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ΘΡΑΥΣΜΑΤΑ: ΕΥΡΙΠΙΔΗΣ
Μια παράσταση θεάτρο-/αρχαιο/ογίας

Σκηνοθεσία - Δραματο-ργική επεξεργασία  Ευθύμης Θέ*υ
Μετάφραση-Μεταγραφή αποσπασμάτων - 
Σ-νεργασία στη δραματο-ργία  Κυ,-άκ*ς Κ0,12,άς
Μο-σική σύνθεση - Μο-σική διδασκα/ία  Κ*,3ή5-*ς 6250μ1ής
Σκηνικός χώρος  Λ*υκάς 8πάκ0ς
Κοστούμια  Π0ύ5*ς Θ03όπ*υ5*ς
Κίνηση   Ν-κ*5έτ0 Ξ230,?*υ
Δραματο/όγος παράστασης  Εύ0 60,0γά
Aοηθός σκηνοθέτη   A01-5-κή 6*υ,,ή
Aοηθός σκηνογράφο-  A0γγέ5ης Ξ23*B*C?Bης

Cρμηνεύο-ν οι ηθοποιοί
(με σειρά εμφάνισης)
Κ0τ2,?30 Π0π03B,έ*υ
D-E,γ*ς Κ,-θά,0ς
Ευθύμης Θέ*υ
D-E,γ*ς 6ύ,μ0ς
F5έκτ,0 Ν-κ*5*ύG*υ

Dρώτη παράσταση
Π0,01κ2υή, 11 H*υ5?*υ 2025
Αρχαίο Θέατρο Μή/ο-

!την παρ()τα)η ακο,-οντα. απο)π()ματα απ0 το 1.123ο τη4 Annie Ernaux Τα χρόνια,  
μτ5ρ. 63τα 7ο2αΐτη, 9κ:. ;9τα3χμ.ο, Αθήνα 2021

ME THN ΥAB!CD6EFD !G !ΥHG6IΑ!EΑ
;G CB !J;ΑCGEB
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9 8-0 υπ0,I-0κή, παράδ&ξ( α)ασκα,- κα.’ &δ/). 0)α 1αξ2δ3 45 άξ&)α 1α 
αρ6α2α .7α1ρα 18) )(σ39) κα3 1(: ;113κ-:.

Π7)15 (.&π&3&2 σκάβ&υ) κά18 απ/ 1&) -?3& 45 σκα?3δάκ3α, σκ&υπάκ3α, 
ζ54π2?3α, π3)5?άκ3α, απ&κα?Aπ1&)1α: κα3 ,7ρ)&)1α: σ1( σκ()- απ&σπάσ4α1α 
απ/ άB)8σ1α κα3 απρ&σδ/κ(1α 7ρBα 1&υ Cυρ3π2δ(:

1() πρ&κ?(13κ- Ανδρομέδ(, 1&) ?υρ3κ/ )(έθοντ(, 1&υ: ακρα2&υ: 
,ρητικούς, 1&) ,5υBα?7& Θησέ(, 1&) σ1&6ασ13κ/ Πολύιδο.

D13B43/1υπα αρ6α28) παρασ1άσ58) 6α47)8) σ-45ρα, π7ρα απ/ 
43κρά .ραAσ4α1α.

0)α: .5α1ρ3κ/: κ/σ4&: σπασ47)&: σ5 κ&44ά13α.

Ευθύμης Θέ*υ
Eο,2.ο4 2025

ΣΗΜΕΙΩΜA
ΤΟΥ 

ΣΚΗΝΟΘΕΤΗ

ΘΡΑΥΣΜΑΤΑ: EΥΡΙΠΙΔΗΣ
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ΘΡΑΥΣΜΑΤΑ: EΥΡΙΠΙΔΗΣ

Πέ,0 0πό τ0 γ3J1τά κα3 5ξ &?&κ?-ρ&υ σ8ζ/45)α 7ρBα 1&υ Cυρ3π2δ(, 

76&υ) ,1άσ53 8: 54ά: κα3 πά)8 απ/ 1.000 σ126&3 απ/ 1() υπ/?&3π( 

δρα4α1&υρB2α 1&υ αρ6α2&υ 1ραB3κ&A: σ126&3 Bρα447)&3 πά)8 σ5 κ&44ά13α 

παπAρ&υ .α447)α σ1& 694α 1(: ;3BAπ1&υ - σπ&ραδ3κά 5)1αB47)&3 47σα σ5 

ά??α κ5245)α. E3α 454&)847)( σκ()-, ?2B5: δ3άσπαρ15: Bρα447: - κα3 43α 

4/)& ?7ξ( απ/ 7ρBα 5) π&??&2: άB)8σ1α, /π8: ( Αντιγόνη 1&υ, & Αρχέλ(ος, 

( Λ:μι(, & Χρύσιππος, & Βελλεροφόντης.

D6513κά πρ/σ,α1α, 1& 2022, α)ακα?A,.(κ5 σ1( F3?αδ7?,53α 1(: 

;3BAπ1&υ, σ1() π5ρ3&6- 1&υ FαB3&A4, 7)α: πάπυρ&: 45 5κ15)- απ&σπάσ4α1α 

απ/ 6α47)α 7ρBα 1&υ Cυρ3π2δ(, 1& π3& σ(4α)13κ/ σ5 7κ1ασ( 171&3& 5Aρ(4α 

18) 15?5υ1α28) δ5κα5139). G πάπυρ&: αυ1/: –π&υ δ(4&σ35A1(κ5 4/?3: 1&) 

π5ρασ47)& ;AB&υσ1& (Gehad, Gibert & Trnka-Amrhein, 2024)– βρ7.(κ5 

σ1& 694α π&υ κά?υH5 1&) 1ά,& 5)/: πα3δ3&A κα3, 1α3ρ3ασ1ά, π5ρ35265 κ&44ά13α 

απ/ 1& 6α47)& 7ρB& Πολύιδος, B3α 1&) 43κρ/ B3& 1&υ Iρ(13κ&A βασ3?3ά E2)8α 

π&υ π)2B(κ5 47σα σ5 7)α π3.άρ3 45 47?3 κα3 451ά 5π7σ1ρ5H5 σ1( ζ8-· κα3 απ/ 

1() ΙνA 1&υ 2δ3&υ δρα4α1&υρB&A, B3α 1( βασ2?3σσα π&υ 7,υB5 απ/ 1& πα?ά13 

B3α )α ?α1ρ7H53 1&) J3/)υσ& κα3 /1α) BAρ3σ5 σκ/18σ5 1α πα3δ3ά 1(: α)13ζ-?&υ 

1(: κα3 1α δ3κά 1(: 1α πα3δ3ά.

E5 α,&ρ4-, ?&3π/), 1& συBκ5κρ347)& 5Aρ(4α β&υ1-ξα45 σ’ αυ1/ 1& 

απ&σπασ4α13κ/, α??ά 45Bά?(:, π3σ15A&υ45, π&3(13κ-: κα3 .5α1ρ3κ-: δA)α4(: 

υ?3κ/. J(43&υρB-σα45 43α α,(B(4α13κ- σA).5σ( π&υ 451α,7ρ53 αυ1&Aσ3α 

κ&44ά13α απ/ 1α 6α47)α δρά4α1α, α??ά κα3 1() π5ρ3π51539δ(, π&??7: 

ΑΠΟ ΤΑ ΘΡΑΥΣΜΑΤΑ 
ΤΟΥ ΕΥΡΙΠΙΔΗ
ΠΡΟΣ ΜΙΑ 

ΑΝΘΡΩΠΟΛΟΓΙΑ 
ΤΟΥ ΑΡΧΑΙΟΥ ΘΕΑΤΡΟΥ

ΚΑΙ ΤΗΣ 
ΑΡΧΑΙΟΛΟΓΙΑΣ
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ΘΡΑΥΣΜΑΤΑ: EΥΡΙΠΙΔΗΣ

,&ρ7:, 3σ1&ρ2α 1(: α)ακά?υH-: 1&υ:. D1/6&: 4α: -1α) )α 1α συ)δυάσ&υ45 

45 α).ρ8π&?&B3κά σ1&3652α απ/ 1() κα.(45ρ3)/1(1α δA& δ3ακρ319) 

5παBB5?4α13κ9) &4άδ8): 1&υ: κα??3176)5: κα3 ά??&υ: «156)215:» 1&υ αρ6α2&υ 

.5ά1ρ&υ, 8: υ?3κά κα1ά?&3πα 1(: δράσ(: 18) &π&28) 52δα45 1α παπυρ3κά 

.ραAσ4α1α· κα3 1&υ: αρ6α3&?/B&υ: π&υ, β&υ1(B47)&3 σ1α σκά44α1α 1&υ 

π5δ2&υ, σ1α 5ρBασ1-ρ3α, σ13: β3β?3&.-κ5: κα3 σ1α Bρα,52α 1&υ:, πρ&σπα.&A) 

)α συ??7ξ&υ) κα3 )α α)ασυ).7σ&υ) αυ1ά 1α .ραAσ4α1α. K5?-σα45, 71σ3, )α 

451α,7ρ&υ45 κά13 απ/ 1() α2σ.(σ( π&υ α,-)53 & απ/(6&: 18) ,8)9) /?8) 

αυ19) π&υ 76&υ) πάH53 )α 43?ά)5 5δ9 κα3 63?35125:, α??ά κα3 1() 7)1ασ( 1&A 

)α πρ&σπα.52: )α δ53: κα3 )α π5ρ3BράH53: 7)α) κ/σ4& π5ρασ47)&, 47σα απ/ 

1α ,.αρ47)α απ&453)άρ3α 1&υ.

L3α 1() παράσ1ασ(, σ1-σα45 σ1( σκ()- 43α παράδ&ξ( κα3 υπαρξ3ακ- 

αρ6α3&?&B3κ- α)ασκα,-. 0)α) κά))αβ& B54ά1& 694α, π&υ 1α 5υρ-4α1ά 1&υ 

δ5) 52)α3 αυ1- 1( ,&ρά αBB52α - αρ6315κ1&)-4α1α, α??ά π&3(13κ&2 σ126&3, ?/B3α 

(.&π&39) σπασ47)α σ5 43κρά κ&44ά13α. Π7)15 5ρ4()5υ17:/αρ6α3&?/B&3 

πραB4α1&π&3&A), κά.5 ,&ρά, 1( σ65δ/) 15?51&υρB3κ- δ3αδ3κασ2α 43α: 

αρ6α3&?&B3κ-: α)ασκα,-: –45 13: σ15ρ5&1υπ3κ7: συ4π5ρ3,&ρ7: κα3 

σ67σ53:, 1( σ65δ/) 6&ρ&Bρα,(47)( κ3)(σ3&?&B2α 18) σ84ά18) σ1&) 

69ρ& κα3 1() 3δ3α215ρ( B?9σσα– /π8: 5ξ5?2σσ51α3 κα1ά 1( δ3άρκ53α 43α: 

(47ρα:: απ/ 1() 9ρα π&υ ,1ά)&υ) αB&υρ&ξυπ)(47)&3 σ1& π5δ2& 8: 1() 

παραζά?( 1&υ 45σ(45ρ3&A κα3 1& σ1α4ά1(4α 18) 5ρBασ39). Πρ&σπα.-σα45 

)α συ)δ3α??αB&A45, 71σ3, 45 1() 5BB5)- παρασ1α13κ/1(1α 1(: αρ6α3&?&B3κ-: 

δράσ(:, /π8: αυ1- απ&κα?Aπ151α3 8: 43α κα.’ αυ1/ δ(43&υρB3κ- πρακ13κ-.

;π/ 1& συ)&?3κ/ 7ρB& 1&υ Cυρ3π2δ(, 5π3?7ξα45 κ&44ά13α απ/ 1&) 

)(έθοντ(, 1() Ανδρομέδ(, 1&) Θησέ(, 1&υ: ,ρητικούς κα3, ,υσ3κά, 1&) Πολύιδο 

– ?α4βά)&)1α: υπ’ /H3) 1( δυ)α43κ- 18) σ8ζ/45)8) απ&σπασ4ά18) κα3 

1() π?(ρ/1(1α 1(: π?&κ-: 1&υ:. E3α: κα3 &3 -δ( υπάρ6&υσ5: )5&5??()3κ7: 

451α,ράσ53: 18) 7ρB8) αυ19) 76&υ) B2)53 45 σκ&π/, κα1ά κAρ3& ?/B&, 1( 

,3?&?&B3κ- 45?71( κα3 /63 1( .5α1ρ3κ- 1&υ: 6ρ-σ(, πρ&68ρ-σα45 σ5 

43α )7α 451αBρα,- αυ1&A 1&υ υ?3κ&A. M δ&υ?53ά 4α: -1α) 5)(45ρ847)( 

απ/ 1() 7ρ5υ)α B3α 1( δ(43&υρB2α 1(: παράσ1ασ(:, κα3 πρ&σαρ4&σ47)( 

9σ15 )α 5ξυπ(ρ5152 1&) α,(B(4α13κ/ 6αρακ1-ρα 1&υ 7ρB&υ κα3, κυρ28:, 

1( 4&υσ3κ/1(1ά 1&υ. ΠράB4α13, σ1() παράσ1ασ- 4α: & ?/B&:, ( δράσ( 18) 

5ρ4()5υ19) κα3 ( συ)&?3κ- δρα4α1&υρB2α 52)α3 &ρBα)847)α 45 /ρ&υ: 

4&υσ3κ&A: – βασ3σ47)α σ5 45Bά?& βα.4/ σ13: πρ81/1υπ5: συ).7σ53: π&υ 

δ(43&AρB(σ5 κα3 δ2δαξ5 B3α 1& 7ρB& & I&ρ)-?3&: D5?α4σ-:.

G σκ()3κ/: 69ρ&: δ3α4&ρ,9.(κ5, σ5 συ)5ρBασ2α 45 1&) N&υκά 

Eπάκα, 45 βάσ( κα3 13: 3δ3α215ρ5: συ).-κ5: π&υ υπαB&ρ5A53 ( π5ρ3&δ52α 1&υ 

7ρB&υ: 43κρ7: κα3 κα.αρ7: παρ54βάσ53: σ1() &ρ6-σ1ρα 1&υ κά.5 .5ά1ρ&υ 

612ζ&υ) 7)α α)ασκα,3κ/ π5ρ3βά??&) π&υ 5)1άσσ51α3 &ρBα)3κά σ1&) 5κάσ1&15 

αρ6α3&?&B3κ/ 69ρ& κα3 α)1?52 απ/ 1( δA)α4( κα3 1() α14/σ,α3ρα 1&υ 1&π2&υ 

1&υ – 5)9 ( 53κ/)α συ4π?(ρ9)51α3 απ/ 1α κ&σ1&A43α/σ1&?7: 5ρBασ2α: 
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1&υ ΠαA?&υ Kα)/π&υ?&υ. ;,-σα45 71σ3 )α συ)&43?-σ&υ) απρ/σκ&π1α δA& 
συBκρ2σ34α υ?3κά: 1α .ραυσ47)α .5α1ρ3κά 7ρBα 1(: παράσ1ασ(:, 45 1α αρ6α2α 
.7α1ρα 1(: π5ρ3&δ52α: – κάπ&3α απ/ 1α &π&2α παρ&υσ3άζ&υ) παρ/4&3α 
απ&σπασ4α13κ- /H(, 45 σ8ζ/45)5: 45ρ3κ7: 4/)& κ5ρκ2δ5: κα3 7)α κ&44ά13 
1(: &ρ6-σ1ρα: 1&υ:. 

M παράσ1ασ( Θρ(ύσμ(τ(: BCριπίδης 7ρ651α3 σ5 συ)7653α 43α: σ53ρά: 
πρ&(B&A45)8) 171&38) 7ρB8) π&υ σ1/6& 76&υ) )α συ)δυάσ&υ) 1& .7α1ρ& 45 
1() αρ6α3&?&B2α: σ1& π?α2σ3& 5)/: )7&υ «υβρ3δ3κ&A» 52δ&υ: π&υ 6ρ(σ34&π&352 
παρασ1α13κ7: 45./δ&υ: B3α )α π?(σ3άσ53 45 )7α 4α13ά 1& αρ6α3&?&B3κ/ υ?3κ/ 
κα3 αρ6α3&?&B3κ7: 45./δ&υ: B3α )α 1ρ&,&δ&1-σ53 45 κα3)&Aρ3α 5ρBα?52α 
(α)ασκα,-, α).ρ8π&?&B3κ- 7ρ5υ)α κ.ά.) 1& site-specific .7α1ρ& κα3 1() 
performance. O&υ19)1α:, αυ1- 1( ,&ρά, σ1α κα1ά?&3πα 1&υ 2δ3&υ 1&υ .5ά1ρ&υ, 
6ρ(σ34&π&39)1α: 1() αρ6α3&?&B2α 8: /6(4α κα3 α,-)&)1ά: 1() )α κά)53 
αυ1/ π&υ B)8ρ2ζ53 κα?ά: )α απ&κα?Aπ153 1&υ: α).ρ9π&υ: π2σ8 απ/ 1() A?(. 

Ευθύμης Θέ*υ, Κυ,-άκ*ς Κ0,12,άς
Eο,2.ο4 2025

ΘΡΑΥΣΜΑΤΑ: EΥΡΙΠΙΔΗΣ
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ΔΥΟ ΧΑΜΕΝΑ ΕΡΓΑ
ΤΟΥ ΕΥΡΙΠΙΔΗ
ΑΠΟ ΤΗ ΡΩΜΑΪΚΗ
ΦΙΛΑΔΕΛΦΕΙΑ 

ΤΗΣ 
ΑΙΓΥΠΤΟΥ

ΘΡΑΥΣΜΑΤΑ: EΥΡΙΠΙΔΗΣ

F K-50Bέ5L2-0 της Α-γύπτ*υ βρ2σκ51α3 σ1( β&ρ53&α)α1&?3κ- B8)2α 
1(: π5ρ3&6-: 1&υ FαB3&A4, σ1&) σ(45ρ3)/ &3κ3σ4/ 1&υ Gharabet el-Gerza. ;) 
κα3 &3 Bernard Grenfell, Arthur Hunt κα3 David Hogarth 5)1/π3σα) 1( .7σ( 
1(: π/?(: -δ( 1& 1900, 5π2σ(4( α)ασκα,- ξ5κ2)(σ5 5κ52 4/?3: 1&) 65349)α 
1&υ 1908-1909, απ/ 43α B5ρ4α)3κ- &4άδα 45 5π3κ5,α?-: 1&υ: Paul Viereck 
κα3 Friedrich Zucker. M π/?( 7B3)5 5υρA15ρα B)8σ1- 47σα απ/ 1( 45?71( 
18) παπυρ3κ9) κ5347)8) π&υ 7,5ρ5 σ1& ,8: ( α)ασκα,3κ- σκαπά)(, 
κα.9: κα3 18) π&??9) ά??8) π&υ πρ&7κυHα) απ/ παρά)&45: α)ασκα,7: 
κα3 1() αB&ρά αρ6α3&1-18) – 52)α3 5π2σ(: π(B- π&?υάρ3.48) π&ρ1ρ718) 
FαB3&A4. 08: πρ/σ,α1α ( F3?αδ7?,53α 5265 παρα45?(.52 απ/ 1( σAB6ρ&)( 
αρ6α3&?&B3κ- 7ρ5υ)α, 9σπ&υ δA& ξ568ρ3σ1ά 5ρ5υ)(13κά πρ&Bρά44α1α 
ξ5κ2)(σα) 13: 5ρBασ25: 1&υ:: 43α Bα??3κ- &4άδα π&υ δρασ1(ρ3&π&3521α3 
σ1&) &3κ3σ4/, 5κ 47ρ&υ: 1&υ IFAO, κα3 1& «Πρ/Bρα44α 1(: P5κρ/π&?(: 1(: 
;3Bυπ13ακ-: F3?αδ7?,53α:» π&υ δ35ρ5υ)ά 1& )5κρ&1α,52&. Τ& Πρ/Bρα44α 
1(: P5κρ/π&?(: α)ασκάπ153 5κ )7&υ πα?α3/15ρ5: συ?(47)5: 1α,7: 
κα.9: κα3 αδ3α1άρα61&υ: 1ά,&υ:, 7)α: απ/ 1&υ: &π&2&υ: απ7δ8σ5 7)α 
5)1υπ8σ3ακ/ 5Aρ(4α: 7)α) πάπυρ& 45 5κ15)- απ&σπάσ4α1α απ/ 1α 6α47)α 
7ρBα 1&υ Cυρ3π2δ( ΙνA κα3 Πολύιδος. 

M F3?αδ7?,53α 3δρA.(κ5 κα1ά 1() Π1&?54αRκ- π5ρ2&δ& (π5ρ. 332-30 
π.S.). Π-ρ5 1& /)&4ά 1(: απ/ 1& 5π2.51& 1&υ Π1&?54α2&υ OT κα3 1(: αδ5ρ,-:-
συζAB&υ 1&υ, ;ρσ3)/(: OT. M π/?( σ65δ3άσ1(κ5 σA4,8)α 45 1&) 5??()3κ/ 
1Aπ& 5)9 &3 κά1&3κ&2 1(: δ3α1(ρ&Aσα) σ15)&A: δ5σ4&A: 45 1( )7α πρ815A&υσα 
1(: ;?5ξά)δρ53α:. Iα1ά 1( U84αRκ- π5ρ2&δ&, κα1&3κ&Aσα) 5κ52 U84α2&3 
β515ρά)&3 κα3 1() π5ρ2&δ& 1(: Τ51ραρ62α: (17?&: 3&υ-4&: α3. 4.S.) ,α2)51α3 
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/13 υπ-ρ65 ,ρ&Aρ3&. M 53κ/)α 1(: κα.(45ρ3)-: ζ8-: κα3 σ13: δA& π5ρ3/δ&υ: 
απ&1υπ9)51α3 κα?ά 47σα απ/ αρκ51ά κα3 σ(4α)13κά αρ652α 5BBρά,8), /π8: 
αυ1/ 1&υ V-)8)α, πράκ1&ρα 1&υ βασ3?3κ&A υπ&υρB&A ;π&??9)3&υ 1&) 3& α3. 
π.S., κα3 αυ1/ 1&υ P547σ3&υ, 5)/: 1&π3κ&A ,&ρ&53σπράκ1&ρα 1&) 1& α3. 4.S. 
N&B&156)3κ&2 πάπυρ&3 52)α3 σ6513κά σπά)3&3 σ1( F3?αδ7?,53α –4/)& 30 
52)α3 B)8σ1&2 8: σ-45ρα– B5B&)/: π&υ 1&)2ζ53 1( σ(4ασ2α 1&υ κα3)&Aρ3&υ 
παπAρ&υ 1&υ Cυρ3π2δ( 8: π(B- π?(ρ&,&ρ39) B3α 1() π&?313σ13κ- ζ8- 1(: 
5??()&α3Bυπ13ακ-: αυ1-: π/?(:. 

F 030κά5υNη τ*υ 3έ*υ π0πύ,*υ τ*υ Ευ,-π?Bη

G )7&: πάπυρ&: 1&υ Cυρ3π2δ( 52)α3 43α 5ξα3ρ513κ- πρ&σ.-κ( σ13: B)9σ53: 
4α: B3α δA& σ(4α)13κ&A: 4A.&υ:, κα.9: κα3 B3α 1& συ)&?3κ/ 7ρB& 1&υ π&3(1-. 
;)ακα?AH53: 171&3&υ 45B7.&υ: -1α) συ6)7: κα1ά 13: α)ασκα,7: παπAρ8) 1&υ 
17?&υ: 1&υ 19&υ κα3 18) αρ69) 1&υ 20&A α3. – /π8:, B3α παράδ53B4α, αυ17: 
18) Grenfell κα3 Hunt σ1() GξAρρυB6& π&υ 5ξακ&?&υ.&A) )α δ(4&σ35A&)1α3 
σ1( σ53ρά The Oxyrhynchus Papyri. D-45ρα, 171&3α 5υρ-4α1α 52)α3 σπά)3α 
α??ά, σ5 α)12.5σ( 45 1α πα?α3/15ρα, πρ&7ρ6&)1α3 απ/ συσ1(4α13κ7: 
α)ασκα,7: 45 B)8σ17: 13: αρ6α3&?&B3κ7: 1&υ: συ)ά,535:.

G )7&: πάπυρ&: 1&υ Cυρ3π2δ( βρ7.(κ5 σ1& ρ84αRκ/ 14-4α 1(: 
)5κρ/π&?(: 1(: F3?αδ7?,53α:, σ1() 5π268σ( 5)/: 1ά,&υ 1&υ 3&υ α3. 4.S. 
/π&υ -1α) .α447)α 1α 4&υ43&π&3(47)α ?52Hα)α 43α: Bυ)α2κα: 40-45 519) 
κα3 5)/: πα3δ3&A, σ5 43α κ/B6( H(?/15ρα. M 5π268σ( π5ρ35265 κα3 ά??α 
κ&44ά13α παπAρ&υ, κα)7)α απ/ 1α &π&2α, /48:, δ5) σ6512ζ51α3 ά45σα 45 1&) 

Φω
τογ
ρα
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Cυρ3π2δ(. Oρ7.(κα), 5π2σ(:, .ραAσ4α1α δ3ακ&σ4(47)&υ κ&)3ά4α1&:, απ/ 
B531&)3κ/, 4ά??&), 1α,3κ/ κ1-ρ3& π&υ 7σ8ζ5 κά18 απ/ 1& δάπ5δ& 1α πρ/653ρα 
4&υ43&π&3(47)α ?52Hα)α δA& Bυ)α3κ9). [...] ;) ( 45??&)13κ- 7ρ5υ)α 
απ&δ52ξ53 /13 1α δ3ακ&σ4(47)α 14-4α1α 1&υ κ&)3ά4α1&: πρ&7ρ6&)1α3 πράB4α13 
απ/ 1() κα1ασ1ρ&,- 1&υ B531&)3κ&A 4αυσ8?52&υ, .α 4π&ρ7σ53 )α απα)1(.52 
1& 5ρ91(4α α) & πάπυρ&: πρ&-?.5 απ/ 1& 2δ3& 4αυσ8?52&.

Χ,*3*5όγη1η, π2,-2Cόμ23* 
κ0- C,ή1η τ*υ π0πύ,*υ τ*υ Ευ,-π?Bη

G Bρα,3κ/: 6αρακ1-ρα: 1&υ παπAρ&υ 4π&ρ52 )α 6ρ&)&?&B(.52 βάσ53 
σ13?3σ13κ9) 6αρακ1(ρ3σ13κ9) σ1&) 3& α3. 4.S. ;κρ3β9: /π8: σ1&) σAB6ρ&)& 
κ/σ4& &3 1ρ/π&3 Bρα,-: κα3 &3 Bρα44α1&σ53ρ7: 7ρ6&)1α3 κα3 παρ7ρ6&)1α3, 
71σ3 κα3 σ1() Π1&?54αRκ- κα3 U84αRκ- ;2Bυπ1& &3 1ρ/π&3 Bρα,-: ά??αζα) 45 
1&) 6ρ/)&. G3 45?51(17: 18) αρ6α28) 5??()3κ9) παπυρ3κ9) β3β?28) 76&υ) 
δ(43&υρB-σ53, ?&3π/), 43α 1υπ&?&B2α π&υ 1&π&.5152 1&υ: δ3α,&ρ513κ&A: 
1ρ/π&υ: Bρα,-: σ5 σ6513κ- 6ρ&)&?&B3κ- σ53ρά. [...] Iα3 1α δA& 7ρBα 1αυ12σ1(κα) 
47σα απ/ Bρα447: 1&υ παπAρ&υ π&υ α)13σ1&36&A) σ5 απ&,.7B4α1α 1(: 
5??()3κ-: α).&?&B3κ-: παράδ&σ(: κα3 π&υ απ&δ2δ&)1α3 σ1α συBκ5κρ347)α 
δρά4α1α 1&υ Cυρ3π2δ(. M πρ91( σ1-?( 1&υ κ5347)&υ π5ρ37653 7)α απ/σπασ4α 
απ/ 1() ΙνA. C)9 π5ρ2π&υ σ1α δA& 1ρ21α 1(: σ1-?(: 54,α)2ζ51α3, σ1& κ7)1ρ&, & 
121?&: «1&υ Π&?A3δ&υ», π&υ δ(?9)53 1( 451άβασ( απ/ 1& 7)α 7ρB& σ1& ά??&. [...]

L3α12 κάπ&3&: /48: 5π7?5ξ5 αυ1ά 1α δA& απ&σπάσ4α1α κα3 1α 
1&π&.71(σ5 4αζ2 σ5 7)α) πάπυρ& σ1( F3?αδ7?,53α 1&υ 3&υ α3. 4.S.; Π9: 
6ρ(σ34&π&3-.(κα) αυ1ά 1α κ5245)α; [...] Π&??&2 π3σ15A&υ) /13 κα1ά 1( 
U84αRκ- π5ρ2&δ& δ5) -1α) π?7&) σA)(.5: )α α)5βα2)&υ) &?/κ?(ρ5: &3 
κ?ασ3κ7: 1ραB8δ25: α??ά /13 -1α) π5ρ3σσ/15ρ& 1(: 4/δα: )α παρ&υσ3άζ&)1α3 
απ&σπάσ4α1α, συ6)ά 45 )7α 45?&π&2(σ(. G Cυρ3π2δ(: -1α), 5π2σ(:, 7)α: 
αBαπ(1/: B3α )α δ3δάσκ51α3 σ1& σ6&?52& συBBρα,7α:, κα.9: 1α Bραπ1ά 1&υ 
52)α3 B54ά1α 45 απ&,.7B4α1α, κα3 .58ρ&A)1α) & 1ραB3κ/: π&υ σ6512σ1(κ5 
π5ρ3σσ/15ρ& 45 1( ρ(1&ρ3κ-. 0ρBα /π8: &3 )οίνισσες, 45 1() π5ρ35κ13κ- 
α,-B(σ( 18) .(βαRκ9) 4A.8) B3α 1&) G3δ2π&δα κα3 1&) &2κ& 1&υ, -1α) 3δα)3κά 
B3α 1( δ3δασκα?2α 1(: απαBB5?2α: κα3 1(: ρ(1&ρ3κ-: σ5 πρ&68ρ(47)&υ: 
4α.(17:. C)9, ακ/4( κα3 4α.(17: π&υ 4ά.α3)α) )α δ3αβάζ&υ) κα3 )α 
Bρά,&υ) 5ξασκ&A)1α) πά)8 σ5 B)843κά 1&υ Cυρ3π2δ(. G πάπυρ&: .α 
4π&ρ&Aσ5 )α 6ρ(σ245υ5 8: 5B653ρ2δ3& B3α πρ&68ρ(47)&υ: 4α.(17: 5)/: 
)1/π3&υ δασκά?&υ ρ(1&ρ3κ-: [...].

Π&??ά 5ρ81-4α1α σ6513κά 45 1( 6ρ-σ( κα3 1&) σκ&π/ 1&υ παπAρ&υ 
παρα47)&υ) α)απά)1(1α. Π5ρα317ρ8 7ρ5υ)α 2σ8: κα1α,7ρ53 )α 1α 
απ&σα,()2σ53. Iά.5 κα3)&Aρ3& σ1&3652&, 8σ1/σ&, B3α αυ1ά 1α σπά)3α 7ρBα 
1&υ Cυρ3π2δ( 52)α3 43α π&?A134( πρ&σ.-κ( σ1& π5δ2& 1(: αρ6α2α: 5??()3κ-: 
Bρα44α152α:. M παρ&υσ2α 1&υ: σ1( )5κρ/π&?( 1(: F3?αδ7?,53α: 52)α3 43α 
5υ6άρ3σ1( 7κπ?(ξ(, π&υ κα1αδ53κ)A53 1( ?&B&156)3κ- πα3δ52α 18) κα1&2κ8) 
1(: Wασ(: 1&υ FαB3&A4.

Yvona Trnka-Amrhein, Basem Gehad, “Two lost plays of Euripides from 
Roman Philadelphia

”
, Egyptian Archaeology, Issue 65, Autumn 2024, ). 37-39, μτ5ρ. 

GKθ,μη4 ΘMοK.
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Από τ*3 Φαέθοντα, π*υ έγ,0N2 κ0- 1κη3*θέτη12 
* Ευ,-π?Bης γ-0 30 03έP2- 1τ0 θέ0τ,0 της Αθή30ς

ΧΟΡΟΣ
Hα τη! Nαρ(O9. η αK-ή
κ. 02α τ’ α)τMρ.α τ’ οKρανο,
)1ήνοKν9 Mνα-Mνα.

7α. να! D αη:0να κ92αη:(, 9κ93 Pη2( )τα :Mντρα·
κ2α39. το πα.:3 τη4 κα. θρην93,
κ2α39., θρην93 κ(θ9 πρω3
Rαν(, Rαν(, Rαν(:
SτK, SτK (-2KκM μοK), SτK (-.9 μοK), SτK, SτK…

Hα κ. ο. 1ο)κο3 μM)’ )τα 1οKν( μαO3 μ9 τα κοπ(:.α·
ακο,-9τα. η 52ο-Mρα, 192(OοKν9 τ’ αρν.(,
RKπνο,ν κα. τα ποK2(ρ.α· αρ-( κα. νK)τα-μMνα,
π(ν9 μαO3 :Kο-:Kο να 5(ν’ χορτ(ρ.α τρK59ρ(.

A.(νοKν :οK29.( κ. ο. κKνη-ο3, OTα πο22( να )5(RοKν,
9νT :Kο κ,κνο. π2MοKν9 )τα ήρ9μα ν9ρ(...

7α. ’κ9.! A.ο πMρα – 1-α3νοKν9 ο. 1(ρκ94 )τ’ ανο.χτ(·
5K)( τ’ α9ρ(κ. απα2(, χαU:9,9. τα παν.(.
7. ο. να,τ94 ρ3χνοKν τα κοKπ.( κ. αρχ3OοKν το τρα-ο,:.:
«Α,ρα, 5,)α, Α,ρα, 5,)α, π(ρ9 μ9,
ποK ’χω -Kνα3κα κα. πα.:3 κα. π9ρ.μMνοKν».
ΦοK)κTνοKν τα παν.( μ9μ.(4, μ9 50ρα π(ν’ ο. π2Tρ94.

;α αKτ( 93να. M-νο.94 α22ωνTν.
Gμ(4 το καθήκον
–μα κ. ο Mρωτα4, ο π0θο4–
μα4 θM2οKν 9:T...

ΘΡΑΥΣΜΑΤΑ: EΥΡΙΠΙΔΗΣ



20 



21 



22 Ο- 0,C0-*5όγ*- 2?30- 1υ3ηθ-1μέ3*- )α ασ6&?&A)1α3 δ3αρκ9: 

45 .ραAσ4α1α. Τα π5ρ3σσ/15ρα απ/ 1α υ?3κά 26)( π&υ συ)α)1&A) 52)α3 

σπασ47)α, δ3α?υ47)α, .ραυσ47)α σ5 43κρά κ&44ά13α. 0)α παράξ5)& α2σ.(4α 

45?αB6&?2α: α)αδA51α3, /63 1/σ& σ1&υ: 2δ3&υ: 1&υ: αρ6α3&?/B&υ:, /σ& σ5 

κάπ&3&υ: ά??&υ:, σ5 47?( 1&υ κ&3)&A. «Τ3 κρ24α», ?7)5 συ6)ά, «/?α 52)α3 

σπασ47)α, 1α κα17σ1ρ5Hα) /?α...». ;υ1ά ακ&A53 κα)52: )α ?7B&)1α3, σ13: 

5π3σκ7H53: σ13: α)ασκα,7: κα3 σ13: ξ5)αB-σ53: B3α 1& κ&3)/. ;??ά κα3 &3 

53δ3κ&2 δ5) 52)α3 απρ/σβ?(1&3 απ’ αυ1/ 1& παράξ5)& α2σ.(4α .?2H(:. E3α 

βα.3ά 5π3.υ42α )α συBκ&??(.&A) 1α κ&44ά13α, )α απ&κα1ασ1α.52 ( &?/1(1α, 

κυρ3αρ652 συ6)ά κα3 δ3α4&ρ,9)53 1() αρ6α3&?&B3κ- ,α)1ασ2α. G?/κ?(ρ5: 

υπ&53δ3κ/1(15: 76&υ) 8: α)13κ5245)/ 1&υ: 1& σ6&?ασ13κ/ κα3 5π2π&)& 7ρB& 1(: 

συ4π?-ρ8σ(: αυ1&A 1&υ παζ?. Τα π5ρ3σσ/15ρα απ/ 1α σπασ47)α κ&44ά13α, 

συ)-.8:, δ5) βρ2σκ&)1α3 π&17, κ3 71σ3 )7α υ?3κά, σAB6ρ&)α υπ&κα1άσ1α1α, 

κα?&A)1α3 )α πάρ&υ) 1( .7σ( 18) 6α47)8) πα?α39) κ&44α139), )α 

5πα)α,7ρ&υ) 43α α2σ.(σ( &?/1(1α:. 0)α αBB52& 5κ12.51α3 1/15 ακ7ρα3& σ1() 

πρ&.-κ( 5)/: 4&υσ52&υ, 7)α: )α/: α)αB5))ά1α3 σ5 43α κα1άσ1ασ( π&υ δ5) 

υπ-ρξ5 π&17.

D1& β3β?2& 4&υ Eο έθνος κ(ι τ( ερείπι: τοC (5??()3κ- 7κδ&σ(, 2012, 

Cκδ/σ53: 1&υ C3κ&σ1&A Πρ91&υ) &)&4άζ8 αυ1/ 1& ,α3)/45)& Fοστ(λγί( 

γι( το Gλον. Πρ/κ531α3 B3α 7)α ,α3)/45)& π&υ 6αρακ1(ρ2ζ53 /63 4/)& 1() 

αρ6α3&?&B2α σ1& π?α2σ3& 1(: )5815ρ3κ/1(1α:, α??ά κα3 συ)&?3κά 1& 5.)3κ/ 

,α)1ασ3ακ/, 1& 5υρA15ρ&, δ(?αδ-, Hυ63κ/, κ&3)8)3κ/ κα3 π&?313κ/ ,α3)/45)& 

ΕΓΚΩΜΙΟ 
ΤΟΥ 

ΘΡΑΥΣΜΑΤΟΣ
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π&υ παρ-BαB5, 5ξ αρ6-:, 1() αρ6α3&?&B2α. Iάπ&3&3 2σ8: .5?-σ&υ) )α 
5)1&π2σ&υ) παρα??(?3σ4&A: 45 1( ,ρ&ϋδ3κ- Hυ6α)ά?υσ(, κα3 1( 6ρ-σ( 1(: 
δ3αδ3κασ2α: α)άσυρσ(: 18) αρ6α3&?&B3κ9) .ραυσ4ά18) 8: 451α,&ρά: 
B3α 1() Hυ6α)α?υ13κ- απ/π53ρα α)άκ?(σ(: (re-collection) 1&υ 5αυ1&A. Iα3 
κάπ&3&3 ά??&3 .α .5?-σ&υ) )α υπ5).υ42σ&υ) /13 /63 4/)& ( υ?3κ- 4)-4(, 
α??ά κα3 ( 2δ3α ( δ3αδ3κασ2α 1(: .A4(σ(: κα3 1(: ?-.(:, 6αρακ1(ρ2ζ51α3 
απ/ .ραυσ4α13κ/1(1α, απ/ 43α α15?5281(, α15?- κα3, συ6)ά, 4ά1α3( δ3αδ3-
κασ2α α)άκ?(σ(:, σA)δ5σ(: 18) .ραυσ4ά18), α)αδ3ά1αξ(: κα3, συ6)ά, 
5πα)5,5Aρ5σ(:. 

I3 /48:, 15?5υ1α2α, 5452: &3 αρ6α3&?/B&3 αρ62σα45 )α 5κ134&A45 
1& .ραAσ4α. Eά.α45 π8: αυ1- ( α2σ.(σ( 1(: απ&υσ2α: π&υ B5))ά 
52)α3 δ(43&υρB3κ- κα3 B/)34(. W13 ( απ9?53α π&υ συ)5πάB51α3 4π&ρ52 )α 
α)13σ1α.43σ152 απ/ άπ53ρ5: δυ)α1/1(15:. Iα3 κα1α?άβα45 /13, σ5 &ρ3σ47)5: 
π5ρ3π19σ53:, κα3 &3 ά).ρ8π&3 1&υ παρ5?./)1&: π&υ 45?51ά45 7δ3)α) αξ2α 
σ1& .ραAσ4α. C)9 πα?α3/15ρα .58ρ&Aσα45 /13 1α σπασ47)α κ&44ά13α π&υ 
βρ2σκ&υ45 52)α3 απ&17?5σ4α 1υ6α2α: .ραAσ(: - β2α38) 5π53σ&δ28), 19ρα 
συ)53δ(1&π&3&A45 /13 1&υ?ά63σ1&) κάπ&3α απ/ 1α σπασ24α1α π&υ 5)1&π2ζ&υ45 
52)α3, σ1() πραB4α13κ/1(1α, 1& απ&17?5σ4α 43α: 5σκ5447)(: .ραAσ(: 
π&υ 5κ?α4βά)&)1α) 8: κά13 .513κ/. Y).ρ8π&3 1&υ παρ5?./)1&: συ6)ά 
δ3&ρBά)8)α) 15?51&υρB3κά δρ945)α, ( κ5)1ρ3κ- πράξ( 18) &π&28) -1α) 
1& 5π315?5σ13κ/ κα3 5σκ5447)& σπάσ34& α)13κ5347)8) κα3 156)7ρB8) – 43α 
πράξ( π&υ παρ-BαB5 3σ6υρ7: 4)(4&)3κ7: συ)-κ3)-σ53:, 26)( 5)σ94α1(: 
4)-4(: π&υ αρB/15ρα .α α)ακα?&A)1α) κα3 .α 5πα)5)5ρB&π&3&A)1α), σ5 
δ3α,&ρ513κ&A: 1/π&υ: κα3 6ρ/)&υ:. Τ3 B3)/1α) /48: 45 1α 2δ3α 1α σπασ47)α 
κ&44ά13α; ;) κα3 σ5 &ρ3σ47)5: π5ρ3π19σ53:, 3δ28: σ5 1α,3κ7: 15?517:, αυ1- ( 
πράξ( 1&υ σπασ24α1&: –5)/: αBB52&υ - 5)/: 53δ8?2&υ, B3α παράδ53B4α– 
.α σ(4α1&δ&1&Aσ5 1( ρ-ξ( σ1&) κ&3)8)3κ/ 3σ1/ π&υ ,7ρ)53 & β3&?&B3κ/: 
.ά)α1&: 5)/: α).ρ9π&υ, π&??7: ά??5: ,&ρ7: ( πράξ( αυ1- δ5) σ-4α3)5 
1& 17?&:, α??ά 4ά??&) 43α )7α αρ6-. Τα .ραAσ4α1α 1&υ αBB52&υ - 1&υ 
53δ8?2&υ .α ξ5κ3)&Aσα) 43α )7α ζ8- Hς θρ(ύσμ(τ(. Kα 7,5ρα) 4αζ2 1&υ: 
1( 4)-4( 1&υ ακ7ρα3&υ α)13κ5347)&υ, α??ά, κυρ28:, .α 7,5ρα) 1( 4)-4( 
1(: 2δ3α: 1(: πράξ(: 1&υ σπασ24α1&:, 1&υ 5π315?5σ13κ&A συ4βά)1&:, κα3 1(: 
συ??&B3κ/1(1α: 18) α).ρ9π8) κα3 18) α)13κ5347)8) π&υ συ4451526α) σ1() 
15?51&υρB2α 1&υ σπασ24α1&:. G3 αρ6α3&?/B&3 43?&A) συ6)ά B3α αυ1/ 8: 43α 
δ3αδ3κασ2α δ(43&υρB2α: κ&3)8)3κ9) δ5σ49) δ3α47σ&υ 18) .ραυσ4ά18): 
α) 1α .ραAσ4α1α αυ1ά 4&3ράζ&)1α) σ1&υ: α).ρ9π&υ: π&υ συ4451526α) σ1& 
συ4βά) 1&υ 15?51&υρB3κ&A σπασ24α1&:, .α 1&υ: συ)7δ5α), .α 7,5ρα) σ1& 
47??&) 1() α2σ.(σ( 1(: συ??&B3κ/1(1α:· .α .A43ζα) αυ1/ 1& π&?υσυ??5κ13κ/ 
/?&) 1& ,13αB47)& απ/ α).ρ9π&υ: κα3 πράB4α1α. ;??ά υπάρ653 5δ9 B3α 
4α: ( δυ)α1/1(1α )α ,α)1ασ1&A45 κα3 )α 5ξ5ρ5υ)-σ&υ45 π5ρ3σσ/15ρα: 1α 
(.5?(47)α .ραυσ47)α α)13κ5245)α 4π&ρ52 )α 5κ,ράζ&υ) κα3 1() α2σ.(σ( 
1&υ 5π345ρ3σ4&A, 1() 3δ7α /13 ( 7))&3α 1(: πρ&σ8π3κ/1(1α: δ5) 5δράζ51α3 
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α)αBκασ13κά σ1& π?-ρ5: κα3 π5ρ36αρακ847)& &). W13 1& δ3α68ρ3σ47)& 
ά1&4&, 1& ά1&4& σ5 .ραAσ4α1α, 1& δ3α45ρ3σ47)& ά1&4&, .α 4π&ρ&Aσα) )α 
52)α3 δ3α,&ρ513κ&2 1ρ/π&3 )α ,α)1ασ1&A45 1() α).ρ9π3)( κα1άσ1ασ(, σ1& 
παρ5?./) κα3 σ1& παρ/).

D’ αυ1/ 1& σ1&6ασ13κ/ κα3 6αρ4/συ)& .5α1ρ3κ/ 7ρB&, 1& .ραAσ4α 7653 
1() 134(13κ- 1&υ, &3 ?5π1&47ρ537: 1&υ σκ3αBρα,&A)1α3 κα3 &3 δυ)α1/1(17: 1&υ 
δ35ρ5υ)9)1α3 - κα3 ,1ά)&υ) σ1α /ρ3ά 1&υ:. Iα.9: β39)&υ45 1( δ3αδ3κασ2α 
1(: α)ασκα,-: 8: 43α 5)σ94α1( 5π317?5σ(, 8: 43α σ84α1&π&3(47)( 
6&ρ&Bρα,2α α).ρ9π8), 5ρBα?528), B58?&B3κ9) 6αρακ1(ρ3σ13κ9) κα3 
15?51&υρB3κ9) πρ81&κ/??8), κα?&A4ασ15 )α σκ5,1&A45 κα3 )α β39σ&υ45 
1& .ραAσ4α σ1() υ?3κ--156)&υρB3κ-, Bραπ1--?&B&156)3κ- κα3 ακ&υσ13κ- 1&υ 
υπ/σ1ασ(. Τα 6α47)α κ&44ά13α, 1α κ5)ά, &3 σ38π7:, σ’ αυ1/) 1&) .ραυσ4α13κ/ 
κ/σ4&, σ5 σ13B47: 47)&υ) 45178ρα, κα?9)1α: 4α: )α σ1α.&A45 κα3 )α 
συ??&B3σ1&A45. I3 ά??&15 συ4π?(ρ9)&)1α3 45 ,α)1ασ13κ7:, δ(43&υρB3κ7: 
3σ1&ρ25:, π3.α)ά σ5)άρ3α κα3 υπ&.7σ53: – /63 ?3B/15ρ& πραB4α13κ7: απ/ 
1α B5B&)/1α π&υ 5)1&π2ζ&)1α3 απ/ 1&υ: αρ6α3&?/B&υ:. G3 5π315?7σ53: δ5) 
52)α3 ,5υBα?7α συ4βά)1α, παρ&δ3κ7: δράσ53: π&υ 6ά)&)1α3, /π8:, συ6)ά, 
π3σ15A&υ45. ;,-)&υ) π2σ8 1α 26)( 1&υ:, σ1&) υ?3κ/ κ/σ4& - σ1& σ94α, 
υ?3κ7: 4)-45: 5)/: ά??&υ 52δ&υ:, .ραυσ47)α 26)( B3α )α συ??56.&A), 
)α α)ακ?(.&A) 6ρ/)3α, α39)5:, 63?35125: 451ά. D5 43α 171&3α α)άκ?(σ( 4ά: 
πρ&σκα?52 κ3 αυ1/ 1& 7ρB&, 43α α)άκ?(σ( π&υ σ2B&υρα .α δ(43&υρB-σ53 
47σα σ1α σ94α1ά 4α: 1α δ3κά 1(: α3σ.(1(ρ3ακά-4)(4&)3κά .ραAσ4α1α – 
.ραAσ4α1α π&υ .α ,7ρ&υ45 π3α 4αζ2 4α:, σ5 ά??&υ: 1/π&υ: κα3 6ρ/)&υ:, 
451ά 1& 17?&: 1(: παράσ1ασ(:.

D-ά33ης Χ0μη5άκης  
7αθη-ητή4 Αρχα.ο2ο-3α4 )την W:ρα Joukowsky Family κα. καθη-ητή4 H9ο922ην.κTν 
!ποK:Tν )το Aαν9π.)τήμ.ο Brown 

Το κείμενο ()άφ,-κε ε./.κά (.α ,ο 1)ό()αμμα ,-ς 1α)ούσας 1α)άσ,ασ-ς (μ,φ). Ε7θύμ-ς 9:ο7).
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Από τ*3 Πολύιδο, τη3 π0,ά1τ01η π*υ 03έP012 
* Ευ,-π?Bης 1τ0 θέ0τ,0 της Αθή30ς κ0- π0-Gότ03 
0κόμη, 800 C,ό3-0 μ2τά, 1τ-ς 1κη3ές της Α-γύπτ*υ

ΠΑΣΙ(Α)
Δ9ν 93να. μ0νο )τ.4 χαρM4, Aο2,.:9 –)τα 5α-οπ0τ.α κα. )τα -2Mντ.α–
ποK ο. (νθρωπο. ω592ο,ντα. απ0 τα χρήματα·
κα. )την κακή )τ.-μή το χρήμα μπορ93 να )9 1-(29. απ’ τ.4 )Kμ5ορM4.

ΠΟΛΥΙΔΟΣ
Yα)32.))( μοK, :MRοK τη μο3ρα )οK κα. )τ()οK )το ,Pο4 )οK,
μην κ(ν9. η τ,χη )οK 5τ9ρ( κα. )’ α5ή)9. μ.α κα. κα2ή.

ΜΙΝΩΑΣ
7ανMνα4 κο.ν04 (νθρωπο4, Aο2,.:9, :9ν μπορ93 να απο5,-9.
το ανα-κα3ο κακ0. CTρα μη θKμT)9.4 μ9 αKτ( ποK θα πω.
Όπω4 το :9253ν. :9)π0O9. )τη4 θ(2α))α4 τ’ ανο.χτ(,
0πω4 ο α9τ04 –μ9 τη :,ναμή τοK– κKρ.αρχ93 π(νω )’ 02α τα πτην(,
Mτ). κ. ο Δ3α4 )τον οKραν0 κα. ο. 1α).2.(:94 )τη -η
κατMχοKν την απ02Kτη 9RοK)3α. J4 (νθρωπο4 κο.ν04 κ. 9),,
θα πρMπ9. να κ(ν9.4 αKτ( ποK )οK 2Mν9 – θ94 :9 θ94.

ΠΟΛΥΙΔΟΣ
7(τ. μπ9ρ:9,9.4 μ(22ον – 9-T 93μα. (νθρωπο4 929,θ9ρο4.
[κενό]
G3να. 9Rω5ρ9ν.κ( αKτ( ποK 294 κα. κ(ν9.4, 
ποK θ94 κ(τ. ποK :9ν Kπ(ρχ9. π.α να Kπ(ρR9. π(2.
– R9π9ρν(4 κ(θ9 0ρ.ο κα. 5τα39. το χρήμα )οK -.α αKτ0.
[κενό]
ΆκοK: οτ.:ήποτ9 -9νν( η 5,)η μ9 2αχτ(ρα απ’ τη -η
πρMπ9. να Oή)9. κα. να π9θ(ν9.. Cα π(ντα
5KτρTνοKν κ. ανθ3OοKν κα. μ9τ( μαρα3νοντα.
μ9 το πMρα)μα τοK χρ0νοK – 0ταν πρMπ9., )τον κα.ρ0 τοK4.
Cα ν.(τα :3νοKν τη θM)η τοK4 )τα -ηρατ9.(.
;.κρο3, μ9-(2ο., 02ο. μα4 – μ.α Oωή την MχοKμ9.
7αν934 :9 O9. :Kο 5ορM4.

ΘΡΑΥΣΜΑΤΑ: EΥΡΙΠΙΔΗΣ
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28 Α3 κ0- τέC3η τ*υ π0,ό3τ*ς, 1& .7α1ρ& 7653 1( 4&)αδ3κ- 3κα)/1(1α )α 

συ)&43?52 &υσ3ασ13κά 45 1() απ&υσ2α – )α 1(: δ2)53 σ6-4α κα3 ρυ.4/. 

Τα .ραAσ4α1α 1&υ αρ6α2&υ δρά4α1&: B2)&)1α3 σ1& .7α1ρ& ζ8)1α)ά υ?3κά 

δ(43&υρB2α:, π&υ ά??&15 απ&15?&A) 1( βάσ( B3α 1() α)ασA).5σ( 1&υ 

6α47)&υ 7ρB&υ, ά??&15 B5))&A) 7)α )7& 7ρB& π&υ δ3α?7B51α3 45 1() αρ6α2α 

.54α13κ- κα3 1& σAB6ρ&)& -.&: κα3 ά??&15 ( 2δ3α ( σ38π-, ( 7??53H( κα3 

1& κ5)/ 451α1ρ7π&)1α3 σ5 5ρBα?52α 7κ,ρασ(: 1(: σAB6ρ&)(: 54π53ρ2α:: 

1&υ κα1ακ5ρ4α13σ47)&υ 5αυ1&A, 1(: ασυ)7653α: 1(: 4)-4(:, 1(: αβ7βα3(: 

1αυ1/1(1α:. D5 αυ17: 13: π5ρ3π19σ53:, 1& .ραAσ4α δ5) σ(4α2)53 απ9?53α, α??ά 

π3.α)/1(1α. L2)51α3 ,&ρ7α: )&-4α1&:, 43α 4&ρ,- ζ8)1α)- π&υ, 47σα απ/ 1( 

.5α1ρ3κ- πράξ(, ξα)αρ62ζ53 )α α)απ)753. D1( συ)ά)1(σ- 1&υ 45 1& «.ραAσ4α», 

47σα απ/ 43α π&ρ52α π&υ 4&3άζ53 45 15?51&υρB2α 4)-4(:, 1& .7α1ρ& δ5) 

α)απαρ3σ1ά 1& δ5δ&47)&, α??ά απ&κα.3σ1ά 1& α)52π81&. 

;)αζ(19)1α: 1α 26)( 5)/: 5υρA15ρ&υ κα3 δ3αρκ9: 5ξ5?3σσ/45)&υ 

δ(43&υρB3κ&A π5δ2&υ, α: σ1α.&A45 σ5 43α σ13B4- 451άβασ(: απ/ 1() κ?ασ3κ- 

α)αβ28σ( σ1( ,3?&σ&,3κ- κα3 π&3(13κ- α)ασA).5σ( 1&υ αρ6α2&υ 4A.&υ απ/ 

1&) Lκα215, & &π&2&:, σ13: αρ67: 1&υ 19&υ α39)α, αξ3&π&352 .ραAσ4α1α απ/ 1( 

6α47)( 1ραB8δ2α )(έθHν 1&υ Cυρ3π2δ( B3α )α συ).7σ53 7)α δ3κ/ 1&υ 7ρB&, 

7)α) π&3(13κ/ σ1&6ασ4/ σ5 ζ(1-4α1α 1αυ1/1(1α:, B)9σ(: κα3 α).ρ9π3)8) 

&ρ28). M απ&σπασ4α13κ/1(1α σ1&) Lκα215 451α1ρ7π51α3 σ5 ,3?&σ&,3κ/ 

5ρBα?52&, κα3 & )(έθHν B2)51α3 α??(B&ρ2α 1(: Aβρ58: κα3 1(: απ&κ&π-: 1&υ 

α).ρ9π&υ απ/ 1() κ&σ43κ- 1άξ(. 

ΣΠΑΡΑΓΜΑΤΑ 
ΑΡΧΑΙΟΥ ΔΡΑΜΑΤΟΣ:

ΕΝΑΣ ΓΟΝΙΜΟΣ 
ΔΙΑΛΟΓΟΣ ΜΕ ΤΗΝ 

ΑΠΟΥΣΙΑ

ΘΡΑΥΣΜΑΤΑ: EΥΡΙΠΙΔΗΣ
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ΘΡΑΥΣΜΑΤΑ: EΥΡΙΠΙΔΗΣ

D1() 5??()3κ- πραB4α13κ/1(1α, & συBBρα,7α: J(4-1ρ(: 

J(4(1ρ3άδ(: 5πα)7ρ651α3 σ1&) 2δ3& 4A.& 1&) 21& α39)α B3α )α 1&) 

δ3ασ1αυρ9σ53 45 1&) σα3ξπ(ρ3κ/ Iμλετ κα3 )α συ).7σ53 43α υβρ3δ3κ-, 

σκ&153)- 1ραB8δ2α. ;κ&?&υ.9)1α: 1α 26)( 1&υ αρ6α2&υ 4A.&υ ( δ3ακ5345)3κ- 

πρ&σ7BB3σ( 1&υ J(4(1ρ3άδ(, σ5 σκ()&.5σ2α 1&υ J(4-1ρ( Iαρα)1ζά, σ1& 

K7α1ρ& 1(: Gδ&A Iυκ?άδ8) – N5υ17ρ(: O&B3α1ζ-: (2015), 451αBρά,53 

1&) 4A.& 1&υ )5αρ&A Fα7.&)1α π&υ &δ(B52 1& άρ4α 1&υ πα17ρα 1&υ, Z?3&υ, 

σ5 43α α??(B&ρ2α B3α 1() πα1ρ3κ- β2α, σ5 7)α &3κ&B5)53ακ/ δρά4α δ84α12&υ 

B3α 1( δ3ά?υσ( 1(: 1αυ1/1(1α:. E2α π5)1α512α αρB/15ρα, 1& 2020, & )(έθHν 

1&υ JMΠCKC Iρ-1(:, σ5 δρα4α1&υρB3κ- 5π5ξ5ρBασ2α κα3 σκ()&.5σ2α 1(: 

0,(: K5&δ9ρ&υ, π5ρ37653 1α απ&σπάσ4α1α 1&υ Cυρ3π2δ( (σ5 451ά,ρασ( 

1&υ L39ρB&υ Dα4πα1ακάκ( [7κδ. 1996]) κα3 1( 4υ.3κ- α,-B(σ( 1&υ Gβ2δ3&υ 

(σ5 451ά,ρασ( 1&υ K5/δ8ρ&υ ΠαπαBB5?-) σ5 7)α σκ()3κ/ α,-B(4α B3α 1() 

Aβρ(, 1() 5π3.υ42α κα3 1() π19σ(. G3 1ρ53: 5ρ4()5υ17: 1(: παράσ1ασ(:, 45 

1&υ: ζ8)1α)&A: ρυ.4&A: 18) κρ&υσ19), απ&δ2δ&υ) 1( ,?5B/45)( δ3αδρ&4- 

1&υ )5αρ&A -ρ8α 8: υπαρξ3ακ- π5ρ3π?ά)(σ( σ1α /ρ3α 1&υ ,81/: κα3 1&υ 

α,α)3σ4&A. 

M παράσ1ασ( ΨCχοστ(σί( 1&υ DπAρ&υ CυαBB5?ά1&υ, σ1( σA).5σ( 

1&υ Τάσ&υ U&Aσσ&υ, .α 52)α3 ( πρ91( σ1() C??άδα π&υ .α αξ3&π&3-σ53 

απ&σπάσ4α1α απ/ 6α47)5: 1ραB8δ25: 1&υ ;3σ6A?&υ, /63 B3α )α α)απαρασ1-σ53 

7)α 6α47)& αρ6α2& 7ρB&, α??ά B3α )α 1& 451α1ρ7H53 σ5 σ1&6ασ4/ B3α 1() 

α).ρ9π3)( αδυ)α42α απ7)α)13 σ1& α)απ/,5υκ1&. E5 5π2κ5)1ρ& 1( .5Rκ- 

«ζυBαρ3ά» 18) Hυ69) 1&υ ;63??7α κα3 1&υ E74)&)α ( παράσ1ασ( .α .υ42σ53 

σ1& κ&3)/ 1(: Cπ3δαAρ&υ 1&υ 1979 /13 ακ/4α κα3 &3 -ρ85: 52)α3 πρ&&ρ3σ47)&3 

)α )3κ(.&A) απ/ 1&) 6ρ/)&, 1( 4&2ρα κα3 1&) .ά)α1&. 

Wπ8: κάπ&3α 7ρBα σ9ζ&)1α3 απ&σπασ4α13κά, 71σ3 κα3 ( σAB6ρ&)( 

54π53ρ2α 52)α3 .ραυσ4α13κ-, δ3α45?3σ47)(. D1() παράσ1ασ( The Trackers 

of Oxyrhynchus, βασ3σ47)( σ1& σα1υρ3κ/ δρά4α ΙχνεCτές 1&υ D&,&κ?-, 

π&υ παρ&υσ3άζ53 1& 1988 σ1&υ: J5?,&A: & Tony Harrison, B5,υρ9)&)1α3 

6ρ&)3κά 6άσ4α1α κα.9: & σAB6ρ&)&: δ(43&υρB/: 5π5ξ5ρBάζ51α3 1αυ1/6ρ&)α 

1&) αρ6α2& 4A.&, 1() 3σ1&ρ2α 1(: 5Aρ5σ(: 1&υ κ5347)&υ κα3 1( σAB6ρ&)( 

κ&3)8)3κ- πραB4α13κ/1(1α. [5κ3)9)1α: απ/ 1() α)ακά?υH( 18) παπAρ8) 1(: 

GξυρρAB6&υ –1& συBκ5κρ347)& 653ρ/Bρα,& α)ακά?υHα) &3 παπυρ&?/B&3 

Bernard Grenfell κα3 Arthur Hunt σ1() GξAρυB6& 1& 1907–, & Harrison 

6ρ(σ34&π&352 1( .ραυσ4α13κ- 4&ρ,- B3α )α σ6&?3άσ53 1() απ&σA).5σ( 18) 

45Bά?8) α,(B-σ58). Π&?A )8ρ215ρα απ/ 1&) Harrison, &3 ΙχνεCτές 526α) 

παρ&υσ3ασ152 σ5 4&ρ,- /π5ρα:: 1& 1913, σ1( B5ρ4α)3κ- 451ά,ρασ( 1&υ 

Carl Robert 45 4α.(17: 1&υ πα)5π3σ1(42&υ 1&υ Halle σ1& Goethe Theatre 

σ1& Lauchstädt, κα3 1& 1925, σ1() Opera 1&υ Παρ3σ3&A σ1( 451ά,ρασ( 1&υ 

Théodore Reinach, 45 121?& K γέννηση της λύρ(ς.

;)αB)8ρ2ζ&)1α: σ1&) FρA)36& 1&) πρ91& δρα4α1&υρB/ π&υ συ)7δ5σ5 

1& .7α1ρ& 45 1( συ??&B3κ- 4)-4( κα3 1& π&?313κ/ 1ραA4α, & Tony Harrison 
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ΘΡΑΥΣΜΑΤΑ: EΥΡΙΠΙΔΗΣ

Από τη3 Ανδρομέδα, π*υ π,Jτ*03έP012 * 68C,*3*ς 
Ευ,-π?Bης 1τ0 θέ0τ,0 της Αθή30ς κ0- π0-Gότ03 0κόμη, 
132 C,ό3-0 μ2τά, 1τ-ς 1κη3ές της Θ,άκης

ΑΝΔΡΟΜΕΔΑ (ΜΑΖΙ ΜΕ Τ)Ν )ΧΩ)
7ο3τα τον οKραν0, π0)α ()τρα...
J ν,χτα απMραντη...
)αν (1K))ο4 απ2Tν9)α. π(νω απ’ το κ95(2. μοK...
!κοτ(:. ατM29.ωτο )κ9π(O9. τα π(ντα,
ατM29.ωτο )κοτ(:....

I.ατ3 9-T, η Αν:ρομM:α, -.ατ3 9-T...
-.ατ3 9-T να KπομMνω τMτο.α 1()ανα...
Δ9μMνη 9:T )τα 1ρ(χ.α, π9ρ.μMνοντα4 τον θ(νατο να μ’ M1ρ9....
;9 πMταRαν 9:T, τρο5ή -.α το θα2()).ο τMρα4... Αχ 5ρ3κη!

GμMνα πο.α )9.ρήνα -2Kκ02α2η :3π2α )το κ,μα θα μ9 κ2(P9.;
C. να μοK κ(νοKν κα. τα :(κρKα...
!τ(294 κ9νM4, ()κοπ94...

Α4 Mπ95τ9 Mνα α)τMρ.,
π,ρ.νο )αν την α)τραπή
απ0 τον μα,ρο οKραν0,
κα. να μ9 κ(P9. Oωντανή.

Δ9ν αντMχω (22ο
τMτο.α α-ων3α, τMτο.ο π9ρ3μ9ν9.
G50)ον :9ν πρ0κ9.τα. ποτM Rαν(
να :ω το 5ω4 τοK ή2.οK το -2Kκ0,
α4 μπω )τον Ά:η τTρα! ;0νη...

ΠΕΡΣΕΑΣ
Ψη2( )τον οKραν0 π9τT,
9-T, ο A9ρ)Mα4, μ9 τα 5τ9ρωτ( )αν:(2.α μοK
αν(μ9)α )τ’ α)τMρ.α,
π(νω απ0 θ(2α))94 α)τρα5τ9ρM4, 59--αρ05ωτ94,
π(νω απ0 χTρ94 )κοτ9.νM4 κ. (-νω)τ94...

T. τ0πο4 να ’να. αKτ04; 7α. κ9., τ. ακρωτήρ.;
C. 1ρ(χο4 93να. αKτ04, )τη θ(2α))α χKμMνο4,
μο,)κ9μα απ’ τοK4 α2μKρο,4 α5ρο,4;
AMτρα 2αR9μMνη μ9 τη μορ5ή μ.α4 κοπM2α4
– (-α2μα π9ρ3τ9χνο, χαρ( θ9ο,...
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ΘΡΑΥΣΜΑΤΑ: EΥΡΙΠΙΔΗΣ

Αχ κοπ92.(...
7ρ9μα)μMνη 0πω4 93)α. Mτ). 9κ93
)9 2Kπ(τα. η PKχή μοK...
[παύ,η]
Δ9 μοK μ.2(4;
[παύ,η]
D ).ωπή 93να. 5τωχή μπρο)τ( )τ.4 2MR9.4.

ΧΟΡΟΣ
Wρωτα, τ,ρανν9 θ9Tν κ. ανθρTπων!

Αν 93να. να μα4 :93χν9.4
τ.4 ομορ5.M4 τοK κ0)μοK,
1(29 το χMρ. )οK κ. 9),
να 9KτKχή)οKμ9!
Α5ο, 9), –9),!– μα4 M)τη)94
9το,τη την π29κτ(νη.

Wρωτα, τ,ρανν9 θ9Tν κ. ανθρTπων!
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5πα)7ρ651α3 1& 1995, 45 .ραAσ4α1α απ/ 7ρBα 1&υ Fρυ)26&υ, B3α )α α)αδ52ξ53 

13: α)α?&B25: 451αξA αρ6α28) κα3 σAB6ρ&)8) B5)&κ1&)39). Τ& 7ρB& 1&υ The 

Labourers of Herakles, 7)α &ξA σ6/?3& B3α 1&) π/?54& σ1( O&σ)2α, απ&δ&452 

συ)53δ(1ά 1( 4υ.&?&B3κ- ?531&υρB2α 1&υ -ρ8α Mρακ?-, παρ&υσ3άζ&)1ά: 1&) 

8: σA4β&?& κα1ασ1ρ&,-: κα3 β2α:. Τ& σκ()3κ/ 1&υ 7ρB&υ, π&υ παρ&υσ3άσ1(κ5 

σ1&υ: J5?,&A:, 52)α3 7)α πραB4α13κ/ 5ρB&1άξ3& 45 5))7α 4π51&)37ρ5: κα3 7)α 

σ3?/ π&υ ,7ρ53 1& ?&B/1υπ& 1(: «Heracles General Cement Corporation». 

G S&ρ/: απ&15?521α3 απ/ 5ρBά15: 45 κ21ρ3)α κρά)( π&υ παB3δ5A&)1α3 σ1& 

υBρ/ 4π51/), 5)9 απ/ 1α σακ3ά 1&υ 1σ347)1&υ ρ753 κα1ακ/κκ3)& α24α. G 

Harrison α)ασυ).7153 1&υ: 4A.&υ: κα3 1&υ: 5ξ51άζ53 κρ313κά 47σα σ1& 

π?α2σ3& 18) σAB6ρ&)8) π&?748), κα3 δ5) δ3σ1άζ53 )α 451α1ρ7H53 1&) Mρακ?- 

σ5 αρ651υπ3κ- ,3B&Aρα 1(: β2α: κα3 1&υ κα1ασκ5υασ47)&υ (ρ83σ4&A. (G 

6αρακ1-ρα: 1&υ Mρακ?- δ5) πρ&7ρ651α3 απ/ 1α 7ρBα 1&υ Fρυ)26&υ). 

E2α δ3512α αρB/15ρα, 1&) ;πρ2?3& 1&υ 1997, & David Wiles, σ1() 

π53ρα4α13κ- σκ()3κ- πρ&σ7BB3σ( 1(: 6α47)(: LMιπύλης 1&υ Cυρ3π2δ( σ1& 

Studio Theatre 1&υ Royal Holloway, .α 451α1ρ7H53 1() απ&σπασ4α13κ/1(1α σ5 

47.&δ& δ35ρ5A)(σ(:. Τ& 2δ3& 5π53σ/δ3& παρ&υσ3άζ51α3 σ5 1ρ53: δ3α,&ρ513κ7: 

σκ()&.513κ7: «α)αB)9σ53:», κα?9)1α: 1& κ&3)/ )α συ4451άσ653 κα3 )α 

5π3?7ξ53 1() 5κδ&6- π&υ πρ&134ά. 01σ3, 1& κ5245)& B2)51α3 7)α: δυ)α43κ/: 

1/π&: σκ()3κ-: 5π5ξ5ρBασ2α: κα3 ( 7??53H(, α)12 B3α 54π/δ3&, κ2)(1ρ&. Τα 

κ5)ά 5)5ρB&π&3&Aσα) 1( ,α)1ασ2α κα3 ά)&3Bα) δ3ά?&B& α)ά45σα σ1&) αρ6α2& 

?/B& κα3 1( σAB6ρ&)( σκ()3κ- B?9σσα.

D1() α)ασA).5σ( 1(: LMιπύλης .α πρ&68ρ-σ53 & Τάσ&: U&Aσσ&: 

47σα απ/ 43α σ1&6ασ13κ- κα3 ,3?&?&B3κά 5υα2σ.(1( πρ&σ7BB3σ(. Τ( 6α47)( 

1ραB8δ2α 1&υ Cυρ3π2δ(, απ/ 1() &π&2α σ9ζ&)1α3 π5ρ2π&υ 151ρακ/σ3&3 σ126&3, 

αρκ51&2, 8σ1/σ&, 9σ15 )α σ6(4α13σ152 ( σκ()3κ- 1&υ π&ρ52α, σκ()&.71(σ5 σ1& 

.7α1ρ& 1(: Cπ3δαAρ&υ & DπAρ&: CυαBB5?ά1&: 1& 2002, δ2)&)1α: ζ8- σ5 7)α 

απ/ 1α π3& σ(4α)13κά κα3 5κ15)9: σ8ζ/45)α απ&σπασ4α13κά 7ρBα 1(: αρ6α2α: 

5??()3κ-: δρα4α1&υρB2α:. M παράσ1ασ( παρ&υσ2ασ5 1& υ?3κ/ 8: ζ8)1α)/ 

δρα4α13κ/ σ94α, 68ρ2: σκ()3κ&A: 5)1υπ8σ3ασ4&A:, 45 πρ&15ρα3/1(1α σ1( 

δ&4- κα3 1&) ρυ.4/. M 5??53π13κ/1(1α δ5) ?531&AρB(σ5 8: /ρ3&, α??ά 8: 

δυ)α1/1(1α. 

D5 43α ά??( 6α47)( «,8)-», σ1( σ38π- 1(: F3?&4-?α:, .α 

5σ13άσ53 ( Timberlake Wertenbaker. D1& The Love of the Nightingale (συBB. 

1988) 451α,7ρ53 1&) 4A.& 1&υ Τ(ρ7α απ/ 1& 6α47)& &49)υ4& δρά4α 1&υ 

D&,&κ?-, σ1( ,543)3σ13κ- &π13κ- 1&υ Aσ15ρ&υ 20&A α39)α, 5Bκ3β812ζ&)1α: 

43α σκ()- απ/ 1&) 5υρ3π2δ53& ΙππόλCτο, 9σ15 )α παρα??(?3σ1&A) ( Fα2δρα 

45 1&) Τ(ρ7α κα3 & Ιππ/?υ1&: 45 1( F3?&4-?α, κα.9: κα3 43α σκ()- 

κ&υκ?&.5ά1ρ&υ 45 1( F3?&4-?α. G3 5?ά63σ1&3 σ126&3, π&υ δ3ασ9.(κα) απ/ 

1& (σ65δ/)) &?&κ?(ρ813κά 6α47)& 7ρB& Eηρέ(ς, 5πα)5BBρά,&)1α3 σ5 7)α 

δ3α,&ρ513κ/ δρα4α1&υρB3κ/ π?α2σ3& B3α )α απ&κα?AH&υ) 1() 74,υ?( β2α 

1/15 κα3 19ρα, 47σα απ/ 7)α &ξA π&?313κ/ σ6/?3&. E3α δ5κα512α αρB/15ρα, 1& 
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1998, ( E5?2)α Dάρδ( .α α)5βάσ53 1& 7ρB& σ1() ;.-)α, σ1& .7α1ρ& Ι?2σ3α, 45 

1&) 121?& K (γ:πη της (ηδόν(ς. 

Τ&) 4A.& 1&υ Τ(ρ7α, /63 8: α,-B(4α π&υ 6ρ53άζ51α3 α)απαράσ1ασ(, 

α??ά 8: π&3(13κ- A?(, πρ&σ5BB2ζ53 ( παράσ1ασ( The Three Birds 1(: Joanna 

Laurens, π&υ παρ&υσ3άσ1(κ5 1& 2000 σ1& Gate Theatre 1&υ N&)δ2)&υ. M 

πρ/1ασ( 1(: Laurens 52)α3 43α σ65δ/) 4&υσ3κ- 5κδ&6- 1&υ 4A.&υ, 45 1&) 

?/B& )α απ&κ1ά ?υρ3κ- πυκ)/1(1α. G3 6αρακ1-ρ5: δ5) 43?&A) απ?9: – 

πά??&)1α3, ,7ρ&υ) 1() 7)1ασ( 1&υ 1ραA4α1&:, 1( 451α4/ρ,8σ(, 1( σ38π-. D5 

αυ1- 1() πρ&σ7BB3σ(, ( απ&σπασ4α13κ/1(1α 1&υ αρ6α2&υ 7ρB&υ 1&υ D&,&κ?- 

δ5) α)134518π2ζ51α3 8: 7??53H(, π&υ πρ7π53 )α κα?υ,.52, α??ά 8: α3σ.(13κ- 

5π3?&B-.

Τ& 2003, σ1& Tent Theatre, σ1& Ruhrfestspiele 1&υ Recklinghausen, 

.α ,3?&ξ5)(.&A) 43α B5ρ4α)3κ- κα3 43α 5??()3κ- 5κδ&67: παρασ1άσ58) 

βασ3σ47)5: σ5 .ραAσ4α1α 1ραB8δ39) αρ6α28) 1ραB3κ9). L3α 1&) Hansgünther 

Heyme, π&υ παρ&υσ2ασ5 1() παράσ1ασ( Scherben (Θρ(ύσμ(τ(), 1α 

.ραAσ4α1α 52)α3 πυρ-)5: 4υ.3κ-: κα3 3σ1&ρ3κ-: α?-.53α:. Oασ3σ47)&: σ5 

απ&σπάσ4α1α απ/ 1ραB8δ25: 1&υ Cυρ3π2δ(, 1& αρ6α2& υ?3κ/ 451α,7ρ51α3 σ5 

απρ/σ45)α π5ρ3βά??&)1α, /π8: σ5 7)α Bα??3κ/ κα,7 1&υ E5σ&π&?74&υ, 

1&)2ζ&)1α: 4’ αυ1/) 1&) 1ρ/π& 1() απ&κ&π- 18) κ5347)8) απ/ 1& αρ63κ/ 1&υ: 

π?α2σ3& κα3 .71&)1α: 5ρ81-4α1α B3α 1() απ9?53α κα3 1&) 5πα)απρ&σδ3&ρ3σ4/ 

1&υ παρ5?./)1&:. D1& 2δ3& ,5σ13βά? παρ&υσ3άζ&)1α3 κα3 &3 Bπίγονοι απ/ 1&) 

K5/δ8ρ& Τ5ρζ/π&υ?&, 43α σκ()3κ- σA).5σ( βασ3σ47)( σ5 απ&σπάσ4α1α 

απ/ 6α47)α 7ρBα 1&υ ;3σ6A?&υ. M παράσ1ασ( συ)δ3α?7B51α3 45 1& παBκ/σ43& 

π&?313κ/ κ?24α 451ά 1&) π/?54& σ1& Ιράκ, 43?ά53 B3α 1& 1ραA4α, 1&) π/?54& κα3 

1() απ9?53α. S8ρ2: )α 5π3653ρ52 1() α)ασA).5σ(, 5σ13άζ53 σ1& κ5)/ κα3 1() 

ασυ)7653α, α)αδ53κ)A&)1α: 1& συ??&B3κ/ π7).&:.

E5 ?2B&υ: 4/)& σ126&υ: απ/ 6α47)α 7ρBα 1&υ ;3σ6A?&υ, κα3 1( 

,ράσ( π&υ απ&δ2δ51α3 σ1( 6α47)( Αχιλληίδ(, «τοῦ Πηλέως παῖς», & M?2α: 

Eα?α)δρ-: 5π3653ρ52 1() α)ασAσ1ασ( 1&υ 7ρB&υ π&υ σκ()&.71(σ5 & P2κ&: 

Sαρα?ά4π&υ: κα3 παρ&υσ3άσ1(κ5 σ1() Cπ2δαυρ& 1& 2004 απ/ 1&) K5α1ρ3κ/ 

GρBα)3σ4/ IAπρ&υ. Wπ8: 5π3σ-4α)5 & 2δ3&: & συBBρα,7α:, πρ/κ531α3 B3α 

43α «π53ρα4α13κ- δ35ρ5υ)(13κ- πρ/1ασ(», π&υ α)&2B53 7)α δ3ά?&B& α)ά45σα 

σ1() αρ6α2α ,/ρ4α κα3 1& σAB6ρ&)& .7α1ρ&, α)ά45σα σ1() Aβρ( κα3 1() 

α).ρ9π3)( α)άBκ( )α βρ53 )/(4α σ1& άB)8σ1&. Τ() 2δ3α 6ρ&)3ά, 5π2σ(:, 

5π3653ρ521α3 απ/ 1&) Colin Teevan ( απ&κα1άσ1ασ( κα3 ( παράσ1ασ( απ/ 1() 

Academy at Live Theatre 1&υ 6α47)&υ δρά4α1&: 1&υ Cυρ3π2δ( ΑλκμέHν εν 

,ορίνθH, δ5A15ρ&υ 47ρ&υ: 1(: 1ρ3?&B2α: 4αζ2 45 13: Β:κχες κα3 1() Ιφιγένει( 

εν ΑCλίδι, 45 1&) 121?& Cock of the North. 

Τ& Fragment 1(: &4άδα: «Nature Theater of Oklahoma», π&υ 

παρ&υσ3άσ1(κ5 1& 2006 σ1& Classic Stage Company 1(: P7α: ]/ρκ(:, 45 

απ&σπάσ4α1α απ/ 7ρBα 1&υ D&,&κ?- κα3 1&υ Cυρ3π2δ(, δ5) 5π3653ρ52 1() 

απ&κα1άσ1ασ( α??ά δ3α653ρ2ζ51α3 1() 2δ3α 1( δυ)α43κ- 1&υ 5??5244α1&:. M 
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παράσ1ασ(, π53ρα4α13κ- κα3 απ&σπασ4α13κ-, συ)δυάζ53 σ1&3652α 1(: αρ6α2α: 

,/ρ4α: 45 σAB6ρ&)5: σκ()3κ7: πρακ13κ7:. 

Τ& 2009, σ1& E3κρ/ K7α1ρ& 1(: Cπ3δαAρ&υ, & Oασ2?(: P3κ&?αΐδ(: 

παρ&υσ3άζ53 1( δ(43&υρB3κ- σA).5σ( BCριπίδοC Nπ(ρ:γμ(τ( O Απλ: 

μ(θOμ(τ( μι(ς :γνHστης μCθολογί(ς, π&υ συ)δυάζ53 απ&σπάσ4α1α απ/ 

6α47)α 7ρBα 1&υ Cυρ3π2δ(. Iα3 σ’ αυ1-) 1() παράσ1ασ( δ5) 5π3653ρ-.(κ5 

α)ασA).5σ( 18) 6α47)8) 7ρB8) 1&υ 1ραB3κ&A π&3(1-, α??ά 43α 15?51&υρB3κ- 

σκ()3κ- α)άB)8σ(. G3 (.&π&3&2 δ3άβαζα) 1α απ&σπάσ4α1α 8: ,&ρ52: 

4)-4(: κα3 ρυ.4&A 45 ζ8)1α)- 4&υσ3κ- κα3 ?31- σκ()&Bρα,2α. 

Τ( 6α47)( 1ραB8δ2α 1&υ ;3σ6A?&υ ,:Pειροι (- ,(Pείριοι), 7)α 

απ/ 1α π3& 4υσ1(ρ39δ( κα3 5?ά63σ1α 15κ4(ρ3847)α 7ρBα 1&υ, α)7?αβ5 

)α «α,(B(.52» 1& 2017 ( &4άδα «Punchdrunk» σ5 43α π&?A 3δ3α215ρ( 

παράσ1ασ(. JA& .5α17: κά.5 ,&ρά δ37σ63ζα) δρ/4&υ: 1&υ N&)δ2)&υ σ5 

43α δ3αδρ&4- ( &π&2α δ3αρκ&Aσ5 4-6 9ρ5: 45 (6(13κ- ξ5)άB(σ( 47σ8 

ακ&υσ13κ9). E7σ8 18) &δ(B39) π&υ 7πα3ρ)α), συ4451526α) σ5 7)α κυ)-B3 

.(σαυρ&A, κα3 σ1& 17?&: κα17?(Bα) σ5 7)α 69ρ& «4A(σ(:». J3ασ62ζ&)1α: 

1&) ασ13κ/ 69ρ& 1&υ N&)δ2)&υ, ακ&?&υ.9)1α: 1α 26)( 5)/: κ5347)&υ π&υ δ5) 

υπάρ653 π3α, &3 .5α17: 451526α) σ5 43α 4υσ1(ρ3ακ- π&ρ52α κα3 β28)α) 7)α 

πρ&σ8π3κ/ 15?51&υρB3κ/ 451άβασ(:. 

M παράσ1ασ( ,ρOτες 1& 2017 1(: &4άδα: «;1ραπ/:», π&υ βασ2σ1(κ5 σ1α 

σ8ζ/45)α απ&σπάσ4α1α 1&υ Cυρ3π2δ(, παρ&υσ3άσ1(κ5 8: 43α 15?51&υρB3κ- 

σA).5σ( ?/B&υ, κ2)(σ(: κα3 -6&υ. Τ& 7ρB& 451α4&ρ,9.(κ5 σ5 σκ()3κ- 

54π53ρ2α 4)-4(:, αξ3&π&39)1α: σ,ραB3δ/?3.&υ: κα3 53κ&)&Bρα,3κ7: π(B7: 

1(: 43)83κ-: π5ρ3/δ&υ, 45 1() α,-B(σ( )α 5ξ5?2σσ51α3 σ5 π&3(13κ/, 4υ(13κ/ 

π7ρασ4α. S&ρ/:, ,8)- κα3 σ38π- ?531&AρB(σα) σα) 5)3α2& σ94α. 0)α 

σπάραB4α B2)51α3 ξα)ά 69ρ&: 5πα,-: 45 1& άB)8σ1&. 

Τ& 2δ3& 7ρB& παρ&υσ3άζ53 1& 2020, 5) 47σ8 πα)δ(42α:, & α45ρ3κα)/: 

δρα4α1&υρB/: Edward Falco, 8: (6(13κ- παράσ1ασ( σ5 1ρ2α 47ρ(. E7σα απ/ 

1( ,8)-, 1( 4&υσ3κ- κα3 1& (6(13κ/ π5ρ3βά??&), 1& The Cretans 5ξ5ρ5A)(σ5 

1&) 4A.& 68ρ2: 53κ/)α. 0)α αρ6α2& σπάραB4α 7B3)5 σAB6ρ&)& (6(13κ/ π5δ2& 

– 43α 54π53ρ2α ακ&υσ13κ-: α,-B(σ(: κα3 4υσ13κ-: 5πα,-:.

C4π)5υσ47)&: απ/ 1&) 4A.& 1&υ SρAσ3ππ&υ, 1&υ 6α47)&υ 7ρB&υ 1&υ 

Cυρ3π2δ( απ/ 1& &π&2& σ9ζ&)1α3 5?ά63σ1&3 σ126&3, & J(4-1ρ(: J(4(1ρ3άδ(: 

Bρά,53 1& &49)υ4& 7ρB& 1&υ, 8: 43α ,3?&σ&,3κ- α)α1&42α 1&υ 1ραB3κ&A, 

B3α 1&) κα.(?813κά /4&ρ,& B3& 1&υ Π7?&πα, 1&) &π&2& 5ρ815A1(κ5 κα3 

απ-BαB5 & δάσκα?/: 1&υ, Nά3&:. «G Χρύσιππος», /π8: ?753 & συBBρα,7α:, 

«52)α3 ( σκ()3κ- 5Bκα1άσ1ασ( 43α: 4&3ρα2α: συ)ά)1(σ(: B3α 1() α).ρ9π3)( 

συ).-κ(: 1(: συ)ά)1(σ(: 45 1& απ/?υ1& κά??&:». Τ& 7ρB& (συBB. 2008) κα3 

( παράσ1ασ( σ5 σκ()&.5σ2α Kά)&υ Dα4αρά (F5σ13βά? ;.()9)-Cπ3δαAρ&υ, 

2019) 5κ.71&υ) 1& απ/?υ1& κά??&: 8: 53κ/)α H5Aδ&υ:, 5π3653ρ&A) 43α 

βA.3σ( σ1& 1ραB3κ/, 68ρ2: παρ(B&ρ(13κ7: α,(B-σ53: - )&(4α13κ7: άBκυρ5:, 

κα3 δ3α4&ρ,9)&υ) 7)α σκ()3κ/ 1/π& /π&υ 1& άρρ(1& απ&κ1ά παρ&υσ2α, 
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Από μ-0 π0,ά1τ01η* π*υ 03έP012 * 58C,*3*ς 
Ευ,-π?Bης 1τ0 θέ0τ,0 της Αθή30ς

ΒΟΣΚΟΣ
CTρα 9-T -ρ(μματα :9ν RMρω
α22( θα )α4 τα πω τα )χήματα 0πω4 τα 12Mπω, μ9 τη )9.ρ(,
κ. 0)ο. απ0 9)(4 RMρ9τ9 -ρ(μματα θα κατα2(19τ9. Gντ(R9.;
Λο.π0ν: πρTτα-πρTτα MχοKμ9 Mναν κ,κ2ο
)αν χαρα-μMνο μ9 :.α1ήτη, κομμMνο )τα :,ο, ορ.O0ντ.α.
;9τ( 12Mπω :,ο -ραμμM4 0ρθ.94 1α2μMν94 :3π2α-:3π2α
μ9 μ.α (22η 9κ93 αν(μ9)( τοK4, ορ.O0ντ.α κ. αKτή,
ποK τ.4 χωρ3O9. μα κα. τ.4 9νTν9..
Cρ3το )τη )9.ρ(... C. να )α4 πω...
!αν τρ3χα κατ)αρή; !αν α)τραπή; Ζ.-κ-Oα-κ!
Cο τMταρτο μ9τ( Mχ9. μ.α -ραμμή 0ρθ.α, ο20.).α,
κα. :9R.( τρ9.4 (2294 κο22ημMν94.
Cο πMμπτο τTρα... Δ,)κο2ο να το π9ρ.-ρ(P9. καν934.
Φαντα)τ93τ9 :,ο -ραμμM4 ποK R9κ.ν(ν9 απ0 Pη2( χTρ.α,
π(ν9 2οR( προ4 τα κ(τω, )Kναντ.ο,ντα. κ(ποK )τη μM)η,
κα. μ9τ( )Kν9χ3OοKν 9νωμMν94. 
Α, κα. το τ929Kτα3ο το ’χοKμ9 π9.:
93να. το τρ3το, το O.-κ-Oα-κ!

* Απ0 την παρ()τα)η Θησεύς.
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κα.9: & 7ρ81α: ξ5σπά α)5ξ7?5Bκ1&:, κα3 1& .A4α πα2ρ)53 1() 5κδ2κ(σ- 1&υ. 

E3α ,3?&σ&,3κ- α)α1&42α 1&υ 1ραB3κ&A, 68ρ2: κα1α,AB3& σ1() 5ξ-B(σ(.

Τ& 2021 & E36α-? Eαρ4αρ3)/: σκ()&.5152 1&υ: ΙχνεCτές 1&υ 

D&,&κ?- σα) )α α,&υBκράζ51α3 7)α κ5245)& π&υ 5π3σ1ρ7,53 απ/ π&?A 

4ακρ3ά, κ&447)&, 43σ/, α??ά απ/?υ1α παρ/). G Eαρ4αρ3)/: 5π3?7B53 1() 

3σ1&ρ3κ- απ/δ&σ( 1&υ C44α)&υ-? Jαυ2δ απ/ 1& 1933, π&υ &?&κ?-ρ8σ5 1& 

6α47)& 7ρB& 45 βάσ( 1() α)ασA).5σ( 1&υ B5ρ4α)&A ,3?&?/B&υ Carl Robert. 

Τ& απ&17?5σ4α δ5) 52)α3 43α «παράσ1ασ(» 45 1() κ?ασ3κ- 7))&3α, α??ά 43α 

π&3(13κ- 451άβασ( B3α 1() α)ακά?υH( 1(: 4&υσ3κ-: κα3 1&υ ρυ.4&A. E3α 

δ5κα512α )8ρ215ρα, 45 1&) 4υ(13κ/ κα3 ?υ1ρ813κ/ 6αρακ1-ρα 1(: 4&υσ3κ-: 

σ1&υ: ΙχνεCτές κα1απ3α)/1α) κα3 & J-4&: ;βδ5?39δ(: σ1() παράσ1ασ( 

π&υ δ(43&υρB-.(κ5 σ1& π?α2σ3& 1&υ J35.)&A: Dυ)5δρ2&υ B3α 13: K5α1ρ3κ7: 

Παραδ/σ53: 1(: E5σ&B52&υ, π&υ δ3&ρBά)8σ5 1& I7)1ρ& ;ρ6α2&υ Jρά4α1&: 

1&υ Πα)152&υ Πα)5π3σ1(42&υ, σ5 συ)5ρBασ2α 45 1() École des Hautes Études 

σ1& Παρ2σ3, 1( Oασ3?3κ- ;καδ(42α K5ά1ρ&υ 1&υ N&)δ2)&υ κα3 1& Π2κ&?& Τ5ά1ρ& 

1&υ E3?ά)&υ.

M α47σ8: πρ/σ,α1( αυ1-: 1&υ Cυ.A4( K7&υ παράσ1ασ( π&υ 

αξ3&π&3&Aσ5 .ραAσ4α1α 1ραB8δ2α: 1&υ Cυρ3π2δ( 1&π&.51521α3 σ1& 2023 

κα3 ,7ρ53 5π2σ(: 1&) 121?& Fragments (Θρ(ύσμ(τ(), π5ρ35265, 8σ1/σ&, 

απ&σπάσ4α1α απ/ 1&) 6α47)& ,ρεσφόντη 1&υ. Oασ3σ47)( σ1& &49)υ4& 

κ5245)& 1(: 5ρ5υ)-1ρ3α: Laura Swift κα3 1&υ σκ()&.71( Russell Bender, ( 

παράσ1ασ( 1&A «The Playground Theatre» 1&υ N&)δ2)&υ -1α) 54π)5υσ47)( 

απ/ 1() π?(.9ρα 18) δ3ασπαρ47)8) σ1α 4&υσ52α 1&υ κ/σ4&υ παπυρ3κ9) 

συ??&B9) κα3 συ)δAαζ5 σ1() παραB8B- 1(: 1α 5ξ53δ3κ5υ47)α 5π3σ1(4&?&B3κά 

5ρBα?52α 1(: παπυρ&?&B2α:, «α)αρ63κ7: 5ρ4()525:», 53κ/)5: lo-fi κα3 π&??7: 

53κασ25:... [5κ2)(σ5 1& 2014, απ/ workshops 45 σ1/6& 1() α)ασ1-?8σ( 

5υρ3π2δ538) .ραυσ4ά18) π&υ 5265 α)α.7σ53 σ1&υ: δ(43&υρB&A: 1& F5σ13βά? 

Being Human κα3 1& Πα)5π3σ1-43& 1(: Gξ,/ρδ(:, δ3&ρBα)9.(κα) 1& 

2017 παραB8B7: σ1& Ovalhouse κα3 σ1&) Πα?α3/ Πυρ&σβ5σ13κ/ D1α.4/ 

1(: Gξ,/ρδ(:, 5)9 απ/ 1& 2018 ( Oρ51α)3κ- ;καδ(42α σ1-ρ3ξ5 1() π?-ρ( 

παραB8B- 1&υ. 

D-45ρα, 1& 2025, & Cυ.A4(: K7&υ, αρ6α3&?/B&:, σκ()&.71(: κα3 

π5ρ,/ρ45ρ, δ&κ34άζ53 δ5δ&47)α κα3 5π3σ1(4&)3κά κα3 κα??3156)3κά 5ρBα?52α 

18) π5δ28) 1(: αρ6α3&?&B2α: κα3 1&υ .5ά1ρ&υ (α)ασκα,-, α).ρ8π&?&B3κ- 

7ρ5υ)α, 45?71( 18) αρ6α3&?&B3κ9) 5υρ(4ά18), υ?3κ/ ,81&Bρα,3κ/, απ/ 

κ&3)&A συBBρα,-, συρρα,- απ&σπασ4ά18), πρ/β5: κ.?π.), 5π3653ρ9)1α: 1( 

σAζ5υξ( 18) δA& αυ19) σ5 άB)8σ1α .7α1ρα 1(: C??άδα:. 04π53ρ&: 451ά απ/ 

43α δ3αδρ&4- 15σσάρ8) σ1α.49)-π5ρ,/ρ4α): σ5 α)ασκα,3κ&A: 69ρ&υ: 

–1() π5ρ,/ρ4α): σ1& Ι5ρ/ 1&υ Π&σ53δ9)α (Iα?αυρ52α Π/ρ&υ, 2009), Eο 

Γεύμ( ()5&?3.3κ/: &3κ3σ4/: 1(: I&υ1ρ&υ?&A EαB&A?α:, 2011), Γ(ύδος: Eο 

Nπίτι (Iα1α?A4α1α LαAδ&υ, 2012) κα3 E( Rούχ( (K(ρασ3ά Dα)1&ρ2)(:, [;.-)α] 

2020)– &3 5π3?&B7: 18) .ραυσ4ά18) 1&υ Cυρ3π2δ(, απ/ 1() Ανδρομέδ( κα3 
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1&) )(έθοντ( 476ρ3 1&υ: ,ρητικούς, 1&) Θησέ( κα3 1&) Πολύιδο, δ2)&υ) 1() 
5υκα3ρ2α σ1&) κα1ακ5ρ4α13σ47)& σ5 κ&44ά13α .5α1ρ3κ/ κ/σ4& )α απ&κ1-σ53 
παρασ1ασ3ακ- &ρα1/1(1α κα3 5,-45ρα )α υπάρξ53 κα3 )α συ)υπάρξ53.

D5 π&??7: απ/ αυ17: 13: παρασ1άσ53: –κα3 σ5 ά??5: π&υ δ5) 
α)α,7ρ.(κα)– 1& παρ5?./) δ5) α)ακα?521α3 απ?9: 45 )&σ1α?B2α, α??ά 
5)5ρB&π&3521α3 8: δ(43&υρB3κ- πρ/κ?(σ(. M απ9?53α B5))ά 5ρ81-4α1α κα3 
1α 5ρ81-4α1α 6αράζ&υ) )75: δρα4α13κ7: δ3αδρ&47:. Τα σπαράB4α1α 52)α3 
ρ8B47: 47σα σ13: &π&25: ( σAB6ρ&)( δ(43&υρB2α 4π&ρ52 )α σκάH53, /63 
B3α )α απ&κα1ασ1-σ53 43α 5)3α2α α?-.53α, α??ά B3α )α α)36)5Aσ53 π&??&A: 
α)&361&A: κ/σ4&υ:. M .5α1ρ3κ- πράξ( B2)51α3 ( 2δ3α 43α α)ασκα,- – 
α)ά?&B( 45 1() αρ6α3&?&B3κ-. Iα3 5κ52, 47σα σ1& (4315?7: κα3 1& ,.αρ47)&, 
σ’ αυ1/) 1&) 4υσ13κ/ δ3ά?&B& 45 1() απ&υσ2α, απ&κα?Aπ151α3 43α )7α 4&ρ,- 
1ραB3κ/1(1α:: /63 αυ1- π&υ α,(B521α3, α??ά αυ1- π&υ υπα3)2σσ51α3. 

Εύ0 60,0γά
Eο,2.ο4 2025



40 



41 



42 Θ0 μπ*,*ύ12 ά,0γ2 η 0,C0-*5*γ?0 )α απ&15?7σ53 δ(43&υρB3κ- 

πράξ(; Π9: 1& .7α1ρ& 4π&ρ52 )α παρα6.52 47σα απ/ 1() αρ6α3&?&B3κ- 

7ρ5υ)α π5δ2&υ, 1( δ(4/σ3α αρ6α3&?&B2α, 1() αρ6α3&?&B3κ- 5.)&Bρα,2α; Π&3& 

52)α3 δυ)ά453 1& «κ&3)/ 7δα,&:» 18) δA& αυ19) π5δ28) σ1() κα15A.υ)σ( 

1(: α)αζ-1(σ(: 43α: /σ& 1& δυ)α1/) 45Bα?A15ρ(: α)&361/1(1α: κα3 

συ4451&63κ/1(1α:; 

Τ& «αρ6α3&?&B3κ/ ,α)1ασ3ακ/» κα3 1& π?7B4α 18) 5))&39) 45 1& 

&π&2& συ)δ7.(κ5 –/π8: ( α)ασκα,-, ( σ1ρ84α1&Bρα,2α, 1& 5ρ52π3&, 1& 

26)&:, 1& 5Aρ(4α– απ&17?5σα) 13: δA& 15?5υ1α25: π5ρ2π&υ δ5κα5125: 7)α 

σ1α.5ρ/ π?α2σ3& α)α,&ρά: κα3 74π)5υσ(: B3α 7)α σ(4α)13κ/ 47ρ&: 1(: 

σAB6ρ&)(: κα??3156)3κ-: παραB8B-:.1 G κα??3176)(: 8: 3σ1&ρ3κ/:, 8: 

α).ρ8π&?/B&:, 8: αρ6α3&?/B&:, 8: αρ653&.71(:, 8: 5.)&Bρά,&:, 52)α3 

4/)& 45ρ3κ&2 απ/ 1&υ: ρ/?&υ: π&υ υ3&.71(σα) &3 σAB6ρ&)&3 δ(43&υρB&2 σ1& 

π?α2σ3& α)αζ(1-σ58) π&υ πρ&σδ3&ρ2σ1(κα) 8: «3σ1&ρ3&Bρα,3κ- σ1ρ&,-» 

σ1( σAB6ρ&)( 176)( απ/ 1&) 5π345?(1- Dieter Roelstraete, πρ&κ5347)&υ 

)α π5ρ3BράH53 1& «45.&δ&?&B3κ/ π?α2σ3& π&υ π5ρ3?α4βά)53 1&) 3σ1&ρ3κ/ 

απ&?&B3σ4/, 1& αρ652&, 1& 7BBρα,&, 1() α)ασκα,- κα3 1() α)ακά?υH(, 1& 

4)(452&, 1() 176)( 1(: α)ακα1ασκ5υ-: κα3 1(: α)απαράσ1ασ(:, 1( 4αρ1υρ2α».2

Παρ/?& π&υ α)α4,3σβ-1(1α 5BBρά,51α3 σ1&) &ρ2ζ&)1α 1(: 

?5B/45)(: «3σ1&ρ3&Bρα,3κ-: σ1ρ&,-:», ( πρακ13κ- 1&υ π5ρ,/ρ45ρ κα3 

αρ6α3&?/B&υ Cυ.A4( K7&υ παρ&υσ3άζ53 δ3α,&ρ513κά 6αρακ1(ρ3σ13κά. Τ& 

π&?υσ63δ7: 7ρB& 1&υ, B3α π5ρ3σσ/15ρ& απ/ 43α δ5κα512α, δ3α4&ρ,9.(κ5 

«ΘΕΑΤΡΟ/
ΑΡΧΑΙΟΛΟΓΙΑ»

ΩΣ 
ΚΟΙΝΟΤΙΚΗ 
ΠΡΑΚΤΙΚΗ

ΘΡΑΥΣΜΑΤΑ: EΥΡΙΠΙΔΗΣ



43 

ΘΡΑΥΣΜΑΤΑ: EΥΡΙΠΙΔΗΣ

47σα απ/ 1( συσ1(4α13κ- δ35ρ5A)(σ( 18) σ67σ58) αρ6α3&?&B2α: κα3 

.5ά1ρ&υ. D1&) πυρ-)α 1(: α)αζ-1(σ-: 1&υ βρ2σκ51α3 7)α δ2κ1υ& 5ρ81(4ά18) 

π&υ /63 4/)& α)36)5A53 α??ά σ1&65A53 )α B5))-σ53 )75: σ67σ53:, .58ρ-σ53: 

κα3 45./δ&υ: α)ά45σα σ1α π5δ2α 1(: αρ6α3&?&B2α:, 1&υ .5ά1ρ&υ κα3 1(: 

σAB6ρ&)(: 53κασ13κ-: δ(43&υρB2α:. 

06&)1α: πραB4α1&π&3-σ53 σπ&υδ7: α??ά κα3 5ρBασ152 σ1&υ: δA& 

αυ1&A: κ?άδ&υ:, & K7&υ α)7π1υξ5 -δ( απ/ 1& 2009 7)α υβρ3δ3κ/ 7ρB&, 1& 

&π&2& πρ&σδ3/ρ3σ5 45 1&) /ρ& «.7α1ρ&/αρ6α3&?&B2α». G /ρ&: απ&15?52 δά)53& 

απ/ 1&) π5ρ,/ρ45ρ Mike Pearson κα3 1&) αρ6α3&?/B& Michael Shanks, &3 

&π&2&3 σ1& &49)υ4& β3β?2& α)7?υσα) 1( σAζ5υξ- 1&υ: 8: «7)α α4ά?Bα4α 

α,(B(4α13κ9) κα3 5π3σ1(4&)3κ9) πρακ13κ9), 43α 5)&π&3(47)( πρ&σ7BB3σ( 

σ1() 15κ4(ρ28σ(, κα1αBρα,- κα3 53κ&)&Bρά,(σ( 1&υ υ?3κ&A παρ5?./)1&:».3

E7σα απ/ 43α δ35π3σ1(4&)3κ- 5ρ5υ)(13κ- 45.&δ&?&B2α π&υ 

συ)δυάζ53 7))&35:, 5π3σ1(4&?&B3κά 5ρBα?52α κα3 δ5δ&47)α απ/ 1α π5δ2α 

1(: αρ6α3&?&B2α: κα3 1&υ .5ά1ρ&υ, ( πρακ13κ- 1&υ K7&υ 5ξ5?2σσ51α3 σ5 

43α ακ&?&υ.2α δ35ρ5A)(σ(: 18) σ67σ59) 1&υ: π&υ δ5) 7653 43α Bρα443κ- 

π&ρ52α, α??ά βρ2σκ51α3 σ5 43α δ3αρκ- α??(?&1ρ&,&δ/1(σ( σ5 7)α δ2κ1υ& 

α??(?&154)/45)8) παρα471ρ8). D1( δ3αδρ&4- αυ1-, βασ3κ&A: σ1α.4&A: 

1&υ 7ρB&υ 1&υ απ&17?5σα) 17σσ5ρ3: π5ρ,/ρ4α): π&υ ?531&AρB(σα) κα3 8: 

πυρ-)5: B3α 1() α)άπ1υξ( )78) κα??3156)3κ9) δ3αδ3κασ39) κα3 συ)5ρBασ39): 

( π5ρ,/ρ4α): σ1& Ι5ρ/ 1&υ Π&σ53δ9)α σ1() Iα?αυρ52α Π/ρ&υ (2009), 

Eο Γεύμ( σ1&) 69ρ& α)ασκα,-: 1&υ )5&?3.3κ&A &3κ3σ4&A 1(: I&υ1ρ&υ?&A 

EαB&A?α: (2011), 1& Γ(ύδος: Eο Nπίτι σ1α Iα1α?A4α1α 1(: LαAδ&υ (2012) κα3 E( 

Rούχ( σ1( K(ρασ3ά 1(: Dα)1&ρ2)(: (2020). 

;ρ63κά, 1& 2009, ( π5ρ,/ρ4α): π&υ & K7&υ παρ&υσ2ασ5 σ1() 

α)ασκα,- σ1& Ι5ρ/ 1&υ Π&σ53δ9)α σ1() Iα?αυρ52α Π/ρ&υ,4 /π&υ κα3 & 2δ3&: 

5265 5ρBασ152 8: αρ6α3&?/B&:, ?531&AρB(σ5 8: 53σαB8B3κ- δ35ρ5A)(σ( 1(: 

σAζ5υξ(: «.5ά1ρ&υ/αρ6α3&?&B2α:». D1& π?α2σ3& 5ρ5υ)(13κ&A πρ&Bρά44α1&: 

αρ6α3&?&B3κ-: 5.)&Bρα,2α:, & K7&υ πρ&σκ?-.(κ5 )α παρ&υσ3άσ53 43α 

.5α1ρ3κ- παράσ1ασ( σ1&) 69ρ& 1(: α)ασκα,-: π&υ 5π3κ5)1ρ9.(κ5 σ1() 

3σ1&ρ2α 1&υ 35ρ&A. Τ& κ5245)& 1(: π5ρ,/ρ4α):, 1& &π&2& απ&15?&Aσ5 43α 

συρρα,- απ&σπασ4ά18) απ/ δ3α,&ρ513κ7: π(B7:, α)1?&Aσ5 1() 74π)5υσ( 

απ/ 13: δ3α,&ρ513κ7: 6ρ&)&?&B3κ7: ,άσ53: κα3 6ρ-σ53: 1&υ 69ρ&υ π&υ 

5κ152)&)1α) απ/ 1() πρ&Rσ1&ρ3κ- 5π&6- 8: 1() π5ρ2&δ& 1(: αBρ&3κ2α: 1&υ 

20&A α39)α, 476ρ3 1& δ3άσ1(4α 1(: α)ασκα,-:, κα3 1& 2δ3& 1& βράδυ 1(: 

παράσ1ασ(:. Π5ρ3?ά4βα)5 απ/ κ5245)α 1&υ π5ρ3(B(1-́ Richard Chandler, 

78: απ&σπάσ4α1α αρ6α28) κ5347)8) 1&υ Π?&A1αρ6oυ κα3 1&υ Cυρ3π2δ(, 

π&2(σ( 1&υ L3ά))( U21σ&υ κα3 5π3σ1(4&)3κά αρ6α3&?&B3κά κ5245)α. 

Ωσ1/σ&, 1& απ&,ασ3σ13κ/ β-4α B3α 1() 9σ48σ( 18) δA& πρακ13κ9) 

7B3)5 45 1() π5ρ,/ρ4α): Eο Γεύμ(, π&υ παρ&υσ3άσ1(κ5 B3α πρ91( ,&ρά 

1& 2011 σ1&) 69ρ& 1(: α)ασκα,-: σ1&) )5&?3.3κ/ &3κ3σ4/ 1(: I&υ1ρ&υ?&A 

EαB&A?α: σ1& P7& E&)ασ1-ρ3 κα3 1( Oαρδα?- σ1( F.3913δα,5 σ5 συ)5ρBασ2α 
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Από τη3 π0,ά1τ01η Κρητικοί, π*υ 03έP012 * Ευ,-π?Bης 
1τ0 θέ0τ,0 της Αθή30ς

ΠΑΣΙ(Α)
I.ατ3 να τ’ αρνηθT; Όχ.. Ό2α π.α 5αν9ρTθηκαν...
ΆκοK: (μα 93χα ρ.χτ93 )’ (22ον (ντρα,
:3νοντ(4 τοK το κορμ3 μοK κρK5( μM)’ )τα )κοτ(:.α,
9 τ0τ9 να., θα μπορο,)94 να μ9 π9.4 P9,τρα κ. ανήθ.κη.
Α22( το π(θο4 αKτ0 ήρθ9 απ’ το ποKθ9ν(
– μ.α τρM2α μ’ (ρπαR9, απ’ τοK4 θ9ο,4 )τα2μMνη.
7αμ3α 2ο-.κή :9ν Mχ9.!
C. 93:α )’ Mναν τα,ρο κ. 9ρωτ9,τηκα;
Cο ωρα3ο τοK το ντ,).μο;
Cα μα,ρα τοK μα22.( κα. μ(τ.α κα. τα πKκν( τα -Mν.α -,ρω απ’ το :Kνατ0 π.-ο,ν.;
Cο -Kμνα)μMνο τοK κορμ3;
I.α Mναν τMτο.ον (ντρα 50ρ9)α τομ(ρ. α-92(:α4;
NTθηκα μM)α )το [κενό], τον (5η)α να [κενό].
;9 τα,ρο ήθ92α πα.:.(; Hα Oή)ω μ.α [κενό].
I.ατ3 μ9 1ρήκ9 τMτο.α τρM2α;
ΑKτ04 5τα39.. ΑKτ04 μ9 κατM)τρ9P9!
B. πρ(R9.4 τοK 5Mραν π(νω μοK αKτή τη )Kμ5ορ(.
7α. θα )α4 πω κα. το -.ατ3!
Υπο)χMθηκ9 να θK).()9. αKτ0ν τον τα,ρο )τοK4 θ9ο,4
κ. απ0 πονηρ.(, απ0 απ2η)τ3α :9ν το ’καν9
– 0πω4 MταR9, 0πω4 059.29.
I.’ αKτ0 )’ 9κ:.κήθηκαν ο. θ9ο3, ;3νωα.
I.’ αKτ0 θM2η)αν να )9 τ.μωρή)οKν –9)Mνα–
κα. 1ρMθηκα μM)’ )τη μM)η.
7α. τTρα το2μ(4 να κ2α.4 κα. να ο:,ρ9)α..
I.α μMνα ποK χωρ34 να 5τα3ω 1ρMθηκα M-κKο4
κα. πMρα)α τοK4 π0νοK4 τMτο.οK τοκ9το,
– κ. 0μω4 κρ(τη)α το )τ0μα μοK κ29.)τ0.
GνT 9),; Cα ’1-α294 02α )τη 50ρα!
;9 9R9KτM2.)94 9μMνα, τη -Kνα3κα )οK!
Aω4 τ(χα καθ02οK :9ν 9μπ2Mκ9)α. 9), )’ αKτ( τα α3)χη.
Δ9ν Kπ(ρχ9. χ9.ρ0τ9ρο4 [κενό].
Θ94 να μ9 )κοτT)9.4; Hα π9θ(νω; 
Gμπρ04, πν3R9 μ9 μM)’ )τη θ(2α))α, 
α5ο, τοK4 Mχ9.4 9,κο2οK4 τοK4 50νοK4.
Ή μήπω4 προτ.μ(4 να μ9 5α4 Oωντανή; Hα μ9 R9κοκα23)9.4;
Gμπρ04 2ο.π0ν, 5(9 μ9.
ΑθTα, -.α τα κρ3ματ( )οK, θα π(ω,
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45 1&) συ).71( κα3 π5ρ,/ρ45ρ Kα)άσ( J5?(B3ά))(. 06&)1α: 8: βασ3κ/ 

άξ&)α 1() 5)5ρB&π&2(σ( 1(: 1&π3κ-: κ&3)/1(1α:, 1& Γεύμ( α)απ1A6.(κ5 

BAρ8 απ/ 1& ζ-1(4α 1(: 1ρ&,-: κα3 13: π&?Aπ?5υρ5: 3σ1&ρ3κ7:, κ&3)8)3κ7:, 

π&?313σ43κ7:, 5.)&Bρα,3κ7: συ)3σ19σ5: 1&υ, 47σ8 1(: 5π5ξ5ρBασ2α: υ?3κ&A 

πρ&5ρ6/45)&υ απ/ 1() 5.)&Bρα,3κ- 5π31/π3α 7ρ5υ)α, 1() αρ6α3&?&B2α 

π5δ2&υ κα3 1( β3β?3&Bρα,3κ- 45?71(. M κ5345)&κ5)1ρ3κ- αυ1- π5ρ,/ρ4α):, 

σ1() &π&2α ( 5κ,&ρά 1&υ ?/B&υ 1&υ π&2κ3?5 –απ/ 1( ρυ.43κ/1(1α κα3 1( 

45?8δ3κ/1(1α 78: 1() &υδ715ρ( α,-B(σ(–, κα17?(B5 σ5 7)α συ??&B3κ/ 

B5A4α. Τ& Γεύμ( 1ρ&,&δ/1(σ5 43α σ53ρά )78) παρ&υσ3άσ58), συ)5ρBα13κ9) 

πρ/1ζ5κ1 κα3 5κπα3δ5υ13κ9) πρ&Bρα44ά18), 5)9 απ&17?5σ5 κα3 1( βάσ( B3α 1() 

πρ91( παρ&υσ2ασ( 1&υ 7ρB&υ 1&υ Cυ.A4( K7&υ, 45 1( 4&ρ,- 5Bκα1άσ1ασ(:, 

σ1& π?α2σ3& 1(: 7κ.5σ(: «Cκ )7&υ» 1&υ C.)3κ&A E&υσ52&υ DAB6ρ&)(: Τ76)(: 

1& 2013. 

Τ& 1ρ21& 7ρB&, 45 121?& Γ(ύδος: Eο Nπίτι, σ65δ3άσ1(κ5 κα3 παρ&υσ3άσ1(κ5, 

σ5 συ)5ρBασ2α 45 1() (.&π&3/ κα3 αρ6α3&?/B& M?7κ1ρα ;BB5?&π&A?&υ κα3 

1() (.&π&3/ ;).- Cυσ1ρα13άδ&υ, σ1& κ1-ρ3& 1(: Cπ&6-: 1&υ Sα?κ&A σ1α 

Iα1α?A4α1α 1(: LαAδ&υ, σ1& π?α2σ3& 1(: α)ασκα,-: 1&υ Πα)5π3σ1(42&υ 

Iρ-1(:, σ1() &π&2α & κα??3176)(: 5ρBαζ/1α) 8: αρ6α3&?/B&:.6 Πυρ-)α: 

1&υ 7ρB&υ, 1& &π&2& & κα??3176)(: π5ρ3Bρά,53 8: «43α α,(B(4α13κ-́ 

δ(43&υρB2α B3α 1ρ53: (.&π&3&A:», 52)α3 ( 7))&3α 1(: κα1&2κ(σ(:. M 5π3?&B- 

1&υ .54α13κ&A π?α3σ2&υ υπαB&ρ5A1(κ5 1/σ& απ/ 1α α)ασκα,3κά 5υρ-4α1α 

/σ& κα3 απ/ 13: συ)5)15Aξ53: 45 1&υ: κα1&2κ&υ:. DυBκ5)1ρ9)&)1α: υ?3κ/ απ/ 

1() 7ρ5υ)α π5δ2&υ, 1() αρ6α3&?&B2α, 1() α).ρ8π&?&B2α, 1( ,3?&σ&,2α κα3 1() 

αρ6315κ1&)3κ-, 1& κ5245)& 1(: π5ρ,/ρ4α): α)απ1A6.(κ5 σ5 43α .ραυσ4α13κ- 

α,-B(σ( BAρ8 απ/ 17σσ5ρ3: .54α13κ&A: κAκ?&υ:: «Τ& 612σ34& 5)/: σπ313&Á», 

«M ζ8- 47σα σ1& σπ213», «Τ& σπ213 8: ζ9)( ασ,ά?53α:» κα3 «G .ά)α1&:». 

Τ& π3& πρ/σ,α1& 7ρB&, E( Rούχ(, παρ&υσ3άσ1(κ5 1& 2020 σ1&) 

αρ6α3&?&B3κ/ 69ρ& σ1& NAκ53& 1&υ ;ρ3σ1&17?( σ1() ;.-)α. E5 α,51(ρ2α 

1( 45?71( πρ&Rσ1&ρ3κ9) υ,α)13κ9) βαρ9) π&υ βρ7.(κα) σ1( .7σ( 1(: 

«I&24(σ(:» σ1& π?α2σ3& 1(: ;ρ6α3&?&B3κ-: 0ρ5υ)α: Πρ&Rσ1&ρ3κ-: K(ρασ2α:,7 

σ1( 43κρ&)(σ2δα απ7)α)13 απ/ 1( Dα)1&ρ2)(, ( π5ρ,/ρ4α): αρ.ρ9.(κ5 σ5 

43α πρ81&πρ/σ8π( α,-B(σ( π&υ δ3ακ/π151α3 απ/ δ3α?&B3κά 47ρ( 45 7)α) 

δ3α,&ρ513κ/ κά.5 ,&ρά «5π3σκ7π1(»/53δ3κ/. G ?/B&:, υπακ&A&)1α: –B3α 

πρ91( ,&ρά σ5 171&3& βα.4/– σ5 σ84α13κ&A: ρυ.4&A: κα3 653ρ&)&425:, 

δ&4521α3 47σα απ/ 1&) κα.&ρ3σ13κ/ ρ/?& 1(: 4&υσ3κ-: σA).5σ(:. E5 κAρ3& 

υ?3κ/ 13: 4)-45: κα3 (6(13κ7: α,(B-σ53: 1(: 4(17ρα: 1&υ κα??3176)( 

(4&δ2σ1ρα: σ1& 5πάBB5?4α), ( π5ρ,/ρ4α): 5)σ84α19)53 πρ&σ8π3κ7: 

5ξ3σ1&ρ-σ53:, 1&π3κ7: 3σ1&ρ25: κα3 αρ6α3&?&B3κ7: π?(ρ&,&ρ25: π&υ 

σ6512ζ&)1α3 45 /?& 1&) κAκ?& 1(: ζ8-: 5)/: 5)δA4α1&: – απ/ 1( δ(43&υρB2α, 

σ13: δ3α,&ρ513κ7: 6ρ-σ53: 1&υ 78: 1() κα1ασ1ρ&,- 1&υ. 

Cσ13άζ&)1α: σ5 πρ81αρ63κ7: –5)σ94α15:– α).ρ9π3)5: δρασ1(-

ρ3/1(15: 1(: κα.(45ρ3)/1(1α:, /π8: ( 1ρ&,-, ( κα1&2κ(σ( κα3 ( 7)δυσ(, 
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κα3 σ1α π&?313σ43κά κα3 κ&3)8)3κά 1&υ: συ4,ραζ/45)α, ( π53ρα4α13κ- 

πρ&σ7BB3σ( 1&υ K7&υ, πά)8 σ1& «.7α1ρ&/αρ6α3&?&B2α», π5ρ3σσ/15ρ& απ/ 

43α site-specific δράσ( σ1&65A53 σ1() α)άδ53ξ( 1(: π&?υ6ρ&)3κ/1(1α: 1&υ 

αρ6α3&?&B3κ&A 69ρ&υ.8 G 69ρ&: 1(: α)ασκα,-:, απ/ 7)α α)5)5ρB/ κα3 

π5ρ2κ?53σ1& σAσ1(4α 5?7B6&υ, απ&συ)δ5δ547)& απ/ 1() κα.(45ρ3)/1(1α 

18) κα1&2κ8), συσ1-)51α3 8: 7)α ρ5υσ1/ π5δ2& συ)ά)1(σ(: κα3 συ4451&6-: 

δ3α,&ρ513κ9) πρ&σ9π8) κα3 &4άδ8) σ5 43α &38)52 4( 35ραρ63κ- σ67σ( – 

απ/ 1&υ: κα1&2κ&υ:, σ1&υ: 5π3σκ7π15:, σ1() αρ6α3&?&B3κ- κ&3)/1(1α, σ1&υ: 

πρ&σκ5κ?(47)&υ: κα??3176)5:. M α)ασκα,- 451α??άσσ51α3 απ/ 7)α π5δ2& 

α)απαραB8B-: κυρ2αρ68) 5.)&κ5)1ρ3κ9) α,(B-σ58) σ5 7)α) α)&361/ κα3 

π53ρα4α13κ/ 69ρ& 45?71(:, 7)α 5ρBασ1-ρ3& παραB8B-: α)13(B54&)3κ9) 

?/B8), α)άσυρσ(: ?(σ4&)(47)8) α,(B-σ58), α)α4/6?5υσ(: κ&3)8)3κ-: 

4)-4(: κα3 πρ&σ8π3κ9) 4αρ1υρ39), 1ρ&,&δ&19)1α: 1& κ5245)& κα3 13: 

δράσ53:. M 451α1/π3σ( 1(: .59ρ(σ(: 1&υ παρ5?./)1&: απ/ 7)α 1515?5σ47)& 

6ρ&)3κ/ B5B&)/: σ5 7)α δυ)α43κ/ ρ5υσ1/ π5δ2& 5π31ρ7π53 1() 5)5ρB&π&2(σ( 

δ3α,&ρ513κ9) σ1ρ84ά18) 1(: 3σ1&ρ2α: σ5 συσ6513σ4/ 45 1& «5δ9 κα3 19ρα» 

18) δράσ58) κα3 1( δ3αδ3κασ2α 1(: πρ&51&34ασ2α: 1&υ:. G &ρ3ζ/)13&: 68ρ3κ/: 

άξ&)α: δ3ασ1αυρ9)51α3 45 1&) κά.51& 6ρ&)3κ/ άξ&)α κα3 1& 3σ1&ρ3κ/ 1&υ βά.&:, 

5)3σ6A&)1α: 1( δ3α?&B3κ- σ67σ( «1/π&υ» κα3 «συ4βά)1&:» –- α??39: 18) 

«host» κα3 «ghost»9 σA4,8)α 45 1&υ: /ρ&υ: 18) Mike Pearson κα3 James 

McLucas π&υ π5ρ3Bρά,&υ) 13: 68ρ3κ7: κα3 6ρ&)3κ7: δ3ασ1άσ53:–, 1&) 

δ5δ&47)& 1/π& κα3 1( 6ρ&)3κά πρ&σδ3&ρ3σ47)( δράσ( π&υ 1&) κα1α?α4βά)53 

πρ&σ8ρ3)ά. 

;υ1- ( 5)5ρB&π&2(σ( 1&υ π&?υσ1ρ84α13κ&A 6αρακ1-ρα 1&υ 69ρ&υ 

5)3σ6A51α3 απ/ 1() κα??37ρB53α 1(: 5)σ94α1(: σ67σ(: 45 1& παρ5?./) 

κα3 1(: α3σ.(1(ρ3ακ-: σ67σ(: 45 1&) αρ6α3&?&B3κ/ 69ρ& κα3 1α υ?3κά 1&υ 

15κ4-ρ3α. M 5πα)αδ35κδ2κ(σ( 43α: «δ35υρυ47)(:» αρ6α3&?&B2α: 47σα 

απ/ 1() 5)5ρB&π&2(σ( 18) α3σ.-σ58) –αυ19) 18) «π&?υα3σ.(1(ρ3ακ9) 

β384α13κ9) 1ρ/π8) συ)δ3α??αB-: 45 1&) κ/σ4&»–10 B2)51α3 45 1() κα1άκ1(σ( 

1(: συ4451&63κ-: κα3 κ&3)&13κ-: δ3άσ1ασ-: 1(:. Wπ8: υπ&σ1(ρ2ζ&υ) &3 

Sα4(?άκ(: κα3 K7&υ: «M 5πα)αδ35κδ2κ(σ( 1(: αρ6α3&?&B2α: δ5) 52)α3 

4/)& .74α δ(43&υρB2α: 5)/: α)13-?/B&υ, 43α: παρ74βασ(: σ1( B5)3κ/15ρ( 

δ3α)&(13κ- παραB8B- 1&υ παρ/)1&:. C2)α3 5π2σ(: .74α παραB8B-: )78) 

69ρ8), 5π317?5σ(: δ3α,&ρ513κ9) σ13B49) κα3 δ(43&υρB2α: 18) υ?3κ9) 

π3.α)&1-18), 9σ15 )α α)αδυ.&A) 5)α??ακ13κ7: 4&ρ,7: δ(4/σ3α: 

π&?313σ13κ-: παραB8B-:».11 M πρακ13κ- 1&υ K7&υ BAρ8 απ/ 1& «.7α1ρ&/

αρ6α3&?&B2α» 52)α3 σA4,υ1( 45 1&) κ&3)&13κ/ κα3 δ(4/σ3& 6αρακ1-ρα 1(:. 

Wπ8: δ3α,α2)51α3 κα3 απ/ 1& π3& πρ/σ,α1& 7ρB& 1&υ κα??3176)(, ( κα1άδυσ( 

σ1& «5B9» 5)δυ)α49)53 1() α)άBκ( συ)ά)1(σ(: 45 1& «5452:», δ3α)&2B&)1α: 

)7α π5δ2α 5)5ρB&π&2(σ(: 1(: κ&3)8)3κ-: συ4451&6-:. Τ& «κ&3)/ 7δα,&:», &3 

κ&3)7: .58ρ-σ53: κα3 47.&δ&3, π&υ α)αζ(152 & κα??3176)(: 451αξA .5ά1ρ&υ 

κα3 αρ6α3&?&B2α:, α)α4&6?5A&υ) 4)-45:, 5,5υρ2σκ&υ) )75: δ3/δ&υ: 
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α)άσυρσ(: 1&υ παρ5?./)1&: κα3 α??(?5π2δρασ(: 45 1& παρ/), α??ά, 
κυρ28:, 5)δυ)α49)&υ) κ&3)8)3κ7: σ67σ53: κα3 )&-4α1α, πρ&152)&)1α: )7&υ: 
1ρ/π&υ: αρ6α3&?&B3κ-: κα3 κα??3156)3κ-: δράσ(:.

 
Τ?30 Π03Bή 
Gπ.μ92ήτρ.α G;!C

)το: ./θύμης Θέο/. Θέατρο/Αρχαιολογία (:3-2ω))η Mκ:ο)η), 9π.μ. Άννα ;Kκον.(τη, 
G;!C, Αθήνα.
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FRAGMENTS: EURIPIDES 
A theatre/archaeology performance

Direction - Dramaturgical adaptation   Efthimis Theou
Translation-Transcription of fragments - 
Dramaturgical collaboration    Kyriacos Karseras
Music composition - Coaching   Kornilios Selamsis
Set    Loukas Bakas
Costumes    Pavlos Thanopoulos
Movement    Nikoleta Xenariou
Production dramaturg    Eva Saraga
Directing assistant   Vasiliki Sourri
Set design assistant    Vagelis Xenodochidis

Performers
( in order of appearance )
Katerina Papandreou
Giorgos Kritharas
Efthimis Theou
Giorgos Syrmas
Electra Nikolouzou

Opening night
Friday, July 11, 2025
Ancient Theatre of Milos

The performance includes excerpts from The Years by Annie Ernaux, in the Greek translation 
by Rita Kolaiti (Metaichmio Publications, Athens 2021)

SUPPORTED BY EN PARTNERSHIP WITH
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FRAGMENTS: EURIPIDES

A strange, existential excavation on the road. A journey centred on 
ancient theatres on islands and in Attica.

Five actors excavate beneath the sun with trowels, brooms, tubs 
and brushes, unearthing and presenting on stage excerpts from unknown 
and startling works by Euripides: 

his provocative Andromeda, the lyrical Phaethon, the radical 
Cretans, the fleeting Theseus, and the contemplative Polyidus.

Glimpses of ancient performances that –beyond a few tiny 
fragments– are now lost to us.

A theatrical world broken into pieces.

Efthimis Theou
July 2025
(transl. Paul Edwards)

DIRECTOR’S 
NOTE
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FRAGMENTS: EURIPIDES

In addition to the well-known plays of Euripides that have come 
down to us in their entirety, over a thousand lines of verse have survived 
on scraps of papyrus, buried in the dry Egyptian soil or found here and 
there incorporated into other texts. These might be an isolated scene, 
a few scattered sentences or even a single word from works that are 
largely unknown, such as his Antigone, Archelaus, Lamia, Chrysippus, or 
Bellerophon.

In 2022, a papyrus with extensive lost passages from Euripides 
was discovered in Ancient Philadelphia, in the Faiyum region of Egypt, the 
most significant such find in recent decades. Published just last August 
(Gehad, Gibert & Trnka-Amrhein, 2024), it was found in the soil fill from a 
child’s grave and, fittingly, contained parts of Polyidus, about the young 
son of the Cretan king Minos, who drowned in a jar of honey before being 
brought back to life, and of Ino, about a queen who left her palace to 
worship Dionysus and, upon her return, killed the children of her rival and 
then her own oasprings.

The result of our immersion in this fragmented but, we believe, 
deeply poetic and theatrical material is a narrative work that engages 
with individual excerpts from lost dramas, while telling the often 
thrilling story of their discovery. Our goal has been to combine them 
with anthropological elements from the everyday life of two distinct 
professional groups: the artists and other craftspeople associated with 
ancient theatre, as physical remains of whose labours we see the bits of 
papyrus; and the archaeologists who toil not only in the field, but also in 

FROM 
FRAGMENTS OF 
EURIPIDES
TOWARDS 

AN ANTHROPOLOGY 
OF ANCIENT 
THEATRE 
AND 

ARCHAEOLOGY
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labs, libraries and at their desks, to collect and reconstruct them. We thus 
wanted to evoke something of the feeling left by the echo of voices that 
have not spoken for thousands of years, as well as the intensity of trying 
to see and describe a vanished world by way of its worn remnants.

For this production, we have set up a strange and existential 
excavation, in which the finds unearthed from the archaeological grid 
full of soil are not vases or architectural structures, but lines of poetry 
once spoken by actors and now broken into tiny pieces. Five performers/
archaeologists go through the almost ritualistic process of an excavation 
–with its habitual behaviours and relationships, virtually choreographed 
movement of bodies in space, and particular language– as it unfolds 
over the course of a day: from the moment they arrive at the site first 
thing in the morning to the heat-induced stupor of the afternoon, when 
they can finally put down their tools. In this way, we have tried to enter into 
a dialogue with the inherent theatricality of archaeological fieldwork and 
the way it emerges as a creative practice in its own right.

We have made selections from Euripides’ Phaethon, Andromeda, 
Theseus, The Cretans and, of course, Polyidus – taking into consideration 
the artistic vitality of the extant fragments and the completeness of 
their plots. Since the existing Modern Greek translations are primarily for 
the purposes of literary study, we have rendered them in new versions, 
informed by our research and adapted to serve the narrative flow and –
above all– the musicality of the performance. Indeed, we have organised 
the speech and actions of the cast and the overall shape of the drama 
in musical terms, based to a great extent on original compositions by 
Kornilios Selamsis, who was also our music coach.

The set, designed by Loukas Bakas, reflects the particular 
requirements of a touring production: small, targeted interventions in 
the orchestra of each theatre create an excavation environment that 
is organically integrated into each archaeological site and draws on the 
power and atmosphere of its landscape – while the visual eaect is 
enhanced by Pavlos Thanopoulos’s costumes. The fragmented works are 
thus in seamless conversation with the ancient theatres in which we are 
performing – some of them similarly incomplete, with only a few rows of 
seating and part of the orchestra surviving. 

FRAGMENTS: Euripides builds on a series of previous such 
productions, which aim to combine theatre and archaeology: within a 
new hybrid genre that uses performing arts practices to engage with 
archaeological materials, and archaeological methods, such as excavation 
and anthropological research, to enrich the site-specific theatre-making 
toolkit. Burrowing, this time, into the remains of theatre itself, using 
archaeology as a vehicle and allowing it to do what it does best: to reveal 
the people behind the material. 

Efthimis Theou, Kyriacos Karseras
July 2025
(transl. Paul Edwards)
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61 Philadelphia in Egypt is situated at the northeast corner of Faiyum, 
at the modern settlement site of Gharabet el-Gerza. Although Bernard 
Grenfell, Arthur Hunt and David Hogarth had proposed an identification 
of the town’s site in 1900, formal excavation was not carried out until the 
winter of 1908-1909 by a German team led by Paul Viereck and Friedrich 
Zucker. The town became famous from the study of the papyrus texts 
that derived from this excavation, as well as many more from clandestine 
digging and the antiquities market. It was also the source of many 
Faiyum portraits. Philadelphia had, however, been neglected by modern 
archaeology until two projects recently commenced work: a French team 
working in the settlement on behalf of IFAO and the Egyptian Philadelphia 
Necropolis Project working in the cemetery. The Necropolis Project has 
re-excavated many looted graves and discovered untouched burials, one 
of which yielded a spectacular find: a papyrus with substantial excerpts 
from Euripides’ lost plays Ino and Polyidus. 

Philadelphia was founded in the Ptolemaic Period (c. 332-30 BCE). 
Named after the epithet of Ptolemy II and his sister-wife Arsinoe II, the 
town was planned in the Greek style, and its inhabitants had important 
ties to the new capital, Alexandria. In the Roman Period, it was populated 
by Roman veterans and appears to have housed a fort from the period of 
the Tetrarchs (late 3rd-4th century CE). The daily life of both periods can 
be learnt from several significant archives of documents, such as that 
of Zenon, the agent of the royal minister Apollonius in the 3rd century 
BCE, and that of Nemesion, a local tax collector in the 1st century CE. 

TWO LOST 
PLAYS 

OF EURIPIDES
FROM ROMAN 

PHILADELPHIA 
IN EGYPT
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Papyri of literature from Philadelphia are less common –only about 30 
are currently known– and thus the new Euripides papyrus is important 
for illuminating the cultural pursuits of this Graeco-Egyptian town.

Discovery of the new Euripides papyrus 

The new Euripides papyrus is an incredible addition to our knowledge of 
two important myths and Euripides’ corpus. Discoveries of this magnitude 
often resulted from the papyrus digs of the late 19th and early 20th 
centuries, for example Grenfell and Hunt’s expedition at Oxyrhynchus, 
whose papyrus finds, are still being published in The Oxyrhynchus Papyri 
series. Now, however, they are rare, but unlike the earlier discoveries, their 
archaeological context is known from careful excavation.

The new Euripides papyrus was found in the Roman section of the 
graveyard at Philadelphia, in the fill of a pit grave of the 3rd century CE. 
The grave housed female mummified human remains aged between 40 
and 45 and the mummified human remains of a child on a ledge above. 
The fill contained other papyrus fragments, none of which are directly 
related to the Euripides. In addition, there were fragments of painted 
plaster that had apparently been taken from a nearby funerary structure 
that contained poorly mummified human remains of two women under 
the floor. [...] If further research shows that the painted plaster fragments 
filling the grave of the Euripides papyrus do, in fact, derive from the 
destruction of the neighbouring mausoleum, it will be possible to answer 
whether the papyri were also taken from the mausoleum.

Date, content, and use of the Euripides papyrus 

The handwriting of the Euripides papyrus can be dated on stylistic grounds 
to the 3rd century CE. Just as handwriting styles and print fonts go in and 
out of fashion in the modern world, handwriting styles came and went in 
Ptolemaic and Roman Egypt. Scholars who study ancient Greek papyrus 
books have thus created a typology of styles that can be placed in a rough 
chronological sequence. [...] Both plays were identified by lines of text on 
the papyrus correlating with quotable sayings preserved by the Greek 
anthological tradition and attributed to specific Euripidean dramas. The 
first column of text holds an excerpt from Ino. About two-thirds of the way 
down the column, there is a centred title that says “of Polyidus

”
, marking 

the transition between the two plays. [...]
Why did someone select these passages and pair them on the 

papyrus in 3rd century CE Philadelphia? How were these texts used? 
[...] Eany believe that full scale productions of Classical tragedy were no 
longer as current in Roman times, and it was more fashionable to perform 
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excerpts, often with new musical settings. Euripides was also a favourite 
school author since his texts were full of quotable sayings, and he was 
judged to be the most rhetorical of the ancient dramatists. Plays such as 
Phoenician Women with its comprehensive telling of the Theban myths 
of Oedipus and his family, were perfect for teaching declamation and 
oratory to advanced students, but even pupils learning to read and write 
would practice with Euripidean maxims. It is possible that the papyrus 
formed an advanced textbook for a local rhetoric teacher [...].

Many questions about the use and purpose of this papyrus 
remain unanswered. Further scholarship may help to settle them. Any new 
evidence for these two rare plays of Euripides is, however, an enormous 
addition to the field of Ancient Greek Literature. Their appearance in the 
Philadelphia necropolis is a welcome surprise, illustrating the literary 
culture of residents of the Faiyum Oasis.

Yvona Trnka-Amrhein, Basem Gehad, “Two lost plays of Euripides from 
Roman Philadelphia

”
, Egyptian Archaeology, Issue 65, Autumn 2024, pp. 37-39.
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66 Archaeologists are used to dealing with fragments all the time. 
Most of the material traces they encounter are broken, shuttered, 
fragmented, in bits and pieces. A strange sense of melancholia ensues, 
not so much amongst the archaeologists themselves as amongst others, 
the members of the public. “What a shame

”
, they would often say, “all 

is broken, they destroyed them all...
”
. These are the phrases you would 

often hear uttered during excavation site visits and public tours. But even 
the specialists are not immune to this strange sense of sadness. A deep 
desire to mend the pieces, to reconstitute completeness, often takes 
over, and shapes archaeological imagination. Whole subdisciplines are 
tasked with this meticulous and painstaking process of completing the 
puzzle. More often than not, most broken pieces are not found, and so 
new material, contemporary surrogates, will need to be called in, to stand 
for the missing old pieces, to restitute the sense of completeness. A pot 
will then be presented as whole in a museum glass case, a temple will be 
resurrected into a state that never was. 

In my book The Nation and its Ruins (Oxford University Press, 
2007), I have called this phenomenon Nostalgia for the Whole. This is a 
phenomenon that characterizes not only archaeology in modernity but 
also the national imagination as a whole, that is the broader psychic, 
social, and political phenomenon that produced archaeology in the first 
place. Others may wish to draw parallels with Freudian psychoanalysis, 
and its invocation of the process of the retrieval of the archaeological 
fragments as a metaphor of the psychoanalytic attempts to re-collect 

IN PRAISE 
OF 

THE FRAGMENT
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the self. Others yet may wish to remind that not only material memory 
but also all processes of remembering and forgetting are characterized 
by fragmentation, by an endless, incomplete, and often futile process of 
re-collecting, of piecing together the fragments, of reshualing and often 
re-inventing.

And yet, in more recent times, we archaeologists have come to 
appreciate the fragment. We have learnt that the sense of absence it evokes 
is generative and fruitful. That the loss it entails may be compensated 
with endless possibilities. We have also understood that, at times, the 
past people we study also valued the fragment. While we used to think 
that all the fragmented pieces we find are mostly accidental breakage 
or the outcome of violent episodes, we now realize that at least some of 
the breakage we encounter was in fact the outcome of positively valued, 
deliberate fragmentation. People in the past often staged various ritual 
events in which the performative and deliberate destruction of objects 
and artefacts was the main act, an act that produced powerful mnemonic 
eaects, traces of corporeal memory that would be then recalled and 
reactivated at other times and places. But what about the fragmented 
pieces? While in some cases, especially in funerary ceremonies, this act 
of breakage, of a pot or a figurine for example, would have signified the 
rupture in the social fabric that the end of a biological life of a human would 
have entailed, in many other instances this act did not mark the end but 
rather a new beginning. The fragments of that pot or a figurine would then 
start a new life as fragments. They would carry with them the memory of 
the whole object, but mostly they would carry the memory of the act of 
breaking, of that performative event, and of the collectivity of humans 
and things that partook of that breakage ceremony. Archaeologists often 
talk of this as a process of social enchainment through fragments: if 
these fragments were distributed amongst the human participants at 
the event of the ritual breakage, then they would link them together, they 
would carry into the future the sense of collectivity; they would remind 
of that multi-part whole made of people and things. But there are more 
possibilities for us to imagine and explore here: deliberately fragmented 
objects may also speak of the sense of partibility, the idea that notions of 
personhood are not necessarily grounded on the complete and bounded 
being. That the fractal person, the person in fragments, the distributed 
person, could be another way of imagining states of humanness, in the 
past and in the present. 

In this insightful and joyful play, the fragment is celebrated and 
at the same its contours are drawn, and its possibilities are explored and 
even pushed to their limits. While we are experiencing the process of 
excavation as an embodied performance, as a corporeal choreography 
of humans, tools, geological features and ritualized protocols, we are also 
invited to think of and experience the fragment in its material-artefactual, 
scriptural-literary, and auditory sense. The missing parts, the voids, 
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the silences in this fragmentary world are at times left there hanging, 
inviting us to pause, to reflect. At other times, however, they are filled 
with imagined, creative stories, potential scenarios, and fabulations that 
are no less truthful than the facts that are retrieved by archaeologists. 
Performances are not fleeting events, temporary and disappearing acts, 
as we often think. They leave traces, be it in the material world or in the 
body, material memories of a diaerent kind, fragmentary traces that 
can be re-collected, years, centuries, millennia later. It is one such re-
collection that this play is inviting us at, a re-collection that, no doubt, will 
create its own sensorial-mnemonic fragments in our bodies, fragments 
which we will carry with us in other places and times, at the end of this 
performance.

Yannis Hamilakis
Joukowsky Family Professor of Archaeology and Professor of Modern Greek Studies
Joukowsky Institute for Archaeology and the Ancient World 
Brown University

This text was written especially for the programme of the present National Theatre of Greece production.
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69 Theatre is an art form of the present, but also has the unique 
ability to converse meaningfully with absence – to give it shape and 
rhythm. In the theatre, fragments of ancient drama become living 
materials for creation, sometimes forming the basis for the reconstruction 
of a lost play, and sometimes giving rise to a new work that is in dialogue 
with ancient themes and contemporary mores. At other times, silence, 
absence and emptiness themselves are transformed into tools for 
expressing the modern experience of the splintered self, inconsistent 
memory, and uncertain identity. In these cases, fragments do not mean 
loss, but possibility. They become conveyors of meaning, living forms that, 
through the theatrical act, begin to breathe again. In its encounter with 
fragments, through a process that resembles a ritual of memory, theatre 
does not reproduce what is already known, but reclaims the ineaable. 

In order to trace the history of this broad and constantly evolving 
creative field, let us pause at a moment of transition from classical 
revivalism to the philosophical reconfiguration of ancient myth by 
Goethe, who in the early 19th century drew on fragments of Euripides’ lost 
tragedy Phaethon to write his own poetic reflection on issues of identity, 
knowledge and human limits. Fragmentation in Goethe is transformed 
into a philosophical tool, and Phaethon becomes an allegory of man’s 
hubris and his severing from the cosmic order. 

In Greece, the writer Dimitris Dimitriadis has returned to the 
same myth in the 21st century, crossing it with Shakespeare’s Hamlet 
to produce a hybrid, dark tragedy. Following the tracks of the ancient 
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myth, Dimitriadis’s intertextual approach, directed by Dimitris Karantzas 
at the Kykladon Street Theatre – Lefteris Vogiatzis in 2015, recast the 
myth of the young Phaethon driving the chariot of his father, Helios, as an 
allegory about paternal violence and a family chamber drama about the 
dissolution of identity. Five years later, in 2020, the production of Phaethon 
adapted and directed by Efi Theodorou at the Municipal Regional Theatre 
of Crete contained excerpts from Giorgos Sampatakakis’s 1996 translation 
of Euripides and Ovid’s version of the myth (translated by Theodoros 
Papangelis) in a tale of hubris, desire and fall. Here, the young hero’s blazing 
adventure was re-enacted by three performers as an existential journey 
along the razor’s edge between light and annihilation, accompanied by 
pounding percussive rhythms. 

Psychostasia, directed by Spyros Evangelatos, was the first time 
in Greece that passages from lost tragedies by Aeschylus (translated 
by Tassos Roussos) were used – not to restore an incomplete ancient 
play but to transform it into a meditation on human frailty in the face of 
the inevitable. Focusing on Zeus’ weighing of the souls of Achilles and 
Memnon, the production reminded audiences at Epidaurus in 1979 that 
even heroes are destined to be defeated by time, fate and death. 

Just as some works are preserved in fragments, so too is 
contemporary experience fragmentary and disjointed. In The Trackers 
of Oxyrhynchus, based on Sophocles’ satyr play Ichneutae, which was 
performed at Delphi in 1988, Tony Harrison collapsed the distance between 
past and present as he interwove the ancient myth, the history of the text’s 
discovery, and contemporary social reality. Starting with the unearthing of 
the Oxyrhynchus Papyri –the manuscripts discovered by papyrologists 
Bernard Grenfell and Arthur Hunt at Oxyrhynchus in 1907– Harrison 
used the fragmentary form to comment on the disintegration of grand 
narratives. Long before Harrison, Ichneutae had also twice been produced 
as an opera: in 1913, in Carl Robert’s German translation, with students 
from the University of Halle at the Goethe Theatre in Bad Lauchstädt, and 
in 1925, at the Paris Opera, with a libretto by Théodore Reinach, entitled 
The Birth of the Lyre.

Tony Harrison returned in 1995 with fragments from the works 
of Phrynichus –who he saw as the first playwright to connect theatre 
with collective memory and political trauma– to highlight the analogies 
between ancient and modern genocides. The Labourers of Herakles, a 
piercing commentary on the war in Bosnia, consciously deconstructed 
the mythological function of the hero Heracles, presenting him as a 
symbol of destruction and brutality. The play was performed at the 
actual construction site of the European Cultural Centre of Delphi, on a 
set incorporating nine concrete mixers and a silo bearing the logo of the 
Heracles General Cement Corporation. The Chorus consisted of workers in 
yellow helmets trapped in wet concrete, while red blood flowed from bags 
of cement. Harrison reconstructed myths and interrogated them in the 
context of modern wars, transforming Heracles –who does not appear 
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in Phrynichus– into an archetypal figure of violence and fabricated 
heroism.

Two years later, in April 1997, David Wiles’s experimental staging 
of Euripides’ lost Hypsipyle at the Studio Theatre, Royal Holloway, made 
fragmentation a method of investigation. The same episode was presented 
in three diaerent directorial readings, inviting the audience to participate 
and choose their preferred version. The text thus became a dynamic site 
for theatrical exploration, with its gaps serving not as a hindrance but 
as a source of creative momentum. They sparked the imagination and 
opened a dialogue between ancient speech and modern stage language. 

Tassos Roussos’s reflective and respectful rendering of Hypsipyle 
was based on the four hundred or so lines that survive from the original 
–enough for its trajectory to be clear– and was directed at Epidaurus 
by Spyros Evangelatos in 2002 in a compelling staging of one of the 
most important and extensive partially-preserved ancient Greek plays. 
The unshowy production treated the material as a living dramatic entity, 
prioritising structure and rhythm, its incompleteness functioning not as 
a limitation, but as an opportunity. 

Timberlake Wertenbaker focused on another absent voice, that 
of the silent Philomela. In The Love of the Nightingale, written in 1988, 
she examined the myth of Tereus in Sophocles’ lost play of the same 
name from a late-twentieth-century feminist perspective, incorporating 
a scene from Euripides’ Hippolytus (in order to parallel Phaedra with 
Tereus and Hippolytus with Philomela) as well as a puppet show. The few 
extant lines from Tereus are reinscribed within a diaerent dramaturgical 
framework in order to expose gender-based violence –then and now– 
through a biting political commentary. A decade later, in 1998, The Love of 
the Nightingale was staged by Melina Sardi at the Ilisia Theatre in Athens. 

In Joanna Laurens’s The Three Birds, which premiered at London’s 
Gate Theatre in 2000, the myth of Tereus was approached not as a 
narrative that needs to be re-enacted, but as poetic material. Laurens 
oaered an almost musical version of the myth, with the words acquiring a 
lyrical density. Her characters do not simply speak, they pulsate with the 
intensity of trauma, with transformation, with silence. In this approach, 
the fragmentary nature of Sophocles’ ancient work was not treated as a 
void that must be filled, but as an aesthetic choice. 

In 2003, the Tent Theatre at the Ruhrfestspiele Festival in 
Recklinghausen presented one German and one Greek play based on 
fragments of ancient tragedies. For Hansgünther Heyme, who conceived 
and directed Scherben (“shards

”
), fragments are nuclei of mythical 

and historical truth. Based on excerpts from Euripides, the production 
transposed the ancient material to unexpected settings, including an 
interwar French café, emphasising how the texts have become detached 
from their original context and raising questions about loss and the 
redefinition of the past. Epigonoi, directed by Theodoros Terzopoulos, on 
the other hand, based on lost plays by Aeschylus, was a response to the 

FRAGMENTS: EURIPIDES



72 



73 



74 

global political climate after the American invasion of Iraq, commenting on 
trauma and the casualties of war. Without attempting a reconstruction, it 
focused on absence and discontinuity as a way of foregrounding collective 
mourning.

For a Cyprus Theatre Organisation production directed by Nikos 
Charalambous at Epidaurus Theatre in 2004, Elias Malandris fashioned 
Aeschylus’ The Achilleis from the sole phrase that is believed to have come 
down to us from the play, and a handful of lines from some other of the 
ancient dramatist’s partially surviving works. Malandris described it as an 
“experimental investigative proposal

”
, which opened a dialogue between 

ancient form and modern theatre, between hubris and the human need 
to find meaning in the unknown. Also in 2004, Colin Teevan reimagined 
Alcmaeon in Corinth, the missing second part of Euripides’ trilogy that 
begins with The Bacchae and ends with Iphigenia in Aulis, under the title 
Cock of the North. 

The Nature Theater of Oklahoma’s Fragment at the Classic Stage 
Company in New York in 2006 did not attempt to recreate a play but 
used passages from works by Sophocles and Euripides to embrace the 
potential of absence itself. The performance, experimental and fractured, 
brought together ancient formal elements with modern stage practices. 

In 2009, at the Little Theatre of Ancient Epidaurus, Vassilis 
Nikolaidis presented Fragments of Euripides, or Simple lessons of an 
unknown mythology, combining excerpts from lost works by Euripides. 
This production, similarly, was not a reconstruction, but a ritual-like 
reading in which the lines, as bearers of memory and rhythm, were intoned 
by actors accompanied by live music against a pared-back set. 

Aeschylus’ lost tragedy The Kabeiroi, one of his most mysterious 
and poorly documented works, was re-imagined in 2017 by the 
Punchdrunk theatre company in a highly unusual performance. Two 
audience members at a time walked the streets of London on a route 
that lasted 4-6 hours, listening to an audio tour through headphones. 
The instructions they received prompted them to join in a treasure hunt 
and find their way to a place of initiation. Their crossing of urban space 
in pursuit of a text that no longer exists became a mystical journey and a 
personal ritual of transition. 

The Cretans, produced in 2017 by the Atrapos dance and culture 
group, was based on surviving fragments of Euripides’ play and was 
performed as a ritualistic amalgamation of speech, movement and sound. 
The work was transformed into an experience of memory, utilising seal 
stones and pictorial sources from the Minoan period, with the narrative 
evolving into a poetic rite of passage. Dance, voice and silence functioned 
as a unified whole and fragments became once more a space of contact 
with the unknown. 

The Cretans was also presented in 2020, in the midst of the 
pandemic, by the American dramatist Edward Falco, as a radio play in 
three parts, exploring myth purely through voice, music and sound 
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eaects. An ancient fragment became an auditory experience conveying 
hidden meaning.

Dimitris Dimitriadis was inspired by the myth of Chrysippus and 
the lost work by Euripides, of which only a few verses survive, to write his 
play of the same name about the captivatingly beautiful son of Pelops, 
whose teacher, Laius, fell in love with and abducted him. “Chrysippus is 
the staging of a fateful encounter for the human condition: the encounter 
with absolute beauty,

”
 said the author. The play, written in 2008 and 

directed by Thanos Samaras for the Athens Epidaurus Festival in 2019, 
exposes absolute beauty as a false image and is immersed in the tragic, 
eschewing consoling narratives or interpretative signposts. It creates a 
dramatic space in which the implicit becomes manifest as love erupts out 
of control and the victim takes his revenge, in a philosophical dissection 
of tragedy that does not take refuge in explanation. 

In 2021, Michail Marmarinos directed Sophocles’ The Trackers 
(Ichneutae) as a text overheard from a far-oa time: fragmentary, 
incomplete, but very much present. His use of Emmanuel David’s historic 
1933 translation, based on the reconstruction of the German classical 
philologist and archaeologist Carl Robert, resulted not in a performance in 
the classical sense, but in a poetic journey for the discovery of music and 
rhythm.  A decade earlier, Dimos Avdeliodis was similarly preoccupied with 
music –initiatory and redemptive– in his production of The Trackers 
(Ichneutae) for the International Conference on the Theatrical Traditions 
of the Mediterranean, organised by the Centre for Classical Drama and 
Spectacle of the Panteion University, in collaboration with the École des 
Hautes Études in Paris, the Royal Academy of Dramatic Art in London, and 
the Piccolo Teatro in Milan.

The most recent production to utilise parts of a tragedy by 
Euripides (before Efthimis Theou’s) was by The Playground Theatre 
in London in 2023. Also called Fragments, it contained excerpts from 
the lost Cresphontes. Based on the text of the same name by the 
academic Laura Swift and director Russell Bender, it was inspired by 
the abundance of papyrus collections scattered in museums around 
the world and combined the specialist tools of papyrology with anarchic 
performances, lo-fi imagery, and plenty of speculation. This had been an 
ongoing project since 2014, when workshops exploring how to restage 
Euripidean fragments were commissioned by the Being Human Festival 
and the University of Oxford. A workshop version of Cresphontes was then 
performed in 2017 at the Ovalhouse and the Old Fire Station in Oxford, 
while in 2018 the British Academy gave a grant for the development of the 
full production. 

Today, in 2025, the archaeologist, director and actor Efthimis 
Theou uses data and scientific and artistic tools and approaches from the 
fields of archaeology and theatre (including excavation, anthropological 
research, the study of archaeological finds, photographic material, 
co-writing, assembly of fragments, rehearsals, etc.), bringing the two 

FRAGMENTS: EURIPIDES



76 

disciplines together in lesser-known ancient theatres in Greece. After his 
four landmark works at excavation sites –the Sanctuary of Poseidon 
at Kalaureia, Poros Island (2009); the Neolithic settlement of Koutroulou 
Magoula (The Meal, 2011); Katalymata, Gavdos Island (Gavdos: The House, 
2012); and on the islet of Therasia, near Santorini (Clothes, [Athens] 
2020)–Theou now allows fragmented material from Euripides –from 
Andromeda and Phaethon to The Cretans, Theseus and Polyidus– to 
achieve visibility through performance and re-exist.

In many of the above productions –and in others not mention-
ed– the past is not recalled merely with nostalgia, but is made an active 
artistic challenge. Loss gives rise to questions, and questions carve out 
new dramatic paths. Fragments imply cracks into which contemporary 
creation can dig, not to restore a single truth, but to discover a host of 
possibilities. The theatrical act itself becomes an excavation – analogous 
to that of archaeology. And there, in the unfinished and the worn, in this 
secret dialogue with absence, a new form of tragedy is revealed: one that 
does not tell a story directly, but that is much more allusive.

 
Eva Saraga
July 2025
(transl. Paul Edwards)
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77 Could archaeology be a creative act? How can theatre be produced 
through archaeological fieldwork, public archaeology, archaeological 
ethnography? What is the potential “common ground

”
 between these two 

fields in the pursuit of the greatest possible openness and participation? 
The “archaeological imaginary

”
 and the web of concepts with 

which it is associated –such as excavation, stratigraphy, ruin, trace, 
discovery– have been a constant frame of reference and inspiration for 
a significant part of contemporary artistic production over the last two 
decades or so.1 The artist as historian, as anthropologist, as archaeologist, 
as archivist, as ethnographer, are just a few of the roles adopted by 
contemporary artists in the context of what curator Dieter Roelstraete has 
identified as the “historiographic turn

”
 in contemporary art to describe the 

“methodological complex that includes the historical account, the archive, 
the document, the act of excavating and unearthing, the memorial, the 
art of reconstruction and reenactment, the testimony

”
.2 

The practice of performer and archaeologist Efthimis Theou, 
while clearly within the scope of the so-called “historiographical turn

”
, 

has distinct characteristics. For more than a decade, his diverse work 
has been shaped by a systematic investigation of the relationship 
between archaeology and theatre. At the core of his quest is a network of 
questions that not only traces, but also strives to set up new correlations, 
perceptions, and methods between the fields of archaeology, theatre and 
contemporary visual artistic creation. 

Having studied and worked in both disciplines, Theou has been 

“THEATRE/
ARCHAEOLOGY”

AS 
A COMMUNAL 
PRACTICE
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developing a hybrid project since 2009, which he refers to as “theatre/
archaeology

”
. The term is borrowed from performer Mike Pearson and 

archaeologist Michael Shanks, who described the theatre/archaeology 
conjunction as “a mixture of narration and scientific practices, an 
integrated approach to recording, writing and illustrating the material 
past

”
 in their book of the same title.3 

Through an interdisciplinary methodology of research that 
combines concepts, epistemological tools and data from the fields of 
archaeology and theatre, Theou’s practice evolves into a sequence of 
exploration of their relationships not in a linear course but in constant 
feedback within a network of intersecting parameters. During this course, 
four performances were key milestones in his work, serving as kernels 
for the development of new artistic processes and collaborations: the 
performance at the Sanctuary of Poseidon in Kalaureia, Poros Island 
(2009), The Meal at the excavation site of the Neolithic settlement of 
Koutroulou Magoula (2011), Gavdos: The House at Katalymata, Gavdos 
Island (2012) and Clothes on Therasia Island (2020). 

Initially, in 2009, the performance that Theou presented at the 
excavation at the Sanctuary of Poseidon in Kalaureia on Poros Island,4 
where he had worked as an archaeologist, served as an introductory 
investigation of the “theatre/archaeology

”
 conjunction. As part of a 

research project in archaeological ethnography, Theou was invited to 
present a theatrical performance at the excavation site that focused 
on the history of the sanctuary. The performance’s text, a compilation 
of excerpts from diaerent sources, drew inspiration from the diaerent 
temporalities and uses of the site, ranging from prehistoric times to the 
20th century farmhouse period, until the time of the excavation and the 
evening of the performance itself. It included, among others, writings by 
the traveler Richard Chandler, excerpts from ancient texts by Plutarch and 
Euripides, poetry by Yannis Ritsos and excerpts of scientific archaeological 
essays. 

The decisive step for the fusion of the two practices, nevertheless, 
came with the performance The Meal, which was presented for the first 
time in 2011 at the excavation site of the Neolithic settlement of Koutroulou 
Magoula in Neo Monastiri and Vardali, Fthiotida,5 in collaboration with 
the composer and performer Thanasis Deligiannis. Focusing on the 
engagement of the local community, The Meal was developed around 
the food issue and its diverse historical, social, cultural and ethnographic 
aspects, through the processing of material from anthropological 
field research, field archaeology and literature study. This text-based 
performance, in which the speech varied from rhythmic and melodic 
narration to prose, ended in a collective meal. This work fueled a series of 
new presentations, collaborative projects and educational programs, also 
providing the basis for the first presentation of Efthimis Theou’s work as 
an installation, within the Afresh exhibition of the National Museum of 
Contemporary Art in Athens in 2013. 
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The third work, entitled Gavdos: The House, was designed and 
presented, in collaboration with performer and archaeologist Elektra 
Angelopoulou and performer Anthi Efstratiadou, in the Bronze Age building 
at Katalymata, on Gavdos, as part of the excavation of the University of 
Crete, where the artist was working as an archaeologist.6 At the core of 
the work, which the artist describes as “a narrative creation for three 
actors

”
, is the notion of dwelling. The thematic framework was dictated by 

both the excavation finds and a series of interviews with the inhabitants. 
Bringing together material from fieldwork, archaeology, anthropology, 
philosophy and architecture, the performance text was developed into 
a fragmented narrative around four thematic cycles: “Building a house

”
, 

“Life in the house
”
, “The house as a safety zone

”
 and “Death

”
. 

His most recent work, Clothes, was presented in 2020 at the 
archaeological site of Aristotle’s Lyceum in Athens. Based on the study 
of prehistoric loom weights found at the site of “Koimisis

”
 in the context 

of the Prehistoric Therasia Archaeological Project,7 on the islet across 
Santorini, the performance was articulated in a first-person narrative 
interrupted by dialogue parts with a diaerent “visitor

”
/specialist each time. 

The speech, submitting –for the first time to such an extent– to bodily 
rhythms and gestures, is structured through the decisive role of musical 
composition. Based on the memories and audio narratives of the artist’s 
mother (a seamstress by profession), the performance incorporates 
personal accounts, local stories, and archaeological information related to 
the entire life cycle of a garment – from its creation, through its diaerent 
uses, to its destruction. 

Focusing on primary –embodied– human activities of 
everyday life, such as food, dwelling and clothing, and their cultural and 
social contexts, Theou’s experimental approach to “theatre/archaeology”, 
more than a site-specific action, aims to highlight the multi-temporality 
of the archaeological site.8 The excavation site, from an inactive and 
enclosed system of control, disconnected from the everyday life of the 
inhabitants, is introduced as a fluid field of meeting and participation 
of different individuals and groups in a non-hierarchical relationship: 
from the locals to the visitors, to the archaeological community, and the 
invited artists. The excavation is transformed from a field of reproduction 
of dominant ethnocentric narratives into an open and experimental 
space of study, a workshop for the production of counter-hegemonic 
discourses, the retrieval of forgotten stories, and the remixing of social 
memory and personal testimonies, feeding the text as well as the 
stage actions. The shift of the view of the past from a temporal fait 
accompli to a dynamic fluid field allows the activation of different layers 
of history in relation to the “here and now” of actions and the process 
of their preparation. The horizontal spatial axis intersects with the 
vertical temporal axis and its historical depth, reinforcing the dialogical 
relationship between “place” and “event” –or “host” and “ghost”9 in Mike 
Pearson and James McLucas’ terms describing spatial and temporal 
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dimensions–, the given place and the temporally determined action 
that briefly occupies it. 

This kind of activation of the space’s multilayered character is 
enhanced by the cultivation of an embodied relationship with the past 
and a sensorial relationship with the archaeological site and its material 
evidence. The reclaiming of an “expanded

”
 archaeology through the 

activation of the senses –these “multi-sensorial, experiential modes of 
engaging with the world

”
–10 is achieved by conquering its participatory 

and communal dimension. As Hamilakis and Theou argue: “Reclaiming 
of archaeology is not only a matter of creating counter-discourses, of 
intervening in the broader intellectual production of the present. It is 
also a matter of producing new spaces, enacting diverse times and of 
creating the material possibilities for alternative forms of public cultural 
production to emerge

”
.11 Theou’s practice around “theatre/archaeology

”
 

is inherent in its communal and public character. As it is evident from 
the artist’s most recent work, diving into the “I

”
 reinforces the need to 

encounter the “we
”
, opening up new fields of activating social participation. 

The “common ground
”
, the common perceptions and methods that the 

artist seeks between theatre and archaeology, revisit memories, invent 
new ways of retrieving the past and interacting with the present, but, 
above all, strengthen social relations and meanings, proposing new ways 
of archaeological and artistic practice. 

Tina Pandi 
G;!C Curator

 
in: Efthimis Theou, Theatre/Archaeology, ed. Anna Mykoniati, transl. Orestis 
Stylianidis, G;!C, Athens.
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Α012.ο 34250ο 67λο,

18 Ιο,λ.ο, 
Α012.ο 34250ο 80450ι2ς

26 Ιο,λ.ο, 
Α012.ο 34250ο 39σο,

30 Ιο,λ.ο, 
Α012.ο 34250ο 6,5ιλ7νης

1 Α,γούσ5ο, 
Α012.ο 34250ο Ηφ2ισ5.2ς Λ7μνο,

2 Α,γούσ5ο, 
Αμφιθ4250ο 6202σλε.ο, Σ1ολ7ς 
Αγ.ο, 8,σ5025.ο,

27 Α,γούσ5ο,
Α012.ο 34250ο A20θ2.2ς A42ς

30 Α,γούσ5ο, 
Τελεσ570ιο 8λε,σ.ν2ς

3 Σεπ5εμβ0.ο, 
Α012.ο 34250ο Τ021ώνEν
 
6 Σεπ5εμβ0.ο,
Α012.ο 34250ο Ζ42ς, Πει02ι9ς

14 Σεπ5εμβ0.ο, 
Α012.ο 34250ο 3ο0ιHού

SUMMER 
TOUR

July 11
Ancient Theatre of Milos 

July 18 
Ancient Theatre of Eretria

July 26 
Ancient Theatre of Thassos

July 30 
Ancient Theatre of Mytilene

August 1 
Ancient Theatre of Hephaestia, Lemnos

August 2 
Marasleio School Amphitheatre, 
Agios Efstratios

August 27 
Ancient Theatre of Karthaia, Kea

August 30 
Telesterion of Eleusis

September 3 
Ancient Theatre of Trachones, Alimos

September 6 
Ancient Theatre of Zea, Piraeus

September 14 
Ancient Theatre of Thorikos
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