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Tov cuadva pag: O Frank Wedekind xow 1o Evmvnua s viotns», otov 1opo: Evowmaixij Oe-
arpohoyia, ABriva 1984, 0o. 223-256, 455), evad o) oxnvij Tov ouvedpiov Twv xabnyntady ei-
VL QAVEQD TG TQGRELTAL YL0L XAQUXTOUQX Oyt TRatypartkdme. Ot ook vy Tov Ghov
£0YoV Gpmg pmogel va amodeuytel xat oe TOMG dhha enimeda xal o€ GAES TIG RaTYOQIES
TEOOHTWY: TTOL KOQITOLL, TCL CLYGQLLL, TOUG I%OUS TOUG, TTOUG EXTEOCHTOVS TS dNPOCIETY-
10c. H ovyyp. avopomiétar eniong, av vndoyel xdt oav oatourd-toayixd atotelo (oo. 106
€E.). Zanpurés TapovoLdLovTaL xat oL LUTTPOCWTIKESG OXEOELS" CUTIOURY] EIVAL %Ol 1) YQ1jOM
¢ YMDooag, N omola ouyvd eival avdopoom), vtepPohur,  YAwooury €xgpoaoy) Poloxretal
o€ avtiBeon pe o meQuexGuevo 1 xa o avtiBeon pe ™ dpapomn xordotaon. To ouvédplo
TV xabyrav elvon tehelng yrpotéox, €vag eprdimg evog dixaomoiov, 6mov 1 oaTouk
dudotaon dragpaivetar 1§dn and ta ovopaTd Tovg. AXGUe %o 0T AGYO TV VeaQwv oatpie-
T ovpaviotiky uoppwon. Tekelwg yroTéon eivar GAAWOTE 1) O%NVY] OTO VEXQOTUPELD e
TOV GYVWOTO PETOUPLEOUEVO ®TQOLO (TOV EdwOE apopui] YLor AoYG EQUNVELES, OTNV TOELE-
oa Tov €mauEe o (dLog 0 Bévtenvt) xouw 1o vexpd Mdputg mov epgaviCetal 0Tov Tapo Tou pe
70 %EQPAM TOV OTO YEQL.

Me mapdpoto 1démo avarietan xaw 1o Oayd - n odtipa s odrigag (0o. 158 €E.), 6mov
10M aé Tov titho dragaivetar To peta-eninedo ™mg eounvelag: o Bévienwvt yodget pio odr-
00 yuet T odTioa, Mhadr Tov GO0 TV CaTLROYQAP®Y, EXDOTAV KUL CUVTAXTAV EVOS OUTL-
oY meQLodirou. Kau edd Eenvdel pe v mpdohmym ot mooymeet oy avdivon, %ot oto
téhog o duarimmon g Bewplag ™ odtpag xatd Béviexivt. O 16p0g TeheLdVEL pe o ov-
voyn (00. 219 €€.) vauw ™ Biphoypagia (00. 224 €E.). H 06CevEn adupag xat dpapanxoy ei-
doug odrjynoe o€ o avavéman g dpapaTiris Yoaps 0T 0TEORY TOL cuLava, ol deV gival
Tyaio, Tmg 1 ovoleotr] TREoANYM Tov Bévienvt yivetan Tohd agydtepa, g ato xoovi-
%6 dudomua Tov Mecomorépov.

BaaTep IToyXNEP

YANA MEERZON
The Path of a Character. Michael Chekhov’s Inspired Acting and Theatre Semiotics,
Peter Lang, Frankfurt/M. etc. 2005 (Heidelberger Publikationen zur Slavistik. B.
Literaturwissenschaftliche Reihe, vol. 29), og). 338, 11 eux.,
SBN 3-631-53096-X.

Yndoyet éva 6ro avEavépevo, mpdopata, eVOLAQEQOV Y10 TIg LIToXQITXES BemQles TOU
Muyanjh Togywe (1891-1955), avupiot tov Avrovwy, pabnt] tov Etaviohdeoxt xat VoteQa,
ent orawiopod, n6omoro ko ddorahov vroxguiiklig oMy AyyAla xau Ty Apeouri, voxoL-
wnég Bempieg ov Eextvovv amd v oAGTTa 0BMOTOG — YUY — TVEUROTOG, %o Aappdvovy
vrym ™ gaviacio, Tov Weatd pdro xaw Tovg idlovg Toug Beatéc. O «epumvevouEVog» vo-
#oumig BAEmEL TOV £avTd TOV 106 Beatr], xaw TN Mpoveyio: Tou EGAOV TOV AVEQWTLETAL OUVE-
x 0, g B avidpovoay oL Beatég Tov. Alyes PUTOYQAPIES TEXUNOLHVOLY VT TV ROTO-
Tt} wavéTia petapdgnong (og Skid ato €gyo Artisten Tov Max Reinhardt 1929, a¢
Ivan the Fool omv napdotaom The Castle Awakening oo Hagiouto 1931, wg Hamlet om M6-
oy 1o 1924, wg Skorokhodov ot foupij touvioe A Man from the Restaurant 1o 1927 om Mé-
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0y, %o wg Brulov palf pe mv Ingrid Bergman omy tawia Spellbound tov Alfred Hitchcock
1945). Ou durég tov Bewpieg TG «ePTVEVOUEVNS VITOXQUTXIS» BolonovTaL 0TO OTaVPOdEG-
1 TOMGY oyeTrdY Bewpuidv g emoxis, and Tov Ztaviohdgoxt otov Laban, ou n mooxel-
v povoypagio: Tig ouvdger pe ™ onpewwtin Bewpio Tov BedToov, Grog dtopogpnonue
omv Iodya rov Mecomorépov. Ta faoird tov yoamed eivan n moaypatela To the Actor. On
the Technique of Acting, New York 1953, yodgmpre ayxd ota yeopavird yipm ota 1930 oto
Begohivo, Eavaypdgmze ota téhn mg dexaetiog tov 1930 ota ayyhud, 6tav Sidaoxe vio-
xouu oto Dartington Hall. To 1942 mijye omv Apeowrii, akrd dev forjxe exdom Adym me
«TVEVROTAOOVS» YADOOUS ™G (EUTVEVOUEVT G TOV AUOTQLIXG PLAGOOGO %ot Toudaywyd
Rudolf Steiner, mov whovioe yia éva Avdtepo Eawtd). Metd to 6dvato tov Togxwe, gito
na pabntés eE€dmoay onpeldoeis tov, oe dto topovg: To the Director and Playwright, New
York 1963, naw Lessons to the Professional Actor, 1985. To 1991 o Mel Gordon eE€dmoe v
agyu version Tov On the Technique of Acting Tov 1942, ov vrdoyeL xaL og oo €xdoon
Tov 1946. H éxdoom tov 1953 m.y. dev €xel Tig meQLyQapés xaw mv ounveio tov Apket. ‘Exet
engaviotel axdpa €vag drhog tépog, Tov M. Powers: Michael Chekhov. On Theatre and the
Art of Acting. The Six Hour Master Class: A Guide to Discovery with Exercises. Accompanied by
Lectures Recorded by Michael Chekhov in 1955 (Four Tapes), New York 1992. A6 mv avago-
00 TV oTowyelwv avtdy dtagaiveton 11dn To avEnuévo evilapépov ota tehevtaia 20 xodvia
o 20% auddva. Ag TooBETm xow o emheypévn Pphoypagio (rapaleimovrag Tig pwot-
#€g epyaoiec): C. Lendley Black: Michael Chekhov as Actor, Director and Teacher, Ann Arbor
1987, G. Boner: Tschechow M. Werkgeheimnisse der Schauspielkunst, Ziirich 1979, S. Callow:
«Foreword», otov t6po: M. Chekov: To the Actor. On the Technique of Acting, London 2002, .
F. Chamberlain: «Michael Chekhov on the Technique of Acting», otov tépo: A. Hodge (ed.):
Twentieth Century Actor Training, London 2000, 0o. 79-98, V. Ivanov: «Michael Chekhov and
Russian Existentialists», otov tépo: L. Senelick (ed.): Wandering Star, Iowa 1992, 0o. 140-158,
N. Kindelan: The Theatre of Inspiration. An Analysis of the Acting Theories of Michael Chekhov,
DAI 1977, A. Law: «Chekhov’s Russian Hamlet, 1924», The Drama Review 27, 1983, oo. 34-
45, H. Scolnikov: «Chekhov’s Reading of Hamlet», otov t6po: Reading Plays. Interpretation
and Reception, Cambridge 1991, 00. 192-206 ®Th.

H Introduction (00. 13 €&.) eEnyel 10 Bewonmnd mhaiowo ™mg eQyaoiag: v QuNVEVTEL N
vroxoutivy Bempia Tov Tofywy pe ta epyaheio ™g Beatouniic onuelwTriic, Omng €xet dt-
apoepwbel and m Zyohj mg [odyag otov Mecondrepo xou petd. «The aim of this book
then is to apply the semiotic framework to Chekhov’s inspired acting and render semiotically
Chekhov’s stage mask, Psychological gesture, imaginary body and imaginary centre, among this
other concepts» (0. 33). I'iat T0 OXOTG AVTG O OVYYQ. RATAPEVYEL KOL OF QOOLKA 0Py ElD %o
ota agyelo Tov Dartington Hall. To mpato xepdhauo, «Stage figure versus stage mask» (0.
37 €E.) Eenwvder pe pua avaluom mg «EPTVEVOREVIS VTOXQLTLRIIGY, OIS dLUTUIdVETOUL OTO
Buprio Tov 1953, mov Paoiletan oe ToLdvTa YOVLe TEoxTLXYG doverds rat didaoxahiag. T
™V meQLyeay mg ovoiag mg «uebddov» divel o Adyo atov (dio to peremmi: «To the Ac-
tor analyzes and theorizes the actor’s activity on stage both as creating an aesthetic object — a
stage mask — and as a theatre language, comprising a special type of communication between
the stage and the audience. Chekhov’s book offers an actor a path to his/her future character:
a stage mask or a stage figure. It presents a number of tools and devices for an actor on how
to attain his/her particular, individual verisimilitude on stage. It challenges the actor’s imagi-
nation in order to free his/her mind and body, and to open them up for experiment and joy of
creativity. / Chekhov’s model of inspired acting can be seen as a double-layered circular struc-
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ture [...], representing two closed systems, one within the other. It is a flexible scheme of de-
vices, any of which could be chosen by an actor as his/her starting point of characterization.
Therefore, since Chekhov’s technique is a circle, a self-closed, inclusive structure, it is almost
impossible to separate one element from another. In order to achieve a state of inspired act-
ing, a studend using Chekhov’s circle needs to incorporate in his/her characterization all the
components of the technique in a free arrangement. / The aim of inspired acting is to create
a stage mask through different techniques of characterization, which are based on psycho-
physical peculiarities of a character including its imaginary body and imaginary centre, or a
point of gravity. Chekhov’s stage mask, a product of the actor’s activity and an aesthetic ob-
ject, is a dialectic structure, which embraces both the actor’s I and body, and the character’s
I and body. Built on the idea of the actor’s ability to recognize the twofold arrangement of
his/her artistic consciousness in the process of creating a character, Chekhov’s method seeks
to educate an actor to achieve on stage full transformation, and to become free from his/her
consciousness, looking upon his/her stage mask as if from aside. Chekhov further suggests
actors not only see and hear their future single stage figures, but also see and hear the fu-
ture stage figures of each separate scene» (0. 36). H duoxohia mg xatavénong texvirdgv mg
UTOXQUILXYG HE YEVIXEG TEQLYQAPES Rt AGyLa pévo elvan o eddd pavepr). O nBomouds €xel
T€00€QL5 «adehpovs», arothipata: «1) feeling of Ease — the alternative to Stanislavski’s relax-
ation exercises; 2) feeling of Form — the actor’s awareness of his/her body moving in space;
3) feeling of Beauty — the actor’s inner sensibility to harmony in a work of art; and 4) feeling
of the Whole - the actor’s knowlede of the artifact’s dynamic form, which is perceived by a
spectator» (0. 40). Baown €vvola oV «ePTveVOUEVI» VIoxQLTLRY Elvan 1) €vvola ™G «u-
YOMOYLRIIG YELQOVORICG», IOV aoQd OAGKANQO TO OWpa: elvan xivnom euBuxY, ogam] xat
un-ovvarotnpomnr. «Chekhov’s new actor is to be controlled by his/her feeling of truth and
style, which are tightly interconnected.. Chekhov’s feeling of truth is opposite to that of Stan-
islavski. It is highly theatrical and embraces the concept of style, according to its genre, which
could be tragedy, drama, melodrama, farce, comedy and clowning. Chekhov’s technique re-
quires that an actor not be ‘true to life’, but be true to his/her psycho-physiology, to the giv-
en circumstances of a play, to the historical style of a period piece, to the genre of the play,
to the directorial style of a production, and to the character’s psychology as well as that of
other surrounding characters» (0. 40). O n6omoids meémet va xahhepyioet dvo Eexmolotég
ouveldoeLS: Tov VIoxELT| xat Tov Beam, tov BAETEL TOV VTG TOV 0TV TURACTAON. ZTV
€vvola Tov QUOROT %o ™G CEUOVIAG OL ATAYPELS TOV OUYYEVETOLY e TNV «EvEUOpio» Tov
Steiner, ™ uBpux} yvpvaonx tov Dalcroze, Tig xpovoypagies Tov Laban o my awofnri-
#1j Tov Volkonskii.

Awtd 1o concept of acting pie Tig PLA0COPIRES TOV SLOTAOELS TUYXQIVETAL 0T CUVEYELLL
e ™ Bearour} omperwninn g Zxohig mg Iodyag (oo. 41 €€., PA. ovvorrtrd otov B. TTov-
¥VEQ: Znuetodoyia tov Bedroov, Abijva 1985). O Toéxwg Péfaia elodyet xat pio G év-
VOLO, OV TQOEPYETAL amtd MV «avBpwmocopia» Tov Steiner, Tov «uynAdTeEQO EQUTO». ZT)
dMprovpyia. evég Bearpirot péhov ouvumdgyouv Tl oTEWNATA CUVEdNOMG: 1 RabnuEQL-
v1j Tov nBomorod, o «vymhdtegog Eavtde» tov, xou 10 Eyd tov oxnvixou yapaxtioa. Avté
ayy(Cer BéPara m petaguowii. To onpeio avtd eEnyelton vamwg neLoodrego ot Ghho yw-
ofo: «Chekhov’s stage mask includes the notion of an ideal image of a future stage figure,
origination in the actor’s imagination. It reflects and embraces the vision of the playwright
(dramatis persona), the actor’s ideal image, and the audience’s expectations toward the stage
figure». To «ounvind mpoowmeio» Tov Toéxwep dev mEEmeL var ouyyEetan pe ) paoxa me
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Commedia dell'arte’ exe 0 nBomoldg eival QUAKIOPEVOG OF PLe TUTOTOMUEVY EXQOQOM.
Avtifera: «Chekhov’s mask is created to evoke the actor’s artistic individuality; it is employed
to examine and present the complexities of a character’s psychology, an actor’s viewpoint, and
a spectator’s reception. It is a product of an actor’s imagination and physicality. It is a new
state, which appears fresh and unexpected each time during the course of a performance. /
In the process of creating a stage mask, Chekhov teaches the actor to imagine the character’s
body, movements, psychology and mode of behavior, thus defamiliarizing the actor’s 1. Chek-
hov emphasizes the simultaneous presence of both the memory of real objects and the ide-
al ‘mental image’ of the object depicted in the actor’s mind. The actor forms this ideal men-
tal image on the basis of a literary source. The next step, according to Chekhov, is the actor’s
presentation or aktualizace of the image on stage, within his/her own physical peculiarities. /
Chekhov’s theory of imitation is the primary device for the actor’s transition from the imagi-
nary character formed in his/her imagination to a stage mask. This transition is in fact the ac-
tor’s mimetic an aesthetic activity. It is simultaneously the actor’s stage action and its prod-
uct» (0. 61). Xopig g Myeg puroypagies Spmg Ba fitav doxoko vo xotavorjoet xaveis m
«UEBOD0». ENpavTinds ToRAYOVTRG EIVOL KO TO «XOWG», TTOV pavtdetat o nBomolds xatd m
dadrraoio mg duoveyiag Tov pohov: « peydhn xadid» Tov xowod, T ouvataBnuaTixg
UEBEEN, omv omoia aevBivetar xou mv omoio meémel va xahhegyioet. «The most impor-
tant function of an imaginary audience is to force an actor to experience a sense of distance,
and to be able to see from aside or above his/her future character during the preparatory pe-
riod. It focuses the actor’s attention on the outer/bodily expressions of his/her stage mask,
which eventually leads him/her to focus on its inner feelings and emotions. In other word, re-
hearsing a play with an imaginary audience in mind helps the actor formulate his/her attitude
towards the character and visualize its outer forms [...]. It also brings the problem of the aes-
thetic value of the actor’s artistic product to his/her attention. Thereby, Chekhov’s stage mask
is not a tangible product or a technical device only. It is the result of an actor’s psycho-physi-
cal and aesthetic activity» (00. 62 €E.).

Kot autdy tov 19610 0 Toéymy ouveyiLel xou Eenegvdel 1o «oviompua» Ztavihdgoxt xat
deiyveL namoteg Paowes opordmyteg pe my «Uber-Marionette» tov Edward Gordon Craig
(00. 72 €E.). To Gpapa Tov Ayyhov axnvobém eEnyeiton amd ™y epnueio Mg LOTOQUXIG Tat-
odotaomg Tov Aulet 10 1912 ato Ofarpo Téxvng Tov Zraviohdgoxt . ivetau eniong ovyxot-
om pe 70 Beatxd £0yo Tov Baytdvyxog, xou pe m «duehoyirémrar ot hoyoteyvirii Bew-
olatov Mrayriv. Idiaitepa evdiagéov elvan xan To xepdhaio ™mg ouvepyaoiog tov Togxmg
pe Tov Max Reinhardt oto Begohivo 1o 1928, Gtav éguye mhéov and ™ Pwoio: ailel to pdro
tov clown Skid oo pyo Artisten (1929) xow T0 p6ro Tov POV TElYXIT KovylomdPirg oty
eEopla, 0o £0yo Phea tov Fritz von Unruh (1930). “Epabe moAhd and mv oyeddv avtooye-
daopévn dudaonahio Tov Pdwvyaot xatd g medPes, ahhd 10 dixd Tov «ovotnpox efvor mo
OUUTTAYEG, TTLO CUOTIUATLXG.

AxohovBei 1o devtego xepdhaio: «Semiotics of Actor’s Body: Chekhov on Atmosphere
and Space in Theatre Performance» (00. 95 €E.). «Atpdogarpa» eivor o faowrr €vvoua
omv vroxguiuj Bewpia tov Todxwg: eivan  opaipa péoo omv omoia diadoapatileton n
emrowwvio, petaEl nlomowdv xaw Beardyv. Baolletaw oty exmopmi evépyeuag (radiation)
Tov BomoLoY, pe meQuexduevo «loving and giving». Enpaviirij orpomyri omy dnploveyic
aumig g évraong g uEBEENS eivau 1) oniom, GOV POV TO GHUEL «AGEL %L TO GO «Vi-
@Bew. “Erou n otpdopaupa eivan 1 Yoy xdbe napdotaomg. ‘Opmg dev dnpovpyeitar pévo
omy emxovavio petaly oxnviis xou mhateiag, aAd xay pe ) SlpéEPmon Tov orNVIKOY
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%o BEaTOUROT XDQOV, PE EQUNVEVTLXES YOOUPES TG OxnvoBeoiag xTh., dnhadr To mag wuvel-
T0L T0 OO0 TOV 007T0L0U TT0 XDEO %t TOV INUOVEYEL PE TG ¥ijoELS Tov. ZT0 onuelo avtd
yiveton e ovyroLon pe m «Blo-pxavixi» péBodo tov Méyepyohve (0o. 116 €E.): ) pébo-
doc Tov Toéxw elVaL O «UETAPUOLKI}»* 0 1100TOLGG TIQETEL VO PTATEL OTO «PUVTUOLUHS KE-
vtQo» (imaginary centre) Tov oxnVLxoU xapaxmjoa mov vrodietat. Eniong mpoopépetan pa
oUyxQLOM pe Tig andperg Tov Volkonskii yia 1o uBpd xaw my zivion (oo. 126 €€.), mov pa-
oftovion oug amyper; g «evuBpiag» Tov Dalcroze xow T0V EXPEAOTIROY XOQOU OTIG 0Q-
%Eg Tov 20% cuddva, xow ovvdéer Tov Togywe pe tov Laban. Avtég g andyels yvdoloe oto
Dartington Hall omv Ayyhia, 6mov ouvegydomxe to 1938 pe tov Laban.

To 1it0 ®e@dlaro oTREPETOL 0TS TO O TOV NBOTOLOY 0T Wi} Tov: «Semiotics of
Actor’s Voice: Chekhov on Language, Rhythm and Gesture in Theatre Performance» (oo.
145 €E.):  onpaoia TV 1wy, ™S TOLGTTUS TG POVIGC, TEXVIXES XAQUATNOLONOU PECH
e puviig, 1 «evgubuia» tov Steiner oe oyéom pe tov Toéxwg, n magaywyr «The Castle
Awakening» 0 1930 oto [opiot. Ewdxé repdlato agiepiveton omy epunveia ov Aphet:
«Michael Chekhov Creating the Hamlet Stage Figure» (00. 191 €€.). Avmij n mopaywyy €yi-
ve 10 1924 oto Oatpo Téxvng B’ e Mdoyag xou €xeL Ghat TaL YOQAXTNQLOTXE TOU QWOL-
%0V eEmpeatoviopot mg gdomg apéowng petd and mv Enavdotaom. H popgij tov oaiEmmot-
%ov Tolyxnma g Aaviog €xeu wa eldun wrtogia om Pooia (00. 194 €€.), xat xdbe eoun-
veia xouPardel €va Lotoprd poeTio e To omoio diakéyetar dev jtav pévo 1 TEopa Ta-
odotaom tov Craig to 1912, adrd xou 1o 1924 o Alexander Moissi €xape pa tovpve ot Po-
ola xaw 1 gppveia Tov €xave peydhn eviimoon. To O€arpo Téxvng B’ mg Mdoyag eyxai-
vidCetar ong 20 Nogpfoilov 1924 pe myv mapdotaom tov Auet pe tov Togyop wg oxnvobe-
m ®aw TewTayovioT. ‘Ontwg eivan pavepd, n povoypapia dev axorovBel yoovoroyurr TdEn,
aMd mpoywede amd T BemoTirn Yoopr xat T didaorahic: TG VTOXQLTLRYS 0TV EQUIVELR
%y oxnvoBeoia Tov (dov Tov Tog e, yio va diagputioet T péBodS tov. “Etol 1o méprto
ne@dhato, «Michael Chekhov Creating a Film Figure» (00. 227 €€.) mapaxohovfel mv eo-
unveia Tov wg Brulov, Pooov xabnynmi yuyrarowig, omv tawia tov Hitchcock Spellbound
(1945). H Bewoia g «exmopmic» (radiation) xaw péBeEng otov xuvmuatoypdgo Aertovpyel
BéPara ahhuadg, yrati v emnowvavia eivar povopepric. Qatéoo n Pwoia €xel mapddoon oto
Boufé xvnpatoypdpo and to 1896, xou o Togxme eixe mpwtaywviotel 110N omy tauwvio A
Man from the Restaurant to 1927 tov Iakov Protazanov, axotag ™v oy xaL Tomv Touviev
wov Eisenstein.

AnohovBel o Conclusion (00. 263 €E.): «The name and the ideas of Michael Chekhov,
the actor, the director and the pedagogue, belong to the 20" century directorial theatre. Al-
though in the traditions of the last century theatre it is the director who is seen as the me-
diator between the stage and the audience, the link between the work of art and the col-
lective recipient, Chekhov’s vision of the actor’s craft in its aesthetic, psychological, social,
educational, directorial and historical functions makes his technique universally applica-
ble. Chekhov’s technique suits any type of theatrical or cultural communication. Chekhov’s
method stimulates the ingenious impulse both in the theatre professionals working in the re-
hearsal hall and in any individual involved in any theatrical or other type of creative activi-
ty» (0. 263.). O Toéxmp »ohMEQyNoE TV WOEQ TOV AVTO-TEQPEXTIOLOVIONOY TOV NBoToL0T
010 dEGO TOV va yiveL €vag «véog dvBpwmog». O Paoixds Tov 0Téx0g eivan xabagd Wea-
Motrdg, To ovompud tov €va ovompua Tov Wavikou Bedreov, Tov aroPAénel omy TarTon
TOV TQAYRATIXOY COUATOG TOV 1)60TTOLOY LE TO QUVTUOLAXG COWUC TOU ORNVIXOU YOQOXTY-
oa. «The artistic program of Chekhov’s international theatre was idealistic. It was based on
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three fundamental principles: to employ the sound narrative instead of a tradition verbal text,
to use the archetypal structures of the folktale, and to utilize the international signs of body
language» (00. 267 €E.). Avt6 10 «ovompoy cuvdudteTon pe e 0eLd omtd «ayoAES» vmo-
%QUTLRYG OV VX aV amd TV ayij Tov awdva (Zraviohdgox, Steiner, Craig, Meierhold,
Reinhardt, Laban ®t).), aAAd tov ouvdéeL xan pe mo oyyQoves exqpdvoels xou eEehEelg
(Grotowski, Barba, Schechner, Lecoq #tA.). AxolovBotv ou onpewdoets (00. 271 €E., xa pe
owoxd magabépata ot xupthhixd), 1 fhoyoagia (0o. 317 €E.), 1o evpemjplo (0. 335
€€.). Iopdxertan yuo o eEarpeTint] povoypagic, ov 0dnyel wotogurd xau pebodoroyind oe
Bdbog xou pag megovordter G wa cuvapmaoTik HoEEY TG EWOLXIG TEWTOTOQ(NS, TOY
g THea dev €xeL mpooeyBel apretd. QoT600 N avdyvwo Tov TOpoL dev amahhdooeL and
10 dudfaopa Twv v Tov yoartdv Tov Muyaih Toéywe, Yo va oxnpatioet xaveis pio ev-
xowéotepn WOEa Yo T «UEB0G» TOV, 1) OTTolet EXEL KL HETAPUOLKES KO HUOTIRLOTRES dlat-
OTAOELG.

BaaTep I[ToYxNEP

I1. A. MASTPOAHMHTPHZ
Ta « oA ggyaheia »: évag ouvompaTrds x4Tg
™mg veoehnvixiis puhoroyiag
I1. A. Maotgodnuijtong, Ewoaywyn om veoehnvin gprloroyia,
£Bdopn €xdoon, Exddoeig Adpog 2005, oo. 803

“Epyo Cwijc, mov ogeiher v agyuer] Tov ovAhyn otig avdyxes mg axadnuaixis duda-
OxaMOg ROl EPTEQLENEL TO XOQUXTNOLOTIXG. YVOQIopaTE EVAG « E0YOV €V 1P0Gd » (Work in
progress), £(d¢ yLa 1@ Qoed 10 P ™G dMpoatdmrag o 1974. “Extote amorovbnoay oe
1014 dreomipato avaBemonuéves wow emnuENUEVeS eXdO0ELS, e ™V Tootixn Gyl wovov
BpMoyQap@Y Mupdtmv %o TAneoooLdv aAhd xat VEwv xepohainy, dievpuvoviag #ade
@od cuobntd o £Uog xan ™V VY Twv TAnogoptdy. O ovyypupéag ehdupave coPagd
VIGYN TOV TLG EXATTOTE TUQOTQUVOELS TG ROLTLXIIG, GXOVYE JE TTPOTOYN TIG VTOUVI|OELS VEO-
EMMVLOT@Y, TROOPEQOVTAG e OhOEvVa %o peyohiteen TAnodmta e deEapev YVhoEWV.

Avt 1 %omddng ouvaywy row eneEepyaoion v oot elwy Tov CUVOETOUY Evay TOAG-
LLOQEQO YGOTN X0l OXLELYQAQOTY TO TOTO X0 TNV EVQUXMRIC TWV VEOEMNVIX®V Qrhoroyindy
omovddV s ™ YEVEDY TOUG WG OTPEQD OPEIAETCL OTNV VTOUOVI] KO ATEQUOVY ETLUOVY TOU
Mavaywdm A. Maorgodnuiton, Opdtpov ofjueoa Kabnynni mg Neoehnviuic Puhohoyi-
ag oto TMavemonijwo ABnvav. YTopovij, ETtovj xal CUOTHRATIXGTITC. GUVLOTOUY TV OV-
Ol0L %0 TLG CQETES TOV EYYELONUOTOC.

BOa 1feha natagyy va otabd ot e topomionom tov I. I1. Zappidn (1966), ue agpde-
unom tov oS TEoodLoELWONS TwV veoeAvioTdv amtd Tov Epp. Kotopd, to 1964: «Ei-
%00t Tepimov eivan ou [ EMvec] pehemrég mg veoehnviris yoappateiog». Entyvoon Mot
TGV pag ohydoupmg xowdmytag pecotviog tov 2000 ardva ket TAjong avaTeom] TG ewro-
vag péoa ota TEVIjvia TEQimou xedvia o axorovBoiv. Kabug emonuaiver o x. Maotgo-
dnwitong oto onueiopd Tou yua ™y EBdopn Exdoom oxeTird e ™V avdduom TV veoeAnvi-
%V omovdadv ov Eexivnoe otov pBivovia 190 audva, ruplwg pe ™ yevid Tov '80: « Ererta



