia. «Here we
will examine orality and literature not only at the verbal level but at the cultural level as well,
considering things such as actors» letters functioning as “performances” for potential patron, the
status that writing acquires when a notary draws up company contract for semiliterate actors, the
actress’ oral reshaping of Petrarchan poetry, popular poems dramatizing arte characters that
could both prepare and memorialize performance, the actors’ opportunistic use of published
literature, and their oral exploitation of manuscript and printed “commonplace books”: collections
of speeches, maxims, proverbs, and riddles. As all of these cases suggest, we will be particularly
interested in the interface and interaction of oral and literature forms and practices. Our field
of inquiry shall be not only the organized, famous commedia dell’arte companies patronized by
northern Italian courts, but what might be called the circumambient “culture” of the commedia
dell’arte, extending from the court performer to the piazza mountebank» (o. 2).

To Bépo. otV TEQLYQAPY CLTH CXOUYETOL EVOLAPEQOV, YTl OL OILES %Ol OL LOQYES TG ETTCLY-
yehamric autooy€duag oumdLag eivan TOMES, TOAYIK TOV AoTéAeTE 0TO TaQEABGY TV au-
Tl0 pokOoy VIV dLevEEewv avdpeoa otoug edrovs. Telnd paivetal Twg ivar e100g pewté
%O TQOOCEUSOLO OF dudpopeg ouvbrixes. H povoypagpio ovmi divel éppaon oug «haixég» i-
Ceg mg. «A central theme, throughout the book, will be the nature and legacy of the “buffone”
(buffoon), the “zanni” (the servant figure in the commedia dell’arte troupe) and related underworld
figures such as the charlatan. These figures performed in solo piazza or banquet performance
and were also incorporated into regular company performance under various guises. They
dramatize the encounter between orality and literature in particularly salient ways. On the one
hand, as virtuosic solo performers, they drew heavily on oral traditions and practices. On the
other hand, the buffone and zanni became both the subjects and producers of popular literature.
When the organized companies emerged in the mid-sixteenth century, buffone-type actors were
incorporated into the troupes, usually as the zanni character and were largely responsible for their
success. At the same time, by the end of the sixteenth century they ran into increasing resistance
from actors and troupe leaders (capocomici) who invoked literary principles such as the well-made
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plot to rein in the centrifugal energies of the virtuosic one-man show» (0. 2).

o mepLBipLa mg pehémg ovmis Eexabapillovy e oelpd and «pvbomonjoes» xou o~
oeppunveieg. ILy. To 6vopa commedia dell’arte: «The term «commedia dell’arte » can be traced
to the eighteenth century but may well have been in circulation before then. In the medieval
and Renaissance period, an “arte” was an economic and political corporation organized by one
of various crafts or professions, and thus the term primarily designates the most striking aspect
of certain actors from around 1545 on relative to their medieval predecessors: the fact that they
were organized into profession companies to perform not merely on religious and political
festival occasions, but all year round for their principal livelihood. The term, historically accurate
even if belated, thus could mean “theatre of the profession”. Correlativey “arte” signified the
technique requisite for belonging to a craft of profession, and indeed the actors became particularly
conscious of their technique, in part as one defense against the various attacks levied on the new
professional theatre by ecclesiastical and municipal authorities in the aftermath of the Council
of Trent (1545-1563)» (0. 5). Anhadn dev folondpacte poxoLd s To TEQLEXSUEVO TOU GOV
«Teyviton 10V Atovioov», amhag edd ovopdlovan «texvites g xmpwdiogy.

"Onwg dev elvan piom oia Tov eidovg xow ) eEEMEN Tov avdpeoa oto 1545 xow o 1625 dev
elvan evBiypapuun, ohhd amaptileton omtd dLdQoes «ayORES, TOV UTOEEOYOTV XAt TROPO-
dotovv g mapaatdoes (PA. xvptmg Siro Ferrone: Attori mercanti corsari: La Commedia dell'arte
in Europa tra cinque e seicento, Torino 1993). Zmv mo amhij poogn 1) commedia dell’arte evtdo-
ogTaL otV Tapddoom Twv Beapdtov me mdtoog pe yYelwTonolous, Tapapvddes, Toayoudi-
OTEG 06 PTOAGVTES, HOOXOQEREVOUG TIG OUTOXRQLAS, TOCRAXTAVOUG YLOTROUS, TQOKTIXOUS (aiQ-
HOKOTOAELS KTA., EXINADOELS Y10t TLg OTTOiEG dev VIAEYOLY YourTeg oupPdoets 1 dhhes myéc.
ITwo mpoywonuéves eppaviCovion oL mapaotdoets Twv buffoni otg fopetoitahnés avhés, Gmov
ouvijfmg ouvdmteTan pie TogopLky oupfaom pe Tov Hyepdva: oto oupmdola xat otig maoa-
otdoelg eppavitovron pévol Tovg, oe Levym 1 teToddeg 1j pall pe yopevtée, povorovs, toa-
youdiotég xth. Toamrtés oupguvieg ouvdmrovion pe mv «adehpuun) ouvtRogLd», Grwg avn] Tov
Ser Maphio omv ITadopa avapeoa ota 1545 xaw 1553 mov amoteheito pévo and dvroeg. Zm
dexaetia Tov 1570 o1 foperoitalnég aviég doyiav va matpovdgouy Tovg Bldooug Twv
€apoCcomici, TEAYUa TV 0dYNOE 08 pLat KAAMTEXVIXY EXAETTUVON TWV TOQUOTATEWY PE TV
TaEOVoia, T, %ot Twv yuvarkav. H almon tov Budoov otov nyepdva megéyet Tohd «mo-
QaoTaTxd» ototyeio avtodiagriptomg, derypdrov deEroteyvias xth. Tavtdypova ot Blaoot av-
10i gpgaviomxay xou oe otafeés aibovoeg (stanze): amotehel pibo Tog oL TAQAOTACELS OF
£00TEQUXOUG XWEOUG eV avijray otig mooxTivég ™ commedia dell’arte’ o Teatro di Baldracca
om Phwpevria ey TOTOBETMUEVO OE et XorGPNUN TEQLOYY ™G TOANG, WOTGOO 1) «ty0Rd»
T 1Ty YoQURTOLOTURI] YLoL TG OTQamYIXES TG emBimomg Taw Budowv, mov xeudCovray extdg
a6 TG AUAEG KL TOV AOTIXG KOO0 TV TOAEWV. AUTi TV QOTIXI}-EUTOQLKY] ThEVQE TOV &i-
dovg, pe pop@r duvamic xan xeQdOPORAS EMLYEINOMG, IOV LXAVOTOLEL pLet OUYREXQLUEVT T
™o TG ayoeds Tov Bedpatog, PAEmer omv commedia dell’arte €vag and Tovg mpdtoug Hew-
onuovs mg, o Pier Maria Cecchini. Kou tehnd vdoyer xar 0 opyavmpévog Biacog pe tov
capocomico, Tov Tavioyueo BLaadoyy. ZTov Timo avtd avijrouy oL peydrot xow ovopaotol Bic-
oo, wov eEaopdhoay xdmot otabepr fdom atoug nBomorovs, oL omoiot Egracay xatd xat-
001g o€ peydhn @iw. Qotéoo dev TAOTTLOE RAVEVAS TOUS KO TOV ATMTEQO OTGXO EVOG KOl
vou avBpdmov mg Avayévvnong, va arroxmioet hadij Eva xoppd yng xow va yiver yato-
xujuovag, dev tov égrace xaveig tovg. To dixtvo twv Pogeroitalirdv néhewv, Bevetia, I1d-
doBa, Phwgevtic, MavioPa, Depdoa, Togivo, I'évofa, Bologna, Begdva xth. eEaopdhat o
peydhn ayopd, omyv omoio oupeQuMpbnre xatd xapovg %o 1) Paun xaw 1 Nedmohn. O pe-
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Torvoupevog Biog Twv Bidomv xou nBomotdv 1itav o xavévag. Ko emeidr dev empduetto yuo
EMOQYUITES YEAWTOTOLOUG, 0AAGL YLet OQYCVOUEVES HOQPES TOV BEANOTOS, UTAQYOUV ROt et OEL-
06 a6 €yyQOpa, CUUQMVIES, UTHOELS, CUUBAOELS RTA. TTOU ETLTOETOVV JWLCL TTLO AETTOUEQELL-
%1 dlapaytion Tov business ™g commedia dell’arte omv TdEN.

Ol qutd avastriooovron omy ewoarymyn (00. 1 €E.). To devtepo xeqdhauo (00. 12 €E.) aqe-
QWVETOL OTOV AUTOOYENIALTUG %O TOUG OTEQEGTUTIOVS YOQUXTIIRES” OUTE 0 cuTooyEdLAONAG dev
VAQyEL XWQIG oTafeQES dopES, ovte oL OTEQEGTUTTOL RWXOL TUTTOL Elvau dixms TagalhayEe,
evOLdpeoeg LOQWES, etahhayéc, eEeMEeLS naw yevird pua xAmmg «QevoTij» didataon, Tov dev
ETUTEETEL V0L WA OOUE axQBAS Yior «ovompua». AUt €xer ox€om xat pe ug yéc: oL «Recueil
Fossard» dev ameixoviCovy mdvia aubeviikég RaTaOTAOELS K E(VOL EMNOEATPEVES TS TUG
elduég yohhrég eEeMiEers. AMMwOTe VTAQYOUY %ol ATOXOL QOAOL TTOU EV CVIJROVV OTO «OU-
omua», ko ev yével oL duouvdéoeis pe v commedia erudita eivan atevég. To toito xe@d-
Aawo, «Residual orality in early-modern Italy and the commedia dell’arte » (00. 31 €€.), eEed-
CeLtov ophotpevo oxnvind AGyo o” évay TOMTLOUG TOL oxGpa eival RupImg TEOPOQLRGG, Yiot-
i 1 Tumoyagpio: pOMG €L xAveL TV EppAvIoY ™ motdoo dev Aetmouv oL Aoyoteyvirol xat
AGyLoL oToQLopol xat oL SlaxeLeVIRES avapoQEs. ‘Omwg eival YUOLKG, OTOV TTROPOQELXS AG-
YO XURLOQYOUV 0L AOYGTUTIOL, OL VOHOL TG UVNILGVEVOMG, OL EYXUXAOTICILKES YVHOELS, TO EAEU-
B0 mauyvidL ™mg droTimmong, 1 pn-hextixij «yAdOO» TV YELQOVOULIV, TO VTAYWVIOTXG
povtéro Tov drahdyov. To tétagro xegdhato avaet pe amd s plteg tov eidovg, Toug Peve-
xovg buffoni (00. 50 €€.), mov eppaviovron and g agyés Tov 160v cndva xow avakiel pe-
od omtd e «voUpEQRd» Toug” 0 atd To €idog (0mG avijrel xat o xENTrG Toimua Ogijvog Tov
Parridov Tov wrwyov (N. M. Hovaywwtdrng: «@pijvos tov Palridov tov wrwyov», Onoavoi-
ouara 23,1993, 00. 222-288). To népmto xeqdhowo: «Early male actors» (00. 69 €E.), avaiet
tov Bicoo Tov Ser Maphio (1545-1553) %o tig ouppdoets mov €xet ouvdpel pe g aQyEs dud-
ooV TGhewv. To €xTo xEPAAALO TEXUNQOLDVEL pLet OTQOPY] TTEOG EXAETTUVOT) TOV E{dOVG, TTOV
£QEQE 1) EUPAVION TV Yuvaurdv omv commedia dell’arte: «Early actresses» (00. 58 €E.) av-
6 agopd ™ Mdvrofa 1566-1568 pe ) Flaminia xou tig avalioeis vroBéoewv oo «Il teatro
delle favole rappresentative» Tov Flamminio Scala 1o 1611. To €pdopo xepdhaio aoyoheiton
Je «Zanni texts, 1576-1588» (00. 106 €E.), 10 6yd00 pe avdhoya modua xeipeva tov Dottore
%ot Tov Pantalone mov amaryyéhhovray xow ywpta (00. 137 €E.), 1o €vato aoyoheltar pe Tov
mpwto nBomotd Tov Aphexnivov Tov Tristano Martinelli xou g yohhxég Tov duouvdéoeis (oo.
153 €E.). Me 10 déxaro xepdhaio avePaivovpe ™ oxdho mg modmrag: «Theatricality and
literary “composition” in Francesco Andreini and Flaminio Scala» (00. 175 €E.)- duagortiCetan
1 LaXQGXQOVN RAQLEQC TOV TTRATOV %ou avahietau 1 ditopr) cuhhoyi] oevaginy Tov devtegov.
To evdéxato xe@dhaio ToQovoLdter and v endpevn yevid tmv nBomoudy, Tov Pier Maris
Cecchini (00. 197 €E.), xaBdds xaw dhhovg. AxohovBovv oL voonueldoets (0. 217 €E.) xavn
BuBhoypaepia (00. 248 €E.), xabBdg xat éva evpemioto (00. 260 €E.).

H povoypagia avm diaputilel 1o yeyovis mwg TaQd Tov T0opoQLks ko autooyEdio yo-
oaxmjoa mg commedia dell’arte vidgyovy aretd yoamtd TexujoLe IOV GYL LGVO VTOROU-
UEVTAQOLY TNV TR TLXY] TAEVQE TWV TaQOTATEWY, CAAd To0BeTOUV T0 GO €idOg avdipeoa.
0TV TEOPOQLXATNTCL el TOV YOUTTS TOMTLOUG. AUt Yiveta GAo Lo EVIOVo G600 oYM~
govpe péoa otov 160 aridva, 6mov o eidog amoPdrrer otadioxd g haixdroomes oiles Tov
%O PETOTQETETOL, TOVAGYLOTOV (G TTQOG TOVG peydhoug xon gmuopévoug Budooug, o” éva B¢-
apa aELHoEWY, TOV avTiraBePTIEL ®ow TO TVETPA ko T hoyootvy Tov Ovpaviopov. Kau
n BuBAoyoagio pe Tig T60€g TEAElwG TEOOQUTES EQYTiES dElyVEL TG O ®AADOG TAQOVOLE-
Ceu pua epeuvimn duvagunr avdhoya pe to péyebog Tov patvopgvov: and mv commedia dell
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arte €yovv mepdoel TeQ(mov Gha Ta BEpATA ™G EVEMMAIXIG MOYOTEYVIRS TWV HECUULMVIXGY
Y6V xaw 1) dra éxel Tpopodomjoet g petémerta eEeMEELS o€ TG hoyotexvind £idn, GyL
UOVO 0TV ROUOSID ®Ow TV RWUKY OTEQQ.

BAATEP ITOYXNEP

WILLIAM N. WEST
Theatres and Encyclopedias in Early Modern Europe, Cambridge University
Press 2002, 0. XV+293, 22 ew. ISBN 0-521-80914-2.

Movoypagia pe armpdopevo BEua, dnpootevpévn otig oelpés twv Cambridge Studies in
Renaissance Literature and Culture, 1o omoio tehixd oyetiCetar pe mv emfioon mg Oearor-
w1 0pohoyiag petd mv apyatdmra, owov ag Avom ko Avorohr], oy eAhnvir xaw hatvern
napddoom, To «Bgatgov/theatrum» maipvel ™V oM evputegn onpaoica Tov dMMpociov xHEoy
gv yéveL. To abstract oprofetel 1o Oépa wg eErjc: «In early modern Europe, before a “theatre”
was a playhouse, it was an encyclopedia. In the book William N. West explores what “theatre”
meant to medieval and Renaissance writers and critics and places Renaissance drama, for the
first time, within the powerfully influential context of the encyclopedic writings which were
being produced at the time. Recent criticism has recognized that the culture of early modern
Europe was a theatre culture, fascinated by performance of all kinds, but it was also an encyclopedic
culture, obsessed with collecting and sorting knowledge. Early encyclopedias presented themselves
as textuals theatres, in which everything knowable could be represented in concrete, visible
form. Medieval and Renaissance plays, similarly, took encyclopedic themes as their topics: the
mysteries of nature, universal history, the world of learning. But instead of transmitting authorized
knowledge quickly and unambiguously, as it was supposed to, the theatre created a situation in
which ordinary experience could become a communicable source of authority». Ko ouveyiCeu:
«By the mid seventeenth century, the theatre had become the model for the reformation of the
encyclopedia and the encyclopedia for the theatre, as knowledge itself came to be seen as a
kind of performance. West covers a wide range of works, from the canonical encyclopedic texts
of the Middle Ages and Renaissance to Marlowe’s Doctor Faustus, Jonson’s The Alchemist, and
Bacon’s Novum Organum and provides a fascinating picture of the cultural and intellectual life
of the period». “Etot dev EexabapiCovy naw woMA modypoTe. #o PEVEL RAVELS PE TV TEQLEQ-
YEWL YLt To ot Texd elvan 1) oygom g eyruxhomaiderag pe to B€argo.

H ewoayoyy: «Circles of learning» (00. 1 €E.), Eexwvdel pe mv eEijynom mwg ov d€eg xaw
moaxTr] Twv S0 Beapdv, Tov Bedroov xaw g eyrurhomaidetag otov 150, 160 xat 170 -
va omv Evpdm eivon 10 avuikeipevo g perémg. Theatrum, émwg speculum %o thesaurus
£xouv %otd Tov 150 audvar 1) onpaoie Tov «xHEov», TG XONOUOTOLETAL QYOTEQQ, AUOUC
g «BE0TQOV TOV TOAEUOU», LKL TAVOQUUOTIRY TUQOVTTLOY) %O TOQAEOTCOT) TOU CUVOAOL TV
YEYOVGTWV Ko 0 0TS GUYYEVETEL PE TOV GQ0 ™G «EYRUXAOTADELAG», TG CUVOAKIG TOQOV-
olaong Twv yvooemv wag enoyiis. "Etol epgaviCeton .y, oto «Image of Governance» 1541
tov Thomas Elyot, 6mov ta B€atpa o témoL mapaotdoewy eivar xat témot dnpdouag oviijm-
ong yua prhocogurd % dhho Bpata. Zuig Toimhores OXETELS TV S0 EVVOLBV WTAEXETOL %O



