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O€atpo ™ Blévng, yia dhheg OAELS, ®aL OF YEVIREG QYOS rat Ponbiuata.
Tov t6p0 ®helver €va gvpeT|oLo (00. 315 €E.) Bedtomv, OVORATOV %ol TOTWY, KU~
g nan EQYmV %ot TITAWY.

IMopdxertar yio éva amdrmua s deBvoig Beatourig LotopLoypagiag, ewdurd
oV ET0Y1} HOG, OOV Tar aryyMxd €xovv yiver ) lingua franca oyeddv 6hov tov %0-
OUOU ®aL 1] YVHOON EEVWV YAwOOWmY, 0Tovg ayyAGQmvoug, €XEL TEQLOQLOTEL OTO EA-
¥woto. To €pyo, mov dafdletan Wiaitepa gvydorota, divel puo Tohveminedn ovv-
Beom g wotoplag ™ tolmg Beatpovmoing g Evownng and my emoxy tov Awa-
POTLOROU €W OMUEQ, GUVIEOVTAG OTEVATEQM T BETOLXI LOTOEIC [LE TNV TTOATLXY,
XOWWVLRI] RO YEVIROTEQX TTOMTLOWWY Conj. AvTd mov dev maovoldlet eivar 1) 1
onuavtry 1otopie Tov BedTEov TS TOANG At T HECULWVIXA YXOVIX wg To 1775,
GOV %aTd #EOUS (7). T0 17° cuddvat) za 08 OQUOUEVOUG TOUELS (T.). LTaAury Grte-
o) elxe raw mpoTaywviotky B€on omv Evpdim, 2) n Aetope€otepn emonpay-
01 ™S LOLUTEQOTTAS TNG HECU 0TV LOTOR( TOV BEATEOV OTLS YEQUAVOPWVES Y-
0g¢ (cvm) 1 ovyxoutix dudotaom dev ToviCetal apreTd, 0 OUYYQ. diVEL TEQLOOOTE-
0N EUPAOT 0TV «HOTUOTOALITLRY» OUY®ELOM pe To Aovdivo xat to Iapiot), xal 3) 1
Aertovgyia ™mg oM (raw ®vpimg tov Burgtheater) wg untedmoing tov Bedroov
%O TTRGTUTIO OTOV CX0vY] WO TG AvoTtpoouvyyaiag kot Twv Balxavinv yevirdte-
o0 (6hot ou nBormorot Tov Burgtheater eiyav mota pa paxedyoovn Onteia otg
YeEQUavOpwveg oxunvES TG ApPovpynig Avtorpartopiag, amd v Tepy€om xow
Ljubljana €wg mv ToavoviBavia xar mv Ouvxpavia, % and my Iolwvia €ng To
Zagreb, o Novi Sad zat 1o Behrypddr). T morhotg Aaots tng Bakzaviuig v ena-
@1 ue 1o B€atpo g Biévng, enionuo xat Aaixd, itay 1 mew Beatowrn mtawdeia,
TOLY TEOXWEHOOLY pHéoa ato 199 awdva oty douom eBvirav oxnvav ot duxy Toug
yhdooa (B B. Iovyvep, H tdéa tov evixoi Bedroov ota Balxdvia tov 199V aud-
va, Abjva 1993). Befaing avni n didotaon dragelyel »Amng amd Tov EQEVVITIRG
opiovta tov copot EyyAéCov peremm.

BAATEP ITOYXNEP

DAVID E. KUHNS
German Expressionist Theatre. The actor and the stage
Cambridge UP 1997, oel. X, 311 ISBN 0-521-58340-3

Kat avtd 1o frfiio xalimrel €va onuavtind ®eVo, yLatl oL LOVOYQUEIES YLt TO
yeouavixo eEmpeotovionxd B€atpo 1916-1921, oe avtibeon pe 1g oxnvobeoies tov
Meyerhold, tov Craig, tov Copeau zauw dhhov, dev forjxe T dieBvij amjynon omyv
£0gvva row 0T BeaTOLXY LOTOELOYQAQICL, TTOV Bar EETE VL EXEL, YLUT HEQIRES OO
TUG TUO axQAlES EXPAVOELS TS ®haowrg avant-garde cuvERnoay 0to Mo Tou e&-
TEECLOVIONOY, TG00 0T dEAUATOVEYIC GO0 *at 0T OxNVODECTT KoL TNV VITORQLTL-
»1. H Eevéyhwoon Biphioypagia, un yeopavixi, yia 1o Béua eivar toht meplopt-
opévn: D. Calandra, «Georg Kaiser’s From Morn to Midnight: the Nature of
Expressionist Performance», Theatre Quarterly 6 (1976), 00. 45-54* Tig ayyMueg pe-
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TagpEdoelg ™mg #®haowng pehémg tov Walter Gropius (ed.), The Theater of the
Bauhaus, Middletown 1961, tov yvwotou doxwuiov tov Wassily Kandinsky,
Concerning the Spiritual in Art, New York 1947, mg avtofroypagiog tov Oskar
Kokoschka, My Life, New York 1974- ). eniong D. F. Kuhns, «Wedekind, the
Actor: Aesthetics, Orality and Monstrosity», Theatre Survey 31 (1990), oo. 144-164-
M. Patterson, The Revolution in German Theatre: 1900-1930, Boston 1981 J. M.
Ritchie, German Expressionist Drama, Boston 1976 R. Samuel/R. H. Thomas,
Expressionism in German Life, Literature and the Theatre (1910-1924), Cambridge
1939- St. J. Shearier, «Das Junge Deutschland: the Late Expressionist Association
in Berlin, Its Journal and Series of Twelve Dramatic Productions», Ph. D. Diss.
Univ. of Wisconsin, Madison 1986 W. Sokel, The Writer in Extremis: Expressionism
in Twentieth-Century German Literatur, Stanford 1959- J. Willett, The Theatre of the
Weimar Republic, New York 1988. Mepwxol tithot xdnmg mapomhavovy, dika fBi-
BAia éxovv peyahitepn oromobeaia, eite oupteQAAUPAvVOUY Row GAAES TEYVES RO
™ hoyoteyvia (agrvoviag xatd péEog T Beatoui] mpoxTxy) eite emexteivovIaL
0710 0UVoLo TV Beatoirdv eEeAiEewv, 6mov, Yo Tig dUo TWTeg deraeTieg TOUAG)L-
otov, o0 Max Reinhardt 1jtav o anélvtog ®vpiayog tov maryvidiov. Befaing zat o
Pauwvyagt €xel puhoteyvioet eEmpeotovionxég oxnvobeaies, alhd Aiyeg, ue emixe-
VTQO TTAVTOL TOUG NOOTOLOUGS ROl TG VITOXQLTLXES TOUS duvaTdTTES, %L Gl TV «LOEa»
(«rtvedpom, agaipeon, oulMidoiopna), xat ot dlot oL Emeotoviotég oto Bepohivo
dev ToV TaRadEYMRAV TTOTE VIS TV WLGTYTA avTH. AMMOTE Evar peyGho PéQog g
dpaomoeémrag Tov axpaiov Beatpikot EEmpeotoviopot dadpapatitdtav oto &-
Tedo TV PAVIQETTWV %aL TOV aoOnTirdy dioxneiEewv, ot dpapatoyoapic,
®ou 0€ Aiyeg oxetrd Beaturés mapaotdoets. Autd dAhwote Poloxetar oty giom
Tov axpaiov EETQecioviopo, mov aQ€oreTal OTo agnonNuévo 1 xal GRoQgo, ato
TEWTGYOVO %o AvaBo, To X0oTvd wg TEoimdBeon g véag dnuovpyiag. Néa
Enoyr, Néog Kéopog, Néog AvBpwmog. Ta xodvia tov IToktov mayrGopon ToAé-
nov, 1 dtdAvomn S0 AUTOXQUTOPUHY AL TO TEAOG TNG AOTIXS KOOUOBEWEIaS.
Q01600 0 eEMEEOLOVIONSS deV eivar Eva eviaio atoBnTre xivnua, TEQLOOGTEQO
wa xoopoBewpla. «Yet notwithstanding the marked divergence of stylistic modes,
ranging from primitivist emotionalism to abstract geometrism, the Expressionist
movement was decisively about cultural transformation. In social consciousness and
ethical commitment, as well as artistic form and aesthetic philosophy,
Expressionism sought to revolutionize German society and renew its faith in
humanity» (0. 1). Agxetd €xovv yoagel yio v eEmpeotoviotiry dpapatovyic, Al-
yo ya T Bearounn mapdotaoy. «What distinguishes Expressionist performance in
the history of the early Modernist avant-garde is the degree and manner in which
the process of cultural transformation was inscribed in the body of the actor itself
and thereby performed on stage. What distinguishes the theatre of Expressionism,
in other words, is the extent to which it “textualized” actors. Radically surpressing
their traditional mimetic function, Expressionist productions foregrounded actors’
bodies and voices as complex thematic stage signs. In the way, audiences were
virtually impelled to “read” the performance as an Expressionist text about, rather
than a mimetic imitation of, the contemporary state of German culture» (o. 2). O n-
BomoLdg dev eVOQRMVEL ®at OEV amayYEMAEL, OANG «EXPQALEL», «OLATVTDVEL> ROL
«deilyvew. To xivnua eixe mo @LAGdoEoug oromovg amd Tovg PovToVELOTESG ROt
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toug Ntovtaiotés: émperne va petapoubuioet 6An ™ yepuaviuy xowvwvic. "Hrav ®v-
olwg éva B€atpo Tou AGyou, TS ENTOQRE(NS, CUVETROVQOUUEVNG OTTG TO OXNVIXG
%t 10 oTopd. H paowi évvola fitav 1 petddoon g tiomg om HETAPSoemon
™G ROWVWVIKG, WaG EVEQYELOS TNV OTOLC. EXTEUTEL O NOOTOLOG %L TO KEIUEVO TOV
exQVel. T’ aut] v evéQyela vmotdooovtal OAeg ol TExVeS. «Expressionism’s
distinctive way of integrating acting, costuming, make-up, set design, lighting, and
music rendered all of these elements “active” on stage. It was the Expressionist
production’s overall style, not just its human actors, that was expected to “perform”
the desired rhetorical effect upon an audience» (0. 3).

H épgvva epropitetal oto xpovird didompua 1916-21, 6tav to eEnpeotovionnd
Béatpo égrace oy mo xaBaQY| EXPEATTLXY TOV HOEEH. Zuvdudlel peBodoroyird
otovela ™mg Beatourns LOToElOg ROl ™S ®OWWVIXYG LoTOEI0G. XONOLUOTOLEL TED-
0Gowv eV myéc: Tov Tono elte o€ TEWTGTUIN POEYPY €lte OF GUAAOYES %QLTL-
XAV OTOUVNHOVEUpaTA *at %QI0ELG NBOTOLY, dteBuvtdv, BewENTRWY oL ROLTL-
%@V OEENTRE pavipéaTa omtd dQapaToYRApoUS kot cuoBnTrovs ®abus ko nel-
neva xow oxnvixég odnyieg emheypévmv dpapatxdv égymv tov EEmpeaioviopod.
Moo tatta N avaothoon s Oeatourng TapdoTaong Tapauével £0yo duoyeEs.
H 7o g0k mpdofaon eivon otig BemENTIRES ®aL TOOYQUUUATIRES TOTODETOELS,
twv Felix Emmel, Kasimir Edschmid, Vassily Kandinsky, Lothar Schreyer, ®afdbg
%aL oL oxNVIRES 0dmyieg péoa ota €pya. [I600 autd €X0VV HETATQOMEL O TOAYUaL-
nxdma, dev 1o E€povpe. OL ThAnogopieg amd avtoPloypagies eival Omdvieg” TV
o mhovowa meQimtwon omotehel axdpa n avtofioypagpic Tov nBomoroy Fritz
Kortner, 1 onoia Spwg, yoappévn oe peydhn nhwxia, fotber and avbapeoies. Ta
yoamtd tov Lothar Schreyer mpoxalovv maodpolo meofAnpatiops: to
«Expressionistisches Theater» ypdgetar o 1948, toeig denaetieg uetd m Aertovp-
yio g Sturm-Bithne xow g Kampf-Bithne oto Bepokivo. Ztg avramoxpioelg
otov Timo xow g Beatourég xUurég ouyva Aelmel 1) AemTopeQELax1] TEQLYQOQY TG
vroxpLtris, athag ouviifmg “fabuohoyeltar” pe wa EAom 0to TEAOG TS ®OLTL-
wig" AU 1) XATACTAON RATWG KUAVTEQEVEL OTO XQOVIXG dudotnua 1918-21. Moho-
VIOUTO OL XQUTXEG QUTEG OUYVd €xouv pav eEaeTnt) mowdmra. PutoyQupieg
omavitovy, poxéteg xow “pdoxes” (oAdowpeg) andpa mepuoodtepo. «Here a
dominant costuming agenda appears to have transformed actors into walking
abstract Expressionist paintings» (0. 7).

H €pgvva ovpmeQhapfdvel »oL TOV TOWLHO YEQUOVIXG KIVNUATOYQAQO,
Von morgens bis mitternachts tov Kaiser xai 1o mepignpo Kabinett des Dr.
Caligari tov Robert Wiene, yio va xohvg0el xalitepa 10 omtind népog. AMw-
ote pueQurd amd ta eEmpeotoviotird €pya diabBétovy PEVOTS XEGVO %Al DO
ROL OUYYEVEVOUV CORETA WE TOV XVNUATOYQAPO. ATS TV mAevpd g Bepati-
|G TALQOTNQELTOL Lat LETUOTQOPY OTa PETEA TOV TTOAEHOV aT6 pPeTaQUOLRG-PL-
hooogpurd B€pata oe ®aBaQd ®owwvind xot TOMTIRA, RATW ad TV enidoaon
TOU POVIXOU AUTOYU TOAEPOV, TOV AT0dL0QYEAVMUE oL TNV ToMTLowxY Canj Tov
hoyoteyvirdv xuxrhwv xat tegrodindv. «Therefore, to speak of “Expressionist
theatre” is to speak of a wider variety of work by artists loosely associated in
their historical situation rather than to signify a well-defined coterie united by
aesthetic agreement and geographic proximity. The pre-war literary circles had
been urban artistic collectives functioning exclusively in a given German city
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[Berlin]. During the war years, by contrast, the styles of Expressionist theatre
productions emerged in a much more de-centralized way, having no such clear-
cut geographical identity» (0. 10). To Téhog Tov TOAEPOV %Al 1) ETAVAOTAON TO
NoéppBoto to 1918, n aotabic dnpoxrpatia me Baipdong, ha avtd ovjpaivay
TO TELOG TOU RVIJUOTOS™ EMNOEALEL OXGUO HEQLRG YOOVLX TO TOAYHAT, MG
«aiQOog EETOECLOVIONGS», RUVIXGG, ATtatat6d0E0g, ahhd ovoLaoTird €xel vhei-
O€L 0 ®U®AOG TOU.

O napoEuopds xat 1 eeignun «xpavyij» (Schrei) tov eEnpeatovionoy elival a-
nOalES EXPOATELS g %OIONG TG EBVIXIG TAVTOTNTAS 0T POALS TTOLY ATTO UEQURES
dexaetieg evouévn I'eppavia. «More than any other modern European avant-
garde movement, German Expressionism was the product of a crisis of national
identity. The most common experience of the Expressionist generation was the
feeling of social and spiritual fragmentation, a feeling intensified nearly to the
breaking point by the end of the war. Initially, the theatrical response to this crisis
was to forge images of human spiritual wholeness. Later, the political, social and
economic instability of the young Weimar Republic engendered a cynism that
began to erode Expressionist confidence in the spiritual renewal of German culture.
At the point the earlier optimism turned into its opposite - a demonstration of life’s
inevitable and hopeless spiritual corruption. What remained constant in the theatre
through the duration of the movement, however, was the fundamental belief that
“Expression” was not merely a matter of emotional self-indulgence but rather of
the artistic synthesis of life’s tragic contradictions. Typically, this synthesis was
embodied in the plays in a central figure who had the ability to inspiration. The
Expressionist orator-hero took decisive control over life through his gift for giving it
dynamic expressive form» (oo. 11 €E.).

Srta yeovie. Tov Tohépov o Mrpeyt ouvBgtel oto Mdvayo g modiues uwahd-
VIES TOV ®auL TOOYOUddeL e TV xBdoa ot vtaiBoua vageveio. H éxgoaon tov »u-
VIOROU %o ™mg amatotodoiag otov Yo eEmpeotovioud Poloxetan otov Baal, 6-
OV OUVOUALETUL O RUVILOG AUOQUALTUGS ROL O UTTOOVVAYWYOS REVIQUAOS 1QWUS UE
wa ayaviotxk hatpeia mg guong. Ta mepuoodtepa eEnpeaioviotrnd Beatound
£oya elval LOvo-0QApaTa, GOV 0 REVIQLKOS NOWOS OQANUATICETAL, TEOPNTEVEL, di-
aoBdavetal to PEALOV rat TaheUeL va oymVICETAL YU cuTl. AVTd T €QY0L QTALTOV-
oav o véa viroxouky. O nBomoidg eivar €va £idog medium, ov petagépel avtd
T0 GO OTO ROWVO, TO 000 VITOPAAAETAL TG TO OUVOAO TOU OXNVIXOU, TOU %0-
00V, TG Hovotriis, ™mg Lwyoamurng xau yAvwrg. «In this way, the representation
of subjective personal feeling was supposed to become fused with the presentation
of “absolute” and not based on the psychological motives and bourgeois
individualism implicit in realist performance» (0. 12). "Etot ot t€yveg ovpguipovrat,
%ot elvor 1OLaTEQX XUEAXTNOLOTLXY 1) GUPGQUEON ™S dpapatoveyiag pe ) Loyoa-
@u: 0 Kandinsky eivaw Loypdgog mov ypdgpet moimon xat 0€atpo, o Kokoschka 1i-
Tav Cwyedgog, dpapatovpyds xat oxnvobEmg, o Barlach yhinmg xaw dpapatovp-
vdc, o Herwarth Walden, dnpootoypdgog xat ogyavetig rahhteyvirmy exbéoe-
wv, ouvBEter eEmpeatoviotivy povowry %t o Arnold Schonberg, mov elofyaye ™
dwdexdgphoyyn povorr, Loyodgile otov xuxho tov «Blauer Reiter». O Wedekind
tehMnd epgavitotay xar mg nfomotds ota duxd Tov dpapatxd €oya (fr. B. Iov-
YVEQ, «ZT0 RUTOPM TOV cwdva pag: To Evavyua g viotys tov Frank Wedekind»,
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otov topo: Evpwnaixij Oeatporoyia, ABva 1984, oo. 223-256).

H dua m yeouaviny Biprioyoagpia yia tov EEnpecioviond omdvia aoyoheitol
ue g OeaToég TaEAOTATELS” 0T0 £0Y0 Das ekstatische Theater tov Felix Emmel
(1924) vraEYEL €VOL REQPAAALO YLLL TNV «EXOTATIAY VITOXOLTLAY)», ARG ElvaL TEQLO-
00TEQO TTOAEUKG TR TEQLYQAPLXRO: 1] YUYXOAOYLHY VITORQITIXY TOEMEL VAL AVTL-
ATAOTABED LE TNV «EXOTAON TOV A{HATOS»" %L EVOL GAAO €QY0, TTOV AVIjXEL OTOV -
ONXO TOV dLov Tou RWipaTog, elvar M Anarchie im Drama tov Bernhard
Diebold (1921), mov diver wa tvmoroyia tov eEnpeatovionrot dpduatog. To
TEO%E(PEVO PELETYIO TINYQiVEL OXeTA O PABOS %aL CUUTANEWVEL EVa REVO TNG
OyYETIRYG EQELVAG, ArGpa XOL TG YEQUaVINS BLpAloyoagiag, avalioviag rueiwg
™MV TOQAOTAON %Al TNV VITOXQLTLXY %L OLUVOEovVTUg TO pawvipevo tov EEnpeoto-
VIOROU WE TV LOTOQIC, TNV TOALTLI], TNV ROWVOVIXY (vataQayy, TV TOMTLOWXY
TaQADOON AL EXAVACTAON TTOV CUVTELE(TOL QTG TLS AOYES TOL cudva. ZexmiCet
OE et VPOAOYLRY TROOEYYLON TNG EETQECLOVIOTIRIG VITOXQLTIAYG ROt oxnvoDe-
olag TELg ®aTY0QIES: «Schrei» (®Qauyn) - N EXOTATIXY] €XPEAON TOU CWUATOS,
™S PWVIS %Ot TOUG «dLahGyou», «Geist» (Tvetpa) - 1 agateTxi] ®at emPAnrn
TAEOVO(CON TOU GUUTAVTIXOU 0QAUATOS (TOU «ATOAITOU») amtd ToV N60moLd wg
medium, xaL «emblematic performance» - oty tehizy pdon Tov eEnEecLOVIONOY,
avurablotdvrag pay dikn zatmyopia ov ewofyaye o Gordon wg «Ich» (ey®, n-
owoxevtowiy dowij g mapdotaong M. Gordon, «German Expressionist
Acting», Drama Review 19/3, 1975, 00. 34-55). Zm fdon g roatavonong tov e&-
TOEOLOVLOTIXNG Tapdotaons PoloxeTal 1 €vvola g «EXOTUONG», OV omoia
1poomafel va oupTaaoueL 0 N80TOL0S TO BEaT OTO EXOTUTIXG GQUNM PAVE-
QWVETAL TO «VEO aipLo». TToAES o€ BEPata 1Tav o oxrnvobEmg mov xabodn-
YOUOE TV EVOQYIOTEWON TOV emBUINTOU ATOTEAEOUATOG, KUL O OTOLOG 0TV TTE-
oimtwon tov BievvéCov Kokoschka vtav xat dpapatovgyds rat xahhtéyxvng. O
ROAMTEYVNG EIVOLL O 0QUUATLOTHS TOV L0, O NYETNG TG TOMTLOTINYG ETUVAOTA-
ong, 0 NBoToLdg, 0 TUEOVOLUOTIS, QYO TOV VA WVEL TO KOLVG OTO LOTOQLXG CQULUA
Tov Néov AvBpwiov. O oTépgog %at 1) alolodogi TOU «UETAPUOLLOTU» EETQETLO-
VIOROU OGS QivVOVTOL OYUEQU KATIWS TEQLEQYM, TEORABNRAV OUMS QTG Loy O-
Evtatm xelom TOMTLOTLAG TAVTOTTUG TTOV UaTOUoE QIEWESG MIOELS, %aL 1) ool
RaTEMEE OF aXOUO OEUTEQY ROLVMVLXY] ROL TTOMTLRY %O O TUQOEVONGES TWV V-
YNAGY TOVOV HETATQATINKE QTTOTOUM OF GRQUTO KUVIOUG AL VUYLAMONGS, TOV Q-
nmoiCeL Ta mpdta £Qya Tov MmpeyT.

To €pyo dwopbodvetar oe mévie mepextivd xe@dhawa. To mpdro,
«Abstraction and empathy: the philosophical background in the socio-economic
foreground» (00. 20-42), divel pLay ELOCYMYY OTNY OLKOVORLKY], ROLVMVLRY, TO-
Mtry zaw mohtioprt} petdfaon g Fepuaviag and my emoy} tov Fovitéhpov
B’ oL tov mowotrd uMtaplopd og m dtdivon g autoxrpatopiag xat g on-
poxpatiog g Baipdong: Oiyel zat 1ig prhooopirég tapadooels, ®ruplmg to Ni-
10eiopd, mov €mauEe rotalvtrd Oho oxedOv 0e Gheg TS TAOELS TG avant-
garde. Ot emdLEELG TOV RAAMTEXVHV OEV NTAV POVO aoOnTrég, ahhd »at xot-
VOVIRES: 1) TVEVPATLRY VEQPAON HTAV OUYXOOVIS XUl IO ROLVOVLRY UETUQ-
U0uLon. "Etot to exhdpfavay ta péhn mg rahhiteyvinis opddag tov «Fahdli-
ov Kapardon» (Blauer Reiter): yapaxmoiotzol eivat ot tithot Twv doxripuimv
tovg: Apaipeon xar draiobnony tov Wilhelm Worringer (1908), Ia to avevuari-
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»#0 oty téxvy tov Vassily Kandinsky (1912)" ov mpdtor ®arhteyvirol cUALOYOL
tov eEmpeatoviopnot Nrav «H yépupa» (Die Briicke) ot Ap€odn 1905 xal «O
yardaGiog rapardons» 1o 1912 oto Mévayo. Ta meprodixd toug vitav H Gvelia
(Der Sturm), H dpdon (Die Aktion), Ta Aevxd @vlia (Die weifen Blitter) now H
oxnvij (Die Schaubiihne). Ztv aQyy ®vQLaEyNOE avdpeoa ota eidn mg Aoyote-
xviig €xgpoaong 1 moinon, petd to dpdpua. EEnpeoioviotég 6mmg o Ivan Goll
(tov yodpet xar ota yahhrd) xat o Lothar Schreyer Bedpnoav toug agyaiovg
dpapaTroUg TEMTOTGEOVS TOV %kVIUATES TOVG, 0 «NEog AvOpmmTog» ®at 1) ®OL-
vavio Tov elxav ToMd xowd pe v ayaio TéAn xoL ™) dnpoxgatic.

O eEnpeaioviotég doxipalay xau €va e(d0g ®OWVMVIXIG OTTOPGVOONG RO QUTO-
doxipaoiag AGyw Tov axpainv alodNTXMOY KoL ROWOVIXMY TOUS TQOYQUUUATWY,
aAld #aw Yo To AGyo mwg ou reproadtegot fitav Efpaiot (otoug nBomolots o Fritz
Kortner xav o Ernst Deutsch, otoug oxnvoBétes o Leopold Jessner, ahhd xaw 0 Max
Reinhardt). Avté to aioBnpa mg amopdvmong doxipacay xa ov Efpaiol ovyyea-
pelg »ow nodMtéyves: Franz Kafka, Franz Werfel, Karl Sternheim, Ivan Goll,
Alfred Ehrenstein ®tA. Ot eQLO0GTEQOL PETAXLYOUVTAY OUYVA %ot dev pllwvay gU-
%OAol. ATt6 €00 (0mg TEOEEovTaL xat o dUo Paoind potifa g eEmpeaiovioTxiig
dpapartovgyiag: n amwoudvmon 1 povatld, xat n woeia 1 tepurhdvnon. Eivaw avi-
oroya pe T dU0 drha pévipa Bépata: ™y eEEyEQ0M 1 ETAVATTOON, ROL TNV QVOL-
Blwon 1 amoxardotaon. «Their convergence gave rise to the journey motif of
Expressionist drama: the journey of the soul, a journey which often ended either in
a triumphant sense of messianic vocation (Toller’s Die Wandlung [H petopudogpo-
on]) or in vitalistic self-annihilation (Kaiser’s Von morgens bis mitternachts [An’ to
nowi wg ta peodvuyta], Kornfeld’s Die Verfiihrung [H amomhdvnon]). In both
directions, the progress of that journey was typically a function of the central
figure’s expressive growth in the course of the play. Such visions were spawned
principally in the imaginations of the playwrights, theorists, and, to a lesser extent,
the directors of the theatrical Expressionism; to the actor fell the traditional burden
of donning someone else’s persona and conveying is emotional urgencies and
ideological agenda» (0. 41).

To ta&idL mg Yuyris uéoa oto yedvo €xel PEPara oePaotd 10ToEIRE TEGTUVTNL
ot hoyoteyvia, 16oo oto Bildungsroman, ) popavtii teCoypagpio xou to B€atoo
(Pdovor), 600 raL 0T0 pecamvirG ddaxtind BEarpo. H Beatpunr] ovyxexguuevo-
moinon tétouwy Bepdtmv 1ftav BEPara OLAITEQN ATOUTNTLA YL TOVG TOMTAYWVL-
otég. «The task assumed by the Expressionist theatre was not simply rendering the
individual spiritual journey. Beyond this, or by way of it, these artists sought to
develop a theatrical discourse which could do no less than mediate the fundamental
contradictions between intellect and emotion, society and self» (0. 41). Ou eEnpe-
oLovIoTég Oev Bedpnoay Tov eautd tovg boheme, ahld ®ovwvird petaouBuom
ot HEOM TG HAXMS.

To devtepo ne@dharo, «The poetics of Expressionist performance:
contemporary models and sources» (00. 43-93), aoyoheiTar aQywrd e T doapuoTo-
yoagia xat mv vroxoruxy tov Frank Wedekind (BA. xaw B. ITovyvep, «Zto ®atw-
QML TOV LV Patg», 6.78.), VOTEQE HE TV TEXVY) TOV RAUTAQE, TTOVL fTay 0To BeQohi-
VO 0T OTQO@I} TOU CUWVL LOLITEQX AVATTTUYUEVO, %aL e To omtofo Eexivnoe xat o
Max Reinhardt v zaglépa tov* axohovBotv to TEATH RIVIUOTA TG apaipEong
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(«proto-abstractionism»), pe tov Edward Gordon Craig, v Isadora Duncan xat 1o
ex@Eaotxd praréto, tov Rudolf von Laban xar ™ ouBuxy yvpvaotxi tov
Dalcroze oto Hellerau, a8 zat 1o ®ovtovpiopd. Ewduxd tjpa avaliet, og €o-
YO row ToQAOTao, 10 doAogdvos, eAntida twv yvvaixav (Morder, Hoffnung der
Frauen) tov Oskar Kokoschka, mov avéfnxe to 1909 om Biévvn xar mpordheoe
Buehddeig ahhd ot xrovpopLotiés %t evbupeg avudpdoets. To Téhog Tov xe@a-
Aaiov TAnoudCet Ta Bewenuxd yoartd yua ™ Bemoic g €xaTAONG 0TV TEXVI® KO-
QUATNOLOTLXA OTO EXPEAOTIXG purahéto g Mary Wigman Poloxovue maoopoteg
TEOOEYYIOELS, 6Ty oporoyel g aroBdavetar wg medium péoa 0to ¥MEO 6TwG 0
rohupufnmuig oto veed. «Just so, in theatrical Expressionism the emphatic visual
gestures in scene design and lighting - together with the bold strokes and accents of
characterization and dialogue, costuming, and make-up - stimulated, indeed forced,
the actor to “feel” the performance space and be shaped by its textures and
rhythms. Thus aided, Expressionist actors strove to become ecstatically “possessed”
on stage. Frequently, the transition into this state culminated in a scream, or Schrei.
This was the case especially in the first Expressionist dramas whose central figures
were typically vitalists seeking to liberate themselves from social and moral
constraints» (0. 92). H amoddunom mg yAWooag xot Tov StahGyou wg emxovmviog
ETOETE VO PAVEQWOEL TIG LTInES duVApELS TOV avBEWMTOU oL €ixe ®aATEL O (a-
OTI*0G) TOMTLOUGS. AVaraAdteTal £x VEOU 1) copatxdmta Tov avBpdmov. Eiva
M emoxN ™S YuYavaluong, TmV CUAAGYWV YUUVOOTLRIS, TV EXOQOUMY HEoH oTal
ddom pe TEayoudL %at SLUVURTEQEVON OTLS PWTLES, TOU CATILVIOUOU 0L TOU YURVL-
opov, Mg owpatikis vytewng ®th. To dvapBpo mg xpavyiic Gyt uévo oupforiCet
aAld elvar aut] 1) amooTEOEI] P0G TOV 0PBOLOYLLOTOMUEVO TTOMTLONG %L QPUVE-
QUWVEL YUUVI] TNV Urta@EN Tov avBp®dmov: 1 ®eawyr| OeV HETAQEQEL RAVEVQ VURL
now 1apio onpaoio, eivar amhdg £xgaon, expression.

To tpito vepdalaro,«Schrei ecstatic performance» (00. 94-138), avaiel apyrd
T mpwteg eEmpeaioviotiég mapaotdoels, O yiog (Der Sohn) tov Hasenclever, H
amomAavnon tov Korngold, O Enridvog (Der Bettler) Tov Sorge, £0ya yoaupéva Sha
70 1912-13, ov €ywve N mapdotaon tovg to 1916-17 oe punpés mékels g vétiog
Teppaviag, om Ap€odn xar 10 Mdévayo. "Hrav anehevBepwunég xvijoeig and 1o
VaTovEoAoTiHd TalELpo xat T oxeTiv Beparoroyia, Tov eiye dadobel xvping om
yeopaviry emapyio, xow ™y amdiut mpwmtoradedoia tov Pdwvyaot (téoo oto Be-
00Aivo 600 #aw oty Biévvn). Befaing xar 0" avtév tov topéa tponyitnxe o ueyd-
Log pdyog Tov BedTEoU, HE TO TEOYRAUUATIXG avERaopa Twv €0ywY Tov August
Strindberg. Zm ovvéxela avalver o ovyyp. ™ Bewonuxy Bdon tov «Schrei
Expressionism», Eexwvaviag guowd and mv wepignun Mboyoagia tov Edward
Munch 1893. Zm fdon g voxQITxnig auTig ot YWXYS POlo%ETOL O TEQLOQL-
opdg Tov wviioewv (pati pe to Telegrammstil Tov StahGyov) Tavtdyeova pe e
poPe1] ouvarotnpatig @éeTion, Tov Eeomdel rat exdNAOVETOL UOTEQM OE pHeydin
YELQOVOLCL #atL EXONYVUTOL OF POrQOVUS TUOIOUEVOUS LOVOAGYOUS. AuT 1) CUpTTY-
®V0ON 1oV TAUEHaTOg 08 MYES, TOM) (POQTIOUEVES RIVOELS OONYEL OTO VL EXTEUTEL
10 0P TOV NBOTOLOY coVVBLOTO PEYdAN eVEQYELX, EVA 1) YWV TOV, OTNY GvaQ-
Bon xpavyn tou amodopumuévou Adyov, gavepdvel to «avelimwto» (Edschmid).
«The reduction of speech in Telegrammstil dialogue aimed at a similar
essentialization of expression. At the same time, the physical and verbal restraint in
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the strategy of reduction, as applied to Schrei acting, was intended to create an
enormous emotional pressure which would eventually explode in gestures were
fired like bullets or came rushing forth in resounding aural and visual avalanches.
The pattern of compressive reduction and explosive expansion, in fact was the
essential rhythm of Schrei ecstatic acting» (0. 105). Zm ouvvéyeia avariovrar wto-
oaderypotinég eppnveieg tmv Kortner, Krauss xouw Deutsch, votepa n moeuéoa tov
«l1ov» omv ITpdya xoaw ™ Apéodn (1916) xar oto Mannheim (1918), xaBdg o o
avdlvon mg AmomAdvnons, Tov Zytidvov, rabhg xal ™g enidoaong ov dgnoe
tawvio Kabinett des Dr. Caligari («Caligarism»).

To tétapTo neqdlato, «An “Expressionist Solution to the Problem of Theatre”:
Geist Abstraction in Performance» (00. 139-172), aoyoheltar pe ) devtepn aoyni
™G EETOECLOVIOTIRIG TRNVIIS: TV «TIVEVUATIRGTNTON . AT EYXELTOL 0TV THOTN TOV
ROAMTEYVY, TTg T ayaBd T TEXVNG Elval TEOOLTd oToV %aBEva, pdhoto »AaBe dv-
Bowmog elvar and m @uon Tov xahhtéxvng. To expodlel xabagd o Kandisky oto
«Tohdto Kafardon» 1o 1912, oto doxiwo Ia t oxpvixj téyvy (Uber das
Biihnenkunstwerk): «Agv vrdpyet GvOpmmog mov dev avtomoxrQiveTaL oty TEXV.
KdBe €pyo zou xdbe pébodog epyaoiag dMnuovpyel oe »dbe dvBowmo xwols eEal-
eon o vibration ovolaotivd (Ol pe awmiv ov €yl cnoBavBel xar 0 xoAMTE-
xvne». H apy avty exhapfdver m Beatounn tapdotaon ®oL ) OUVEUQEDT UE TO
ROLVO, WG YEYOVOG LS #OWOTNTAG, (et eTtivowvavia xow Kowwvia, ovotaotird pu-
omotaxt}, wov odnyel oe wo unio mystica. «Of all the modes of Expressionist
performance, Geist acting was the most inclusive of the audience. Indeed, its entire
concept of theatre is based on the idea of “Expression” as a communion, a sharing
between actors and audience. At the same time, it deliberately cultivated a
customized audience. Like many Schrei productions, Geist performances were
“private”. However the members of a Geist audience were “Invited” not as a ploy
for avoiding censorship but because of their willingness to be open to an experience
of the performance on its own terms. Moreover, members of the press were
welcome at Schreyer’s productions, he says, but only on condition that they not
review them» (0. 141). «Geist performance was mystical, its process meditative...
The basic aesthetical goal in Geist productions was to present a unified work in
which all performance elements were truly fused, not merely juxtaposed» (0. 141).
O Kandinsky xpttindoer tov Wagner ywa to Gesamtkunstwerk, yioti Bempel myv o-
AomTa vt Tov RoAMTEXVIIOTOS EEWTEQLXY, ETLAVELOXY, QTLOYT" Ae(TEL 1) ECW-
TEQLXY EVOQUOVLON, TO E0MTEQHG VoMU, 1 appovia. H vroxoiux meprypagpdtay
OUYVA [LE TV 0QOAOYICL TG HOVOLXITS.

“Eva 11010 Ugog B€Paia rjtay evrola mapeEnyiowo: o Schreyer mt.y. anéguye
%0 dnpooiomra. «... Geist Expressionism’s self-consciously spiritual theatre of
pure abstraction was produced in determined retreat from publicity, politics, and
commercial exploitation» (0. 142)" t0 atépoxo %ot evO0oTREPES TS LTdBeomg o-
dMynoe oto awvouevo, tmg o Geist Expressionismus €xet Aydtepo mpooeyOel a-
76 MV €pevva ta’ 600 o Schrei Expressionismus. «... these abstract formalist and
mystical agendas produced an a-political, intellectually elitist Expressionism on the
stage whose idea of cultural revolution ultimately amounted merely to a process of
coterie initiation» (0. 143).

Tnueio exnivnong avnic me exdoyiic Tov EEmpeatoviopnoy fjtav to doxipwo Uber
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das Geistige in der Kunst (T'wat 1o vevpomxd omyv téxvn) tov Kandinsky (1912)- ot
Baowrég 1€eg elvaL 1) «EOWTEQIRY AVOYRALOTNTO» KOL 1) «TVEVHATIRY CQUOVIO»* €-
Eetiunoe Wiaitepa to prhocopuxd €oyo tov Maeterlinck xau efye oy€oeig xaw pe ™
«®gocogia» Tou Steiner. Tn Loypaguxt] TOU EXAGUBOVE WG LOVOLRY UE YOWUOTAL.
“ExeL yodyer ouvolrd TE00EQELS «OrnVIRES OUVOEDELS» avdueoa oto 1909 xal to
1914: H xitorvn aguovia, n modown, Mavpo xar Aomgo, vow Bioié. H mpdm eiye
dmpootevtei oto almanach tov «TahdCiov Kafakdon» to 1912 »au eiye peydin emni-
dpaom. Aev vrdoyet Sudhoyog, Hotdlel TEQLOOGTEQOD e QLYY EVOG OEVaQIOU,
7oV YwEILeTan ot EEL dLapoQeTIvEg «oxNVES». To ®elpeVo TEQLYQApEL TV ®Rivon
TOU POTLOUOU, TNG HOVOLXNG, TNG ORNVOYQOpIag ®at TG aANayEG TG, ®aBig row Ae-
TTOUEQELAXA. TIG XKWV OELS TV NBOTTOLDY PECK OTO XMDQO. «As such, the Yellow Sound
reads like one long stage direction whose proto-surrealistic flights of fancy were far
beyond the technical resources of theatre at the time of its composition» (0.148).

H avdlvon ovveyiCetaw pe tov Lothar Schreyer, tov ®ixho tov meLodixo
Ovelda (Sturm) vow v Kampf-Bithne (oxnvij g pdyng) oto Begohivo. ITponyy-
Onxe 1 Sturm-Biihne, tov avéPaoe to 1918 Spwg uovo éva €pyo («Sancta Susanna»
tov Stramm), evé) § Kampf-Biihne 6a avefdoet oto yoovind didompa 1919-20 o-
%1 €pya: Odvarog raidrov (Kindsterben) tov (drov tov Schreyer, rog raw Avdoag
(Mann) »ow Zravpwon (Kreuzigung), tov Stramm H vign tov fdArov (Heidebraut)
row Avvduerg (Krifte), tov Walden, tov exdém) tov meprodixov Sturm, Auaotia
(Stinde), nou, wg povadurég amoxhioelg and mv eEnpeoioviotiry avyyoovn doapa-
Toypaia, 0 Odvarog tov Eumedoxiéovs tov Holderlin, abwg »ar wa T'évvmon
tov Xouotot tov 16°V awdva. Ot teproodtegot nhomotol fitav £QydTes, TWANTES 1
ddorakot tov dmpomxov, ouviBwg uéhn g «Kivnong g Neoklaiag»
(Jugendbewegung). Zovoe pali tovg 0’ €va vowvopLo % exmaideve nat Eva avdro-
Y0 %20w6: 0 ®irhog TV «Pihwv Tov EEnpeatoviopov» eiye apyuxd 200 péin, apyo-
tepa mepimov 300. O maQaoTdoels €ywvay @ Evay ®Aelotd ®Uxho QIAwv" yio T0
Geist Expressionismus 1o %06 (val H€Q0g g RUATEVIRIG ROWVOTNTAG.

Ou évvoleg Tov puBpoU xaw g apuoviag eivar BepeMargg yia Ty zatavonon
TV Taaotdoemy avtdyv. To xelpevo pe tig AEeig yonoipeve xvping wg popgag 1-
KNTRAY TOLOTHTWV RO AQARTNOLOTIRMV" 0 100700 aThdg petapepet AEEELs, M
dmuovpyia vorjuatog eivar vréBeon Tov xowvou - av B€hel xat puwoel. AOUAELE TOV
nBomoloy eivan xvplwg N ®ivnom, o BLog elvar wo HETAXVOUREVY pdoxa (omyv
Auaptia tov Walden autég ou pdoxreg elxav 1ipog Toldv pétomv). Me m pdoxa o n-
0070 YVOTAY PORENS XOWUATWY, LOQPWYV, YWV KL KVIOEWV" OEV TAV QITAGG
petappieon, ahhd mooypatny petapdgwon. O Schreyer eixe diafdoel eBvohoyia
%o NEEQE VIO TLS TEYVIRES TMV UETAUOQPWOEWY TWV LBAYEVAV. AVTES OL pdoneg Aé-
yovtav Ganzmasken (oMx€g pdoxeg). O Schreyer €de1€e xa 1duaiteQo evdlapéoy
yua 10 Béatpo ondv mg IdPag xar frav o omaddéc me «Ubermarionette» tov
Craig zat Tov xovxhoBedroov Tov Maeterlinck. Zmv wotopia tov Bedtov ot tapa-
otdoelg ov Schreyer ®xurho@ootv ouyvd pe mv etxéta «Kuprouxds eEnpeotovi-
ONOg», GALd avTé TaEABAETEL THV TVEVROTIXGTNTA AUTOU TOU (POQUAALONOY. ZT1
OUVEYELX avoliovTal oL TaQaoTdoeLs Tov Schreyer Sancta Susanna »ou tov Pduy-
¥t Avvduers pe paon g teprypapés otov Tumo.

To mépmro reqdhato €xet Tov titho «Late Expressionist performance in Berlin:
the Emblematic mode» (00. 173-217): »d8e nBomoidg exmpoowmel wav ayy 1 t-



400 BIBAIOKPIXIEY.

d€a naw ™ «deiyvew. Avni N «epufAnpatix» TaQovaiaon avalieTaL 0To £0Y0 TOU
Kaiser Az’ o mowi wg ta ueodvvyra (1921 oto Lessing Theater), o mapaotdoglg
onwg H uetaudppwon ot oxnvobeoio tov Martin, xav Mdla dvlpwmos (Masse
Mensch) tov Toller oe oxnvoBeoia tov Jiirgen Fehling, Prydodos I now FovAiéuog
TéAhog og ovnvobeaia tov Jessner (1919-20): Sheg oL TROoWTAGTNTES TTOV St~
PWOoav ™V £1x6vVa Tov eEmpeaovioT axnvobé).

“Eva exteveég emhoynd repdhato, «Concluding observations» (0o. 218-246), ov-
voyiCel ta ouptepdoparta yo v eEmpeotoviotiry mapdotaon om Lepuavia, divel
HLOL TTQOOTTTLA] TV TOMTKMY %o Beatoirddv eEAEEMV TV ENCUEVOV ETAV, TV ETL-
dpdoewv otoug Piscator, Brecht, Agtd, alkd xou Grotowski, 0to B€at00 ToU Teahs-
you, ahhd xou xvpimg otov Robert Wilson xu dhhovug avyypovoug oxnvoBétes. Ahn
wat Lo, #AmTWs TOEUYVWLOPEVN auviiBmg, Twv avyyxeovmv Beatourdv eEehiEewy €-
yeL avarohvgbei. «The range of twentieth-century theatrical experimentation bearing
some affinity - either through direct influence, some sort of mediated exposure, or
simply by analogy - with German Expressionist performance is impressive. Taken
together, the achievements of the European and American theatrical avant-garde,
from Piscator and Brecht to the present Postmodern era, suggest that the most
significant legacy of theatrical Expressionism is its discovery of a means whereby
contemporary cultural themes and images could be made to converge with rhetorical
power upon the body of the actor. In this tradition, the living presence of the actor on
stage is foregrounded as problematic, to be sure; but it is a problem particularly rich in
rhetorical possibilities» (0. 245). O nBomolds wg medium, Kg TaEOVOLHOTIS TOU dEi-
XVEL, elvar owelo oToaTywx] Yo Tov 0pBoroylom) Mgy, 7mg ®at Yot T PETOQU-
o6 Agt. O eEMEECIOVIONGS AELTOVQOYEL G [LOL TOAMTLOWLAT] KAQOVOULGL UE KEVTQLRO
Bgpa o Blopa mg Cwrig 05 LOToEWRNG ®OIONG™ UE TV EVVOLXL CUTY TTUEUELVE ETTIXAL-
00¢ 0 6o Tov 200 auiva. «Chief among these legacies, the strategy of coming to terms
with historical crisis by anthropomorphizing it in the body and voice of the actor
remains evident to the present day» (o. 247).

O tépog x»helver pe tg vroonuewwoels (oo. 248-292), wa selected
bibliography (00. 293-298), ®afwg xal Eva gvpetioro (0o. 299-311). Fascinating
1 avAyvVOOon TOV TOHOV autoy, 6Ttmg eival xat 0 Beatpunds eETQETIOVIONSS TV
o axpaia €xgeaot tov. O David Kuhns eivar xabnynnig mg ayyhurig Aoyote-
yviag »au Tov Bedrpov oto Geneva College oto Cambridge. Ov avalioeig Tov
myaivouy og BdaBog, delyvouy eVREQWON %at EVaLoONOia, LRAVOTNTA LOTOQLAMY
OUOYETIOEWY RO TAQOVOLALOVY %Ot £VOL YONTEVTIXG TOOTO YOUPS %Al TUQOV-
otaong. O TOHog pag YEQEVEL L0 ®OVTA 010 BeaTEIrd eEMEETLOVIONS ®VEIWG atd
) HEQLA TNG TUQAOCTUONG, ELOAYEL Evar SLEBVES avayvmoTinG oS 0g 0QLOPEVaA
YEYOVOTQ 0%EDGV AyVOOTU %Ot TAQOVOLALEL TEOTMMAITNTES, QYN ROl TAQU-
OTAOELS OO Lt TOAD %oy @don Tov moArtiopoy g Evpdmng, mov wotdoo,
1e T aobnuxég Toug emAOYES, €XOoUV emnEedoeL oyedOV TO OVVOLO Tng avant-
garde. AodexvieTaL Yo GA e Qoed, Twg TEQM 0o TO PECH TOV aLwva, (-
00g a6 10 MeooOLe Lo RIGAUG, OEV YIVOVTOL OVOLAOTIRA VEX TOAYROTA OTO OE-
10" OACL TQOUTAQYOVV €V OTEQUATL OTNV LOTOEIXY avant-garde, zatL ovyvd OxL
16vo ev oéppatt, ahhd 1jdn oe epfovaxy pooen 1j xaL wg OAGXANQO VEOYEVYNTO,
{owg TEEWEO, ahhd Lovtave x empdopo.
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