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VO, TO BEP KoL TLS LOQPES ETUXOVMVIOIG OMUALIVEL PLOL TTATOY) CITOOTQEOPY] TTPOG TO ONUELWTL-
%0 povtého, 1o omoio 1 de ouyyo. ixe eneEegyaotel to 1983 pe 1600 eVYAWTIO Kou Q-
otaTrd 1m0 o L] ToiTopY) povoypagic. ARG avni 1 otpogi] eivar evOgLLTAY Lo TV
mogeia mov maigveL 1 onpepwij Beatpohoyirn Bewplo, axohovBivrag, Oéher dev BELEL, T
Bearouii moaxtu]. O T6pog xhelver pe g onpewdoels (00. 259 €€.), ™ Piphoyoagia (oo.
271 €E.), éva gvpemiolo Gpov xat mparypdtav (00. 282 €E.) %1 €va evemjoLo ovoudtmv (ao.
286 €E.).

Baatep ITOYXNEP

JOHN DILLON/S. E. WILMER (eds.)
Rebel Women. Staging Ancient Greek Drama Today, Methuen, London 2003, o).
XXV+272, 10 ew., ISBN 0-413-77550-X.

H Bifhoyoapio yia Tig LOTOQIXES 1] OUYYQOVES TARAOTATELS Ry aiou Moy dpd-
patog avEdvetal pe yoiiyopous pubuotg xat teheing duoavdhoya pe to tagehddy, oav va
€xeL Poet n Khaowj ®uhohoyia éva véo medio dpdoens, 10 0ol Ty yonteveL xow Ty 0dn-
vel paxoud and ta epadootaxd nedie mg EQEVVAS ™G koL AeltovQyel eveQyeTLrd OYL HOvo
YLOt TOV €QEVVITLIXG VBOVOLOPG hAd Y To péMov g xhaowriic toudelag yevirdrepa,
oto fabud mov ot Bepatohoyirég emhoyEg mg ornvirig TEARTIRYS aoTehoUV Eva fapd-
HETEO EMXAGTNTAS %o EVOL EXEYYVO TOV gvEUtepov evdlagépovtog. H eviamny evaoys-
nom ue Tg ovyyeoveg eounveles mg agyaiag Teaymdiag ®vplng amopvBomoLel ®oL 0QLopE-
voug «uiBovg» g eopumveiag ™mg xau BETeL VEES EQuTicELS, TTOL delyvouy T ¥Aaowxd €oya
vrd €va duagopetnd pue. 1. x. ov epunveieg mov rupLapyovoay oug dexaeties 1970 o
1980 vré ™y emjoeat TOV PEPVIOUOY, TWS T TEAYLRA EQYC %QATOUV €V YEVEL at Oy eSOV
HLOOYLVIXY OTAON %t TEQLORICOVY T) Yuvaixa 010 ORTL %O TV Ratadivdlovy omy agd-
Vel 6mwg axifis 1oL oty apyaic xowmvir) meaypatxdtta, 1 mv eEootpaxiCovy oe
vmode€oTeQoug kowwvirodg p6houg (BA. . . S. B. Pomeroy: Goddesses, Whores, Wives, and
Slaves: Women in Classical Antiquity, New York 1975), eva) veGtepn éoevva vroypapuiCel,
TG 1) apyaic Toaymdic defyver pet OAGxANQY OELQA UG YUVAIXES, TTOV EXAVAOTATOUV VA~
VILOL OTIG LOYUOVOES TATOLIQYIRES VOQUES KO PEQIRES POQES Pranompayoly xiGhag evavti-
ov Tov avdpurot xéopov: Ayad, Mijdeia, Khvtoaupvijoroa, Exdf, o Ixéudeg, ow Aavaideg
#th. (BA. oe emhoyi: H. P. Foley: Female Acts in Greek Tragedy, Princeton 2001, F. I. Zeitlin:
Playing the Other: Gender and Society in Classical Greek Literature, Chicago 1996 #th.). O t6-
1o cwtdg elvar Tépog TiunTrdg Yo m Marianne McDonald, 1) omolo Gy pévo yonuoatodo-
moe 10 Thesaurus Linguae Graecae, ahd ouvéBahe onpavixd oto egevynuxd medio tov
OUYXQOVMY (L LOTOQIRWY EQUIVELDV TG ¥Aatouunis Toaymdiag: petd m dudaxtoguu mg dia-
1o}, Terms of Happiness in Euripides, Gottingen 1978 dnpooievoe €va mowtomoguaxd, yio
mv enoxy Tov, fiphio: Euripides in Cinema: The Heart Made Visible, Philadelphia 1983, 6mov
yvapLoe otov xéopo g Khaowig Prhoroyiog yio modim good tig tawvieg 1ov Muydhn Ka-
#oyLdvvn. Axohoibnoe to 1992 1o Ancient Sun, Modern Light: Greek Drama on Modern Stage,
New York 1992, mov aoteAeiton vupiwg amd ouvevietEeig oxnvoBeTdv xat eoumveutdv (BA.
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™mv eMnvin petdgoaon tov IT. Mdteot, Abijva 1993 xav m fuhoxoioia pov omv Hagd-
Paowv 1, 1995, 0. 298-301), »aw 1o 2001 Sing sorrow: Classics, History and Heroines in Opera,
Westport 2001 (BA. mv ehhnvurij petdgpoaom mg Farag Hotapdvov, ABriva 2005 xow m fu-
Brioxguoia pov omy Iapdfaaty 7, 2006, 00. 460-466), aorimua TG povoLric g moudei-
ag, Tov grdvel and Tov Monteverdi éwg 1o Gospel at Colonus tov Lee Breuer xow m Mijdeia
Tou ®e0dmwdxn. To 2002 eE€dmoe pali pe Tov Michael Walton €va topo yia g ovyypoveg
wohavdrég epunveieg me apyaios ehvinis toaymdios: Amid Our Troubles, Methuen 2002,
eva) 1o tehevtaio BpAio me, The Living Art of Greek Tragedy, Bloomington 2003 amoteheital
ané avoMIOELS TV OWTGUEVOV TROYMILDY VTG TO YOS TOV OUYYQOVOV EQUVELDV. AUTES OL
povoypagpies ovvodevovral and éva oAGxAneo motdut and deboa xau roloeis' 1 (dua €xet
UETOPQAOEL ETIONG, WOVY TG 1 O OUVEQYOTLTL e GAAOUG, piot 0€LRA artd Ty WIES, Ol TIg
omoleg ueQurés Porray xat 1o dp6po Tovg ot oxnvii (Aveeydvy 2000, Avdpoudyn 2001 pe tov
M. Walton, Towddeg 2002, xou tig do HAExtpes pali pe tov M. Walton 2004).

Kat’ autov tov 1oomo dev eivar vepfolnd va movpe, mwg n (dia 1) TiHoPEVY amote-
el éva gidog xvnuijotag duvaung cvtod Tov mediov €pevvag ms Khaoug dlohoyiag, mov
#£00{CeL yoriyopa ouvextg €dagog xat avayvauon. Emonpaive ed@ uévo mv xuotdteon,
og 1oa, fiphoyoapia: M. Mueller: Children of Oedipus and Other Essays on the Imitation
of Greek Tragedy 1550-1800, Toronto etc. 1980, E. Hall / F. Macintosh: Greek Tragedy and the
British Theatre 1660-1914, Oxford 2005 (). om ouvéyew), H. Flashar: Inszenierung der Antike:
das griechische Drama auf der Biihne der Neuzeit 1585-1990, Miinchen 1991 (2. ™) fiffAoxot-
ola pov omv Iagdfaow 1, 1995, oo. 298-301), E. Hall / F. Macintosh / A. Wrigley (eds.):
Dionysus since 69: Greek Tragedy at the Dawn of the Third Millenium, Oxford 2004 (BA. ITa-
odfaaig 7,2006, 00. 479-488, exel non fifhioypagia), n dratoiprj Tov P. S. M. Rogers: Greek
Tragedy in the New York Theatre: A History and Interpretation, Ph. D. diss. Michigan 1986, H.
Foley: «Twentieth-century Performance and Adaptation of Greek Tragedy», otov tépo: M.
Cropp et al. (eds.): Euripides and the Tragic Theatre in the Late Fifth Century, Champaign
1999/2000, oo. 1-13, K. V. Hartigan: Greek Tragedy on the American Stage: Ancient Drama in
the Commercial Theater, 1882-1994, Westport 1995, K. J. Wetmore: The Athenian Sun in an
African Sky: Modern African Adaptations of Classical Greek Tragedy, London 2002, E. Hall / F.
Macintosh / O. Taplin (eds.): Medea in Performance 1500-2000, Oxford 2000 (BA. ITagdpaoig
5, 2004, 00. 448-451), K. Holz et al. (eds.): Antike Dramen — neu gelesen, neu gesehen. Beitréige
zur Antikenrezeption in der Gegenwart, Frankfurt/M. etc. 1998 (BA. Iapdfaois 5, 2004, oo. 380-
384), S. Godde / Th. Heinze (eds.): Skenika. Beitrige zum antiken Theater und seiner Rezeption,
Darmstadt 2000 (B). Ilapdfaois 5, 2004, oo. 421-425), F. Macintosh / P. Michelakis / E. Hall
/ O. Taplin (eds.): Agamemnon in Performance 458 BC to 2004 AD, Oxford 2005, A. Bierl: Die
Orestie des Aischylos auf der modernen Biihne, Stuttgart 1997 %tA.

KabBpégpmg avnic mg eEatpetinnic duvapnic Tov egeuviuzot cutol xkeov eivat xal o
mpoxeluevog tépog. To emonuaiver xaw o Steven Wilmer omyv etoaymyrj tov (00. XTI €€.). Ta
dchdena perenipare Tov Topov ywollovial ot Tels evémTes: «International Adaptations»,
«Irish Versions» #au «Rebel Women in Ancient Drama», avdloya pe ta evoLagépovia xat
#wpL6teQa dnpootevpata g McDonald. To mp@to péQog Eextvdel pe ot yonrevtiny pehé-
m g Edith Hall: «Iphigenia and her Mother at Aulis: A Study in the Revival of a Euripidean
Classic» (00. 3 €E.), GTOV CUVaVTIGEL RAVELS, OMV LOTOQUAY UVAORGINOT OXETIHWY EQYWV
%L TORUOTAoEMY, %o ™V Ipiyéveia tov Térgov Katoaim: n Buoio mg omy Avkida di-
VEL VTG TO QOIS TOV GUYXQOVOV EQUNVELDY %ot TO ¥AELDT Yo v xowavénom mg Khvrawuvii-
ortpag: dev ovyydenoe atov dvroa g moté T Buaia g xdens. Y6 o moiopa Tov ovyxo-
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YOU QEMIVIONOD TO €070 avomahlmretan xan Tdh otig dexaetieg Tov 1970 xaw 1980, pe agpe-
moia mv Tawia tov Kaxoyidvw. To Bépa mg Buoiag evig aBdov xoQutotod, yua vo Eext-
VIjoeL €vag avonTtog TOLEROs, eival o enixalo mapd moté. H ovyyp. ovintdel g whav-
durég eunveles, VOTEQU TV GUEON OUOYETLON TWV OUYYQOVOV TTaaotdoemy pe tov TTohe-
o tov Ipdx (2003). H evoutideta toaymdic: gaveaiver pa aELOTQO0EXRT AVATOQUTTIRG-
IO ML Ay avic TV agynydV, mov melBoviat Telnd and o (dlo To Ba, Tog o Bdvardg
¢ elvar avayraios. «Iphigenia in Aulis uses its myth to explore peremptory life-and-death
decisions by showing how, during a military crisis, several members of the same family took
and rescinded decisions about the life of an innocent girl. Agamemnon has summoned her to
be sacrified, changes his mind, but is incapable of sticking to the better moral course out of
fear for his own army. Menelaus changes his mind, emotionally rejecting his earlier ‘logical’
justification of the atrocity when he sees his brother’s distress. Even Achilles allows himself
to be persuaded that Iphigenia really wants to die. Indeed, the morally unstable universe of
the play seems to have encouraged ancient actors to edit the roles they played more than
usual, thus making even more changes to the text of Iphigenia in Aulis than were suffered by
most Euripidean tragedies: not only were there alternative prologues and conclusions, but
the individual speeches were extensively trimmed and elaborated» (0. 27, D. Page: Actors’
Interpolation in Greek Tragedy: Studied with Special Reference to Euripides’ Iphigeneia in Aulis,
Oxford 1934, G. Mellert-Hoffman: Untersuchungen zur ‘Iphigenie in Aulis’ des Euripides,
Heidelberg 1969). O Terry Eagleton tévioe oe mpdopato fiphio tov (Sweet Violence: an Essay
on the Tragic, Oxford 2003), twg omv meplmtmon mg Ipuyévetag 1 toaymdic dev gaivetal
avamdpevx), 6mmg €xel xaBopLotel wg eLd0AOYLRY TEOUTGHEN RatL YOQARTOLOTIXG YVMQL-
opa mg Toaymdiog’ 0 (Lo To xelpevo elvar e drapagrupla, xat TEoidedlet yia v TdEn
exdirnong me Khvtapwiotoag: o Ayapéuvev eivar amhas eyxhnuartiog mohépov. «The play
has also re-emerged because it speaks to a world where innocent victims of international war
— many still children and teenagers — have no power even to protest against their fates; they
are at the mercy of international war justified by the sophisticated orchestration of public
opinion in both domestic politics and global new enterprises. Iphigenia has suddenly become
important because, like so many victims of conflict in the modern global village, she could not
rebel and was, almost literally, ‘spun to death’. This obedient Greek tragic woman persuaded
herself into dying in order to acquire immortal kleos: by a strange paradox, she has indeed
won fame in recent years by serving rebellious purposes posthumously» (0. 31). TTag €xer ah-
MdEeL n xhaowii grhoroyia, epunvevoviag Ty onueowvi] emxapdmTal

H Isabella Torrance, «Resonances of Religion in Cacoyannis’ Euripides» (00. 42 €€.)
aoyorelTaL ®VRIWG HE TO Yuveure(o %06 OtV Ipryéveia %L 10 CUUBOMOUG TOU YGUOU PE TO
Xdpo, ) yvopilovtag féparc my mapddoom Tov potiov om haixi hoyoteyvic xay Taguai
moaxtir] g EAGdag, #au e 10 %006 tov tapbévav omy HAéxtoa, tov oupfohilel 1o ye-
Yovag, g eivar pévo «driBev» mavrpepévy. H Fiona Macintosh xatamudvetan pe eounvei-
¢ e Mijdetag: «Medea between the Wars: The Politics of Race and Empire» (00. 65 €E.),
ahhd Oev otéxetan om Mijoeia tov Hans Henny Jahn (1926), ahhd oto oyo Asie Tov Henri-
René Lenormand (1931), mov €xer mapaotadel xaw omv Avotpie, myv Itakic zow my EAG-
da. Kard ta yoagdpeva tov ovyypagéa oto «Les confessions d’un auteur dramatique», B’
0., Paris 1953, 00. 247 €€., epnvedomre 1o €oyo 1o 1930, Grav folondtay omy Abiva va
deL mapuOTAoELS TOV TaAUGTEQWV £0YMV TOV Simoun xaw Raté »ou tagouxohovifnoe teht-
%A now ug Aehgueég TopTég: 1o Asie mailetar 1o 1933 oto Béargo Kotomovin (A. Baathei-
ov: Exovyyooviouds 1j mapddoon: to Oéarpo mpdtag oty Abhiva tov Megomodéuov, Abva
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2004, 00. 404-407), dpapomnd €0v0 yua ™ Mijdewa mov eEehiooetan o eEwtind mepiBdrov
g Ivdovnaoiag (BA. xar D. Knowles: French Drama of the Inter-War Years 1918-1939, London
1967, 00. 104 €E. xou P. Blanchart: Le Thédtre de H.-R. Lenormand: Apocalypse d’une société,
Paris 1947). H ovyyoaqn xat mapdotaon tov €pyov to 1931 1jtav n avtidpaor tov omy amot-
wonpatky) €xBeom tov 1931 oto Iagiot, mov eEebeicoe «la plus grande France» xau tig
«grandeur et servitude coloniales» oty Ivdoxiva, pa evépyeLa xaw onrogeia Tov roTadind-
oTre OVOompe ad TV ToTe Yohhxi Aglotepd. “Etol n mapdotaon cvni hettovpyel Lotopt-
%d g TEOdEOUKY HOEPY ™G avarrdiuymg ™e MideLag 1S avTLTIQOTWTEVTIRIS ROEEIS TOV
HaySpevov pepviopoy petd to 1970. Qg tehevtaio peAémpua cvmig me Bepatiriic evémrag,
1 Mopiva KotCapdvn magovotdCet pe mohl »ohd texpmoLopévo 16mo %ot ToMd hemrtope-
oeLaxd 1o Gt 1600 YVOoTd otowyela, Eva xepdhato g dratoLBiic me: «Lysistrata Joins the
Soviet Revolution: Aristophanes as Engaged Theatre» (00. 78 €&.), mapovoidCovrag e Gha
10 oUppEAlopEva TV povotk tapaywyj tov Nepipofurg-Aavioévro to 1922 oto «@¢ato
Téyvne» g Mdoyag.

210 Bepamnd Tjpa yio g LAavOés eQunveleg ouvavtolpe aQyuxd e pekém me
Melissa Sihra, «Greek Myth, Irish Reality: Marina Carr’s By the Bog of Cats...» (00. 115 €E.),
et ovyyoovn eppnveia g Mijdeiag, divoviag Eupaan otov oM TEQLOQLOUEVO KOWVWVIXG
06ho g yuvairag omy ko Iohavdic. To momtxd €pyo mov dnpootevmre to 1998, di-
abéTeL naw o aveypatirn pop@n, Catwoman, xdm ooy adot) pubohoyurij ovidmta, 6rmng
N avdroyn ooy atov Mixod ‘Eyiodgp tov Tyev. O Steven Wilmer avoiyet to O€pa mg Mij-
oetag omv Iphavdic xou oe dhha €pya: «Irish Medeas: Revenge or Redemption (an Irish
Solution to an International Problem)» (00. 136 €€.), avahiovtag m Medea mg Deborah
Warner (2000), wov €yet éva 3000 mov wAdet ota keAtrd havdird. Me dhhes tapaotdoelg
#aw €gya omv Iphavdio aoyoreiton o Anthony Roche, «Kennelly’s Rebel Women» (00. 149
€€.), avakiovrag my Averydvn, m Mijdeia vaw 1 Towddes tov Brendan Kennelly. To -
Hot U6 TERELDVEL P TapaTnoroels Tov Seamus Heaney, «' Me’ as in ‘Metre’: On translating
Antigone» (00. 169 €£.), o omoiog eElotopel ™ drardixacion g emAoyg TOV HETEOL Yut Tat
OLApoQa THOTE TG HETAPOAOTS TOV.

Ta pehemjparte TV TOIToV TUHOTOS avijrouy axpaipvéatepa otV Khaow duhoroyio:
Eexwouv pe tov Rush Rehm, «Female Solidarity: Timely Resistance in Greek Tragedy» (oo.
177 €E.), moMi evdiapépovon pekém, mov eETAlel TIc HOQYES «OVTIOTUONG TWV YUVALRMY
omv agyaia Toaymdic: 1) akinleyyin avdueoo ot yuvaixes Tov x0Qov, mov foloxoviat
omv i ardotao (7. . [x€tides), 2) alAheyyin avapeoa oe TWTaywvioToue ®aL 00
yovardv (Towddeg, Exapn wth.), alnheyyin avdpeoa oe do mpwtaywviotoieg (Avrryo-
v wth.), xow 4) «female solidarity that extends to males» (Owdimovs emi KoAwva), o %o-
TyoQla oV TEQUAOPPAVEL Lt «YUVOUROTOMOY)» TOV Gvrpa TEwTaymvion: «we find many
examples in tragedy of the feminisation of male heroes, suggesting an underlying similarity
that Greek sexual stereotypes tend to occlude — among them, Admetus in Alcestis, Heracles in
Heracles, Jason near the end of Medea, Talthybius in Trojan Women, Philoctetes in Philoctetes,
Pentheus in Bacchae, and, as hinted earlier, Haimon in Antigone. In that play, as in Women
of Trachis, Sophocles sets the stage for the revelation of female-like males by first presenting
scenes of solidarity between women» (00. 186 €E.). Emiong ol evdiagépovoa eivar 1) pie-
Aém tov J. Michael Walton, «Outside Looking in Subversive Choruses in Greek Tragedy»
(00. 193 €E.), Lot ToUg %0Q0Ug 0TS Yuvaireg, oV EXPEALOVY, E0Tm TubNTRd, MV avibeor
TOUG OT0L TEXTAVOPEVOL ETLL OXNVIIG %O CUPTTCQUOTEROVTOU OTLS TIROTALYOVIOTOLEG. AvTi) 1) du-
VOTOTTC TOU CQVITIXOU Y OMUOHOY TQETEL VOL VIQYE el 0TIV KOWVMVIAI TQUYROTHOT)-



654 BIBAIOKPIZIES

o TG emoyic. O x0p0g ouviibng oxégpretan aveEdotra: «A close examination of what the
Chorus actually say in almost any tragedy shows that, far from being inert non-participants
with vaguely engaged sympathies, most choruses are quite capable of independent thought
that is neither led by the need to offer the playwright’s viewpoint, nor by a requirement to
assume a passive role in the plot, even when they have a special sympathy with one of the
characters» (0. 198). Ente1d1] 0 50005 gootoe xat m pdoxa, xaw Ghot axQipads myv (diat, avii-
TQOOWIEVEL TNV AVAVUUN KOVI] YVAUN' KOL OTLS VTLOQTOELS TMV YOGV KUQLUQYOUV OL Yu-
vawzeio yopoi: «The implication is that the questioning of authority or of the convention-
al view may be found more in the world of women, or through the eyes of female characters
rather than male. Their means of demonstrating it are also much subtler. If this is true, then
it may reinforce the idea that what appeared to be repressive in the social practice of the fifth
and fourth centuries BC proved less so at the time than it does in retrospect» (0. 207). I'vvai-
%EG €LYV TO ALXG TOVG GUVOETO TOMTIONS, IUPOQETIRG (TS VTGV TV AVORMY: 0TV TER(-
TTOON ™S ROTAMYNG oG TG and €xB0US OL GVTRES TROTHVOVTAL, OL YUVAIXES TWAOU-
viow oxhdfes — ahhd Poloxovy tpdmovg va emlovv. H eniyvoon mg oupminoopatizdmrag
10V §00 TOMTLON@Y, TOV AVIQIXOU %L TOV YUVAULREOY, GOV O AVIQUKOS KUQLE)EL QaveQd
0™ dUOCLETNTA Gt GRS AVAYRAOTIXG AVAUEDTH OTOVG TEGOEQLS TO(YOVG TOV omiTtoy, Bupi-
Cel mapopotes mapeEnyoets and ™ gepwviotiry avbommoroyia, Gtay aoyoAelTaL e TOV ma-
oadootand haixd mohtiopd mg EMhddag, 6mov mapayvmpileton oe mohhd pereninata, mog
0 EUQUVIS TATELAQYLOUGS elvar eV TOMLOIG €va ed0g «BLTpivagy, eninedo dMnudotag Tagov-
olaomg ot oxnvoBeoiag, Tov xEUPEL 0md ®ATO WUiot dLOQOQOTOUUEVY) TTQUYUOTLROTITCL TV
duavBpdmvev xat draguiirdv oxéoewv. H imapkn xou evog devtegov atohoyixot ouoti-
HaTOg, TOV POIOXETUL ATOXAELOTLIRG 0T XEQLLL TV YUVALRMY, YIVETOL PUVEQD OTNY TEQITTM-
on duyeipuomg xploewv mg Lwnjc: yévvnom, agedotia xau Bdvatog Poloxovion amoxhelott-
%A OTA XEQLEL TWV NAMKIWUEVOV YUVALRDY.

Ko 1o emépevo pehémpa, Tov James Diggle, «The Violence of Clytemnestra» (oo. 215
€E.) elvar pev ouviopo ahhd eELQeTLrd EVOLUREQOV: TEQLYQAPEL T OXNVY] OTO ExxURANUL
(Ayau. 1379-1392), 6tav n Khtawpvijotoo €EL0T0QEL 0TO %OWG, OTEXOVTAS VM OTOV 10N
VEXQO AYOUEUVOVOL [IE TO CULUATNOG TOEXOUQL OTO XEQL, TG AXQLBAS TOV OXGTWOE, TOQLOTA-
VOVTAS TQOQPAVMS e ULMHKG TOOTO T CAAeTAAN A YTV HOTe OTOV TOYLOEVUEVO - O TUYYQ.
otéxeTal eWdixd omy 0QoAoyia Tov yonotpomotel 1 oLELYORTOVOG, TaQOROLALoVTAG TO i,
OV ™V TTCIMOE e T) yovipomoumuxij %t gvhoynuévn fooxr tov Afa, mov dpooilel toug
OMOROVG %aut avVOLYEL VEQ Tani, pLet OpnoLxI} TOQOROIWON, TV avTLoTREPETaL €D pe Pavav-
0o 1pdmo. «In all of Greek tragedy, there is no image more horrifying than this. Here stands
Clytemnestra, bathing herself in her husband’s blood. She compares that blood to the rain
from heaven. The rain is a precious blessing from Zeus: it gives life to man and nature alike.
She compares her joy in the blood in which she bathes to the joy of the crop when it bathes
in heavenly rain. The crop rejoices because the rain brings life, because the rain assists in the
birth of new corn. Clytemnestra evokes an image from orderly nature - she who has violated
the natural order; at the moment she brings death she evokes an image of birth» (a. 221). O
P0G TereLdVEL e T pedém tov John Dillon, «An Archetypical Bluestocking: Melanippe
the Wise» (00. 222 €E.), Yo mportaymviotoLe «co@i» o xauévn €oyo tov Evourdn, e éva
appendix Tov Athol Fugard, «Scene from a new play about Hildegard of Bingen» (0. 235
€€.), mov dev ovoyEeTITETOL PE TEGTO OVOLTTLXG PE TOV TOHO, pat «BLo-Biphoyoagion e Ti-
popévng (0. 240), Tov xotdhoyo Twv ovyypagéwy (00. 241 €E.), wa emhoyn fuhoyoagpiog
(00. 245 €E.) nau €va yevind gvpetiouo (00. 265 €E.). Zrov mpdroyo tov John Dillon vrdo-
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&L o epieoyn afheic, Stav whder yo «both Socrates’ and Euripides’ Electras» (0. XI,
G apheio 0. 66). ARG ovtd dev TEEMEL VoL PELDOOUY T X xOd TG TIROUEVNS, Yiol 0 T6-
HOG TEQLEXEL HEQUXG TTOM) ovotaoTiRG peheTijpato xow elvan dhho éva delypa yio Ty ayo-
Mvom duvauurij Tov ggeuviTiroy owtoy mediov, mg avafinong Tov agyaiov dpdpatog oto
ONUEOVS HOOUO.

Baatep IToYXNEP

EDITH HALL / FIONA MACINTOSH
Greek Tragedy and the British Theatre 1660-1914, Oxford University Press, Oxford
2005, ogh. XXXVII+723, 86 eix., ISBN 0-19-815087-3.

Ov Khaowot @thdhoyor amoderxviovian doLotol totopurol Tov Bedroov Twv vewté-
owv xoovav. H 1déa tov fifhiov avtot yevviinze to 1989, Grav oyxedidomxe to Archive of
Performances of Greek and Roman Drama mov Aertovpyel ofjuepa oty OE@Gpdn %o oto
omoio epydtovtar za o do ovyye. H emybia mg eneEepyaoiag avnic mg povoypagi-
ag eviayitnue axdpa meELooGTeQo pe ™ dMpoaievon tov fipiiov tov Flashar yua myv worto-
ola TV TaQUOTATEWY TOV aEXiov EAMVIXOU JOGUATOS OTIG GXNVES TV VEWTEQWV YOGVOV
1585-1990, to omoio Spwg, 6mwg mapamEovv owotd o dvo perenjtoleg atov [Tpdhoyo (oo.
VII €€.), eivau ®dmmg yeQUavoxeviguo xau mapapehel duoavdhoya my vraéhout Evod-
), eve) dev eotidler oxedov xabShov omy Ayyhic. O x0voroyrGs TEQLOQLOUGS OTO £T0G
Tov Eeondoparog tov TTpdtov Moyxrdopov [Torépov elvar anagaimrog, yorl o 20° -
VOg QEQVEL JLOL TOAD TTLO OVOLAOTLXY] EVOLOYOANON e TO oy aio BEato amd Gheg Tig Ton-
youueveg emoy€c, epdoov pe tov Nietzsche, tov Freud, m fuxtmoiavi oyxohij mg eBvohoyi-
ag, puhohoyiag, Bonoxretohoyiag xa apyaoroyicg alhdfovv oL ouvteTaypuéveg TG Ratavo-
N0NG TG CEYGTTOS XABKS Rt oL ouvBiireg MG oYy e0vNg Tedoyiis te. Ta yoovoroyt-
%d GpLat TEog Tat Tlow amoxheiovy (entomg owom) emhoyn) to Ehoafetiavs B€atpo vau Ee-
%oy pe v nepiodo mg EnavépBwong 1o 1660, Gtav emtpendtay mdh n vraEn xau Aet-
tovgyia Bedrpwv omv Ayyhic. O 16105 auTls OUYREVIQUIVEL VOl AEGOpEVE TAOTUOLO VAL
%6, Tov dev pavralotav xavels Twg vdoyeL o Tétola €xtaon. O duo pehemitoleg dMAo-
VOUV YONTEVREVES OIS TO TOMIXQOVO LoTOELXRG TOUG TaEIdL, %0 VIoyQauuiCouy t onuacic
0V TEOOWmKOY BeaTrol Pldpatos, 0T Al TG LOTOELRES TYEC, Buplloviag mmg xat
o Freud ouvéhafe mv owdunddera Bewpla tov magaxohovBdvias mapdotaon tov Monet-
Sully to 1885, o Kierkegaard rjtav yontevuévog and tg dnepeg tov Mozart #th. Qotéoo 1
evaoyoinon pe m Beatowri wotopia yio Tovg Khaowots Prhordyous eivan xon €va aim)-
o o mpaxtikG: «If Classics is to find a purpose and role in the third millenium, it needs to
ask questions about its purpose and role in past centuries. Classics’ needs to understand the
history of Classics as practised and enjoyed both within and outside the confines of academic
institutions and published scholarship. [...] Our book is intended to tell part of the story of
how a rather different British public imagined Greek antiquity. For amongst ancient literary
genres Greek tragedy has exerted a particularly powerful influence on later cultural life. It has
been a crucial medium through which people untrained in Greek and Latin could have access



