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OPAYIMATA: EYPINIAHZ

ZHMEIQMA
TOY
ZKHNOOETH

Miua urnaplakn, napdadofn avackador) kad’ odov. Eva 1agidt pe agova ta
apxaia B€arpa v vNolWV Kal NG ATIIKAG.

Mévie NBortoloi OKABOLV KATW Artd 1OV NAILO e OKAAIDAKIC, OKOUTTAKIA,
ZepurtiAla, TiveAdKIa, ArmoKAAUTTIOVIAG Kal oEPVOVIAG OTn OKNVA arooraouata
arod Ayvworta Kal arnpoodoknta €pya 1ou Eupiridn:

NV MPOKANTIKA Avdpoueda, 1oV AUPIKO dasgBovia, T0UG aKpPaioug
Kpntikoug, 1ov doeLyaAEo Onoea, 10V OTOXACTIKO ToAUIdO.

STUYUIOTUTA APXAiWV TIAPACTACEWY XAMEVWY ONUEPO, TEPA arod
UIKPA Bpavouara.

‘Evag BeatplkOG KOO0 OTTIAOUEVOG OE KOUMATIAL.

EuOuung G£ovu
IoUAlog 2025
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ANO TA OPAYZMATA
TOY EYPINIAH
nPOXZ MIA
ANOPQMONOIIA
TOY APXAIOY OEATPOY
KAI THZ
APXAIONOrIAZ

NMepa ano ta yvwota Kal €E 0AoKANpou cwZodueva pya 1ou Euplrtidn,
€Xouv dotdoel wWg epdc Kal mavw aro 1.000 otixol ard v UroAoln
dpaparoupyia 10U APXAIoL TPAYIKOU: OTiXOl YPAUMEVOL TIAVW OE KOoUuATia
marnvEOL BauPEVa OT0 XWHA NG AlyUrTToU 1) ormopadiKda EVIAYUEVOL UECA OE
AAAQ Keipeva. Mia JEUOVWIEVN OKNVN, Alyeg SIAOTIAPTEG YPAMES 1) KAl Hia
HOVO AEEN arod epya ev MOAAOIG Ayvwota, Orwe N Avilyovn 1ou, 0 ApxeAaog,
n Aduia, o Xpuoirrog, 0 BeEAAgpoghoving.

IXEUKA Tpoodoara, 10 2022, avakaALdoBNKe otn DIAAdEATDEID TNC
AlyUrTiou, oy nepPLoxn 1ou dayioLl, EVac MATIUEOCG UE EKTEVH Armoordaouara
anod Xapeva €pya tou Euplridn, 10 o ONUAVIIKO € EKIA0N TET0I0 eLpNUa
WV tTeAeutaiwy deKAETIWY. O TIANMUPOC AUTOC — MOV dNUOCIEVTNKE UOAIG TOV
nepaocpevo Auyouoto (Gehad, Gibert & Trnka-Amrhein, 2024) — BpEBNKe
OT0 XWHA TIOL KAAUYE TOV TAdO0 £VOC MAIBIOU Kal, TAIPIACTA, MEPIEIXE Kouuata
aro 10 XAUEVO €PY0 MMOAUIBOG, yIa TOV IKPO VIO TOU KpNTtikoL BactAla Mivwa
OV TIVIYNKE MECA O€ £VA TIIBAPL UE UEAL Kal UETA emEoTpePE ot Zwr: Kal aro
mv /v 10U idloL dpapaToupyou, Via T BaciAlooa rou €douye arod 10 rMaAdt
via va Aatpeel tov AlOvuoo Kal Otav yUPIoE OKOTWOE Ta raidid NG aviidrnAou
NG Kalt 1a dIKA g ta ratdid.

Me adooppr), AoImov, 10 CUYKEKPIUEVO eVPNUA BOUTNEQUE O AUTO 10
QArOCTIACUATIKO, AAAA LEYAANC, THIOTEVOUE, TIOINTIKAG Kal BEATPIKNC dLVAUNG
UAIKO. ANUIOVPYACAUE LA adonynMATtiKy) oLUvBeon Mou PMETAdREPEL autovaola
Kopuata ard ta xauéva dpduata, aAAd Kal Vv TePIneEelwdn, TOAAEQ
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doopEC, 1oTopia NG avakAAUYNAG TOUC. ZTOX0C KAG NTAV va Ta 6UVOUACOUUE
HE aVOPWIIOAOVYIKA OToIXEia ard mv  KaBnuepvoNta OUO0  OIAKPITWV
EMAYYEAUATIKWY OUABWV: TOUG KAAAITEXVEG KAl AAAOUC «TEXVITEC» TOU APXAIOU
BeATPOL, WG VAIKA KatdAolrma g dpdong Twv Ooroiwv eidape 1a marnupika
Bpavopara: Kal TouC APXAIOAOYOUC TIOU, BOUTNYUEVOL OTa OKAUUATA TOU
nediou, o1a epyaotNPLa, otc BIBAIOBNKEG Kal o1a ypaddeia 10Ug, Poora8ouy
va OUAAEEOULV Kal va avacuLveEcoLV autd Ta Bpaviouara. OeAnoape, €101, va
METAdOEPOLIE KATL ATIO TNV AioBNOoN oL AdOr)VEL O ATTONXO0C TWV COWVWIV OAWV
QAUTWV TIOVL €xouv AaPel va LAdve edw Kal XIAIETiEG, AAAA KAl TNV €viaon ToU
va rpooraeeic va €1 Kal va TEPLYPAYEIC EVAV KOO0 TIEPACIEVO, UECA ATTO
10 doBapuéEVa ArouEIVAPLA TOU.

Ma v napdotacn, OTOARIE OTN OKNVA KLd TIAPAd0EN Kal UMAPEIAKN
APXAIOAOVYIKN avaokador). Evav KAvwwaBo yeUATo XxWua, TIou 1a EVPNUATA TOU
dev gival aut T doopd ayyeia N apxreKtovnuata, aAAA rmoiNTiKoi otixol, Adyia
NOOoroIWV OTMACHEVA OE IKPA KOMRATA. EviE €PUNVEUTEC/APXAIOAOYOL
MPAYUATONOIOUY, KABE doopd, T OxedOV TEAEIOLPVYIKN dladlkaocia plag
APXAIOAOYIKNG QVACKAMONG — HE TIC OTEPEOTUTIIKEG OCUMMEPICDOPES Kal
OXEOEIG, TN OXEDOV XOpOoypadonuUEVN KIVNOIOAOYia TWwV OCWUATWY  OToV
XWPO Kal v 1dlaitepn yAwooa — onwce eEeAiooetal katd m JIAPKEL HIag
NUEPAC: Ao TV WEA oL dPTAVOUV AYyOoUPOEUTTVNIEVOL 010 TIEdio WG TV
napalAAn 10U PECNKEPIOU KAl 10 OTAUAMA TWV Epyactv. Mpooradnoaue
va OLVOIOAAQYOUUE, €101, UE TNV EYYEVH TIAPACTATIKOTNTIA TNC APXAIOAOYIKNAC
dpdongc, OMwCe auTr ArMOKAAUTTIETAI WC WA KB’ AuTd dNUIOVPYIKN TIPAKTIKN.

AMoO 10 CUVOAIKO €pyo Tou Eupimidn, ermAEEQUE KoppdAta arod tov
®asBovia, NV Avdpoueda, 10V Onoea, 10ug KonNTiKoug Kal, OUOLKA, Tov [ToAUIdo
— AapBavoviac urt oYV ™ DUVAMUIKN TWV CWIZOUEVWV ATTOOTIACUATWY Kal
MV MANPOINTA NG TIAOKNC TOUC. MIAG Kal Ol AN LUMAPXOUCECG VEOEAANVIKEC
HETAdOPACEIC TWV E€PYWV AUTWV €XOUV YIVEL UE OKOTMO, Katd KUPLO AOyo, T
OIAOAOYIK) PWEAETN Kal OXl TN BeAIPIKr) TOUC XPNON, TIPOXWPENOAUE O
pia vea petaypador) auvtol 10U VAIKOU. H DOUAEIA aC NTAV EVNUEPWIEVN
arod Vv €peuva yia N dnuoupyia e nmapdoraonc, KAl TIPooAPOCUEVN
WoTe va €EUMNPETEL TOV adonynUATKO XOPAKIPEA 10U €PYOU Kal, Kupiwg,
N MOUCIKONIA Tou. Mpdyuat, otnv napdotaocr pac o Adyoc, n dpdon twv
EPLINVEVTWYV Kal N OUVOAIKN Jpauatoupyia eival opyavwueva e Opoug
LIOUCIKOUG — BaAOCIOHEVA OE UEYAAO BABUO OTIC MPWIOTUTIEG OLUVBEDEIG TIOU
onuIoLpynoe Kal didage yia 10 €pyo 0 KopvnAlog ZeAdponc.

O OKNVIKOC XWPOCG dlapopdowBnkKe, oe cuvepyaoia Ue 1oV AOUKA
Mndka, pe Baon Kat TIg 1I8IaITEPEG CUVBNKEC TIOL LMAyopeVEL N MePLlodEia TOU
EPYOU: UIKPEC Kal KaBApEC TIAPEUBACEIC OTNV OPXNOTPA TOU KABE Bedtpou
XTiZouv &va avaoKadpIKo TEPIBAAAOV TIOU EVIAOOETAL OPYAVIKA OTOV EKAOTOTE
APXAIOAOVYIKO XWPEO Kal aviAEL arod ) duvaun Kal TNV atuoodoalpa 1o 1oTTiou
TOU — &VW N E€IKOVA CUMMANPWVETAL arod 10 KOOTOUUIO/CTOAEG Epyaciag







OPAYIMATA: EYPINIAHZ

13

10U MavAou OavorouAou. AdriocapE 101 VA CUVOIANCOULV arPOcKora dUO
OLVYKpPIoIUA VAIKA: T BpauciEva BeATPIKA €pYA TNG TIAPACTACNC, IE Ta apxaia
Bearpa NG replodeiag — KArola arod 1a oroia rnapouvciadouv rapouola
QTTOCTIACUATIKY 0PN, KE OWIOUEVEC MEPIKEG UOVO KEPKIDEC Kal €V KOLIATL
G 0PXNOTPAC TOUC.

H napdotaon Gpauvouara: Euptrtidng EPXETal 0€ CUVEXELA LIAC OEIPAC
MPONYOULIEVWV TETOIWV €PYWV TTIOU OTOX0 €XOUV VO CUVOUACOULV T0 BEATPO UE
NV apxatoAoyia: oto TAQIcIO EVOC VEOUL «UBPIBIKOU» €iID0UC MOV XPNOIUOTOLE]
MAPACTATIKEG MEBODOUC VIa VA MANGCIACEL LIE VEA UATIA TO APXAIOAOYIKO UAIKO
KOl OPXAIOAOVIKEG MEBODOUG yId va 1PpOdoodoTNoEL UE Kalvoupla epyaAeia
(avaokador), avBpwroAoVyIKN €peuva K.A) 10 site-specific B€atpo Kal v
performance. Boutwviag, autr  goopd, o1a KATAAoIra 1ouv idlou 1ou Bedtpou,
XPNOIUOTIOIWVIAG TNV ApXaloAoyia we OXxnua Kal adorivovidg v va KAvel
QUTO MOV YVWwpPIZel KAAd: va armoKAAUTTIEL TOUG AVOPWITOUC Tiow arod v UAN.

EuOuung O£ou, Kupidkog Kapospdg
loUAlog 2025
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AYO XAMENA EPTA
TOY EYPINIAH
ANO TH PQMAIKH
OINAAENOEIA
THZ
AITYNTOY

H diAadeAdheia g AlyOntou BpioKetal otn BOPEIOAVATOAIKN ywvia
MG MEPIOXNC 10U DAYIOV, CTOV ONUEPIVO OLKIOUO 10U Gharabet el-Gerza. Av
Kal ol Bernard Grenfell, Arthur Hunt kal David Hogarth eviorioav m 6&on
MG MOANG NdN 10 1900, enionun avaokadon EEKivNoe EKEl MOAIG TOV XEIWVA
10U 1908-1909, Ao Ul YEPUAVIKI oudda He ermKedpaAnc toug Paul Viereck
Kal Friedrich Zucker. H MOAN €yive €upUTEPA YVWOTH PEOCA Ao TN UEAEN
TWV TIAMUPLIKWY KEIMEVWYV TIOU €0pEPE OT0 ChWC N AVACKADIKY) oKAravn,
KOBWC Kal Twv MOAAWY AAAWYV MOV TIPOEKULPAV ard MAPAVOUES AVAOKANEC
Kal TNV ayopd apXalotniwy — eival €riong rnyn mMoAUAPIBLIWY TIOPTPETWV
daylovp. Ewe nmpoodoara n diAadeAdpela eixe mapaueAnoei ano mn cuyxpovn
APXCAIOAOVIKN) €peuva, Worou BUO0 EEXWPIOTA €PELVNIIKA TPOoypAUUaTa
EeKivnoav TG €PYACiEC TOUCG. Ml YOAAIKA oupdda rou dpaoctnploroleital
OTOV OIKIOUO, €K UEPOUC ToU IFAQ, Kal 10 «Mpoypauua g NekporoAng g
Alyurttiakng diAadeAdpelac» mou dlgpeuva 10 vekpotadoegio. To Mpoypappa
MG NEKPOMOANG CAVACKATIEL €K VEOU TAAAIOIEPEC OUANUEVEC TACEC
KOBWC Kal adlatdpaxious 1agoouc, €vag arod Toug Ooroioug amnedwoe eva
EVIUTIWOIOKO €UPNICE €VaV TAMUPO UE EKIEVN AMOOTIACKATA artd 10 Xapeva
£pya Tou Eupiridn /v Kat MoAuidog.

H dIAadEAdoELa 1IDPUBNKE Katd TNV MToAguaikn repiodo (nep. 332-30
n.X.). MARpe 10 Ovoud ¢ aro 10 erieto Tou MoAeuaiov B' Kal NG adepdonc-
ouZUyou 10U, Apolvong B'. H MOAN oxedlAoTNKE oUUICOWVA IE TOV EAANVIKO
1010 VW Ol KATOIKOI TNC dlatnpovoav otevoug deCIOUC UE TN VEA IPWIEVOLCA
mg AAeEavdpelac. Katd mn Pwuaikn mepiodo, Karolkovoav ekei Pwuaiol
Berepdvol Kal v mepiodo g Terpapxiag (tEAog 3ou-40¢ al. u.X.) doaiveral




Owroypadoia: Basem Gehad
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17 OTlL UTTNPXE AOPOVPIO0. H EIKOVA TNG KABNUEPIVAC ZWNC Kal oTig BV mePIOodouC
QArTOTUTTUWVETAL KAACA UECO AMO APKETA KAl ONUAVTIKA apxeia eyypddowy, Ormwe
autd 10U Zrvwva, TIPAKToPA 10U BACIAIKOU LTToupPYoL ATTOAAWVIOU ToV 30 al.
X, Kal autd 1ou NEUECIOU, EVOC TOTIIKOU oOPOEIoTIPAKIOPA Tov 10 al. u.X.
AOYOTEXVIKOI TIAMMUPOL €ival OXENKA oraviol o dIAadeAdela — podvo 30
eival yvwotoi we onuepa — yeyovoc Mou ToViZel TN oNuacia Tou Kalvouplou
narvpouv 1ou EupImidn we Mmyn MANPEOCOOPIWY yId TNV TIOALTIOTIK Zwn g
€AANVOAIYUTTIIOKNC AUTAG TIOANC.

H avakaAuyn ToU VEOU ranuvpPou Tou Eupirtidon

0O veog MANUPOC 10U Evpiridn eival pia EEAIPETIKN TIPOCBNKN OTIC YWWOEIG
pag yia dVo oNEAVIIKOUCS LLB0oUC, KABWC Kal YIa TO CUVOAIKO €PYO0 TOU ToINTN.
AVOKAAUPEIC TETOIOU EYEBOUC NTAV CUXVEC KATA TIC AVACKAGREC MANUPWYV TOU
TEAOULG TOU 190U KAl TWV APXWYV 1oL 2000 al. — OMWC, YIa TIAPADEIYUA, AUTEG
1wV Grenfell kat Hunt otnv OELPPULYXO OV EEAKOAOUBOUV Va dNOCIEVOVIAL
omn oelpd The Oxyrhynchus Papyri. YHUEPQ, TEI0IA eupNUaTta gival oravia
aAAG, oe aviibeon MdE 10 MOAQIOTEPQA, TIPOEPXOVIAL Ard CUOTNLIATIKEQ
QVAOKAMPEC ME YWWOTEG TIC APXAIOAOVYIKEC TOUG CUVACDELEC.

O véog marnupocg tou Eupimidn BPEBNKE OT0 PWMAIKO TUAMA TG
VEKPOTOANG TNC DIAADEAEIAC, OTNV EMiXWOoN €VOC TAdoou Tou 30U dal. UX.
OMoL NIavV BApEVa T PouULoTIoINUEVA Agipava plac yuvaikae 40-45 etwv
Kal evoc maidlov, og pia KOyxn PYnAotepa. H erixwon mepleixe Kal aAAa
KOMMATIO MAnUpou, Kaveva aro 1a oroia, opwe, dev oxetidetal aueoa e 1oV
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Eupimidn. BpednKay, eniong, Bpavouata dIaKOCUNUEVOU KOVIAUATOG, aro
VEITOVIKO, UAAAOV, TAOIKO KINPLO TTIOU €0WZE KATW Artod 10 dAred0 10 MPOXEIPa
pouporoinueva  Asipava dV0 yuvalkwy. [..] Av N HEAAOVIKN €peuva
arodeiEel OT 10 DIAKOOUNUEVA TUNATA TOU KOVIAATOC TIPOEPXOVIAL ITPAYUATL
arod NV KATAoTPOdoN TOL VEITOVIKOU UALOWAEIOU, Ba UNMopEoEL va anavineei
10 EPWINMA AV O TIATTUPOC MPONABE aro 10 D10 HAUVCWAEIO.

XpovoAdynon, MEPIEXOMUEVO
KOl XPHon 1ou narnvpou tou Euptntidn

O ypPaAhIKOG XAPOKMPAG TOU MAMUPOUL UIMOPEL va xpovoAoynBei Bdaoel
OTIAIOTIKWV XOPOKINPIOTIKWY OToVv 30 al. X, AKPIBWG OMwCe GTov OUYXPOVO
KOO0 Ol TPOTIOl YPAdPrC Kal Ol YPAUATOOEIPES EPXOVIAL Kal MAPEPXOVIAL,
€101 Kal otNV MIoAEUAIKN Kal Pwudikn Aiyurtto ol 1porol ypadonc aAAaZav pe
0V XPOVO. OI HEAETNTIEC TWV APXAIWV EAANVIKWY TIATIUPIKWY BIBAIWY £€Xouv
ONuIovpPyNoEL, AOIMOV, HIa TUTTIOAOYIa TIOU ToToBETEl TOUC BIACDOPETIKOUC
TPOTIOUC YPAMONC OE OXETIKN) XPOVOAOYIKN og1pA. [...] Kalta Vo £pya tautiotnKav
pEoa Ao YPAUMES TOU MATUEOU TIOU AVIICTOIXOUV o arodobeyuaia g
AANVIKNG avBOAOVIKAG mMapddoonc Kal rmou arodidovial o1a CLUYKEKPIUEVA
dpduara 1ou Eupiridn. H mpwin otAn 10U KEILEVOU TEPIEXEL €Va ATIOOTIACUA
arnd mv /v, Ev mepirnou ota dUo Tpita NG otANG eudoaviZeral, oto KEVIPO, O
TiTAOG «10U MOAUIBOU», TTOL BNAWVEL TN HIETARACN Ao 10 €va £PYO OT0 AAAO. [...]

rat Karolog opwe emneAete autd ta OLo aroomndouara Kal 1a
10M0BEINOE Haldi oe €vav narupo ot dIAadEAdEla Tou 3ou al. X, MNwe
Xxpnoloromenkayv autd ta Keipeva; [..] MoAAoi miotevouv Ot Katd 1N
Pwudikn mepiodo dev Niav MAEOV ouvnNBeC va aveRaivouv OAOKANPEC Ol
KAQOIKER Tpaywdieg aAAd Ot NTav MEPICOOTEPO NG MODAC va TTapouaciaZovial
aroondacuara, cuxva Pe vea peloroinon. O Evupirtidong nrav, eriong, &vag
ayarmTog yia va 3I8ACKETAl OT0 OXO0AEI0 cuyypadpEas, KABWGS 1a ypartd 10U
eival yepdra pe anodoBeyuarg, Kal Bewpouviav 0 TPAYIKOG TIOU OXETIOTNKE
MEPIOOOTEPO UE TN PNIOPIKN. Epya ONMwce ol @oiVIOoEG, |UE TNV TIEPIEKTIKN
adpriynon 1wy BnBaikwyv HLBwvV yia 1ov O13irnoda Kal 1oV 0iKo 10U, NTaV IDAVIKA
yia 1 dIdaoKaAia g arayyeAiac Kal NG PNIOPIKNAG OE TIPOXWPNUEVOUR
paentec. Evy, akoun Kal paenteg mou pdalatvav va dlaBdalouv Kal va
ypddbouv eEaokouviav TAvw o€ YVWHUIKA 10U Eupimidon. O mndarupog Ba
UIMOPOUCE VA XPNOIUEVE WG EYXEIPIDIO YA MPOXWPNUEVOUG ABNTEC eVOG
VIOTTIIOU DAOKAAOU PNTOPIKNAG [...].

MOAAQ EPWIMATA OXETIKA E TN XEMNON KAl TOV OKOTO ToU MAnupou
nmapapévouy  avaravinia. Meparepw  €peuva  icwe  Katadpepel va 1a
arocadpnvioel. KABe Kalvouplo OToIXeio, WOoTtdoOo, yia autd 1a ordvia gpya
10V EupImidn eival pia moAuTiuNn MEooBnKn ot1o Medio NG apxaiag EAANVIKAG
ypauuareiag. H mapouasia t1oug ot VEKPOTIOAN TN DIAASEATOEIAC gival ia
eLXAPIOTN EKMANEN, TIOU KATADEIKVUEL TN AOYOTEXVIKN TaIdeia TWV KATOIKWV
Mg ‘0aong 1ou dayloULL.

Yvona Trnka-Amrhein, Basem Gehad, “Two lost plays of Euripides from
Roman Philadelphia”, Egyptian Archaeology, Issue 65, Autumn 2024, 0. 37-39, pcop.
EuBlung 6¢ou.
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A0 TOV Das6ovra, mou £ypaPe Kal GKNVoBENoce
o Eupimtidng via va aveRel ota B£arpa tng Anvac

X0POx

Na ! XapdaZel n avyn

KL OAQ T a0TEPIA T OUPAVOL
oBrvouve Eva-£va.

Kal va! H andova keAandd, ekei YnAd ota devipar
KAaiel 10 matdi g kat 8pnvei,

KAaiel, Bpnvei KaBe mpwi

Eava, Eava, Eava:

v, Ttu (YAUKE pou), Ttu (yie pou), T, ...

Na Ki 0l BooKoi LD’ ota Bouva padi Ye ta Komadia:
aKouyetal n chAoyepa, BeAAZouve T apvid,
EunvouV Kal 10 TIOUAGPLA- apyd Kal vuotayueva,
nave padi 5uo-9duo va doav’ xoptapla IPuAEPA.

Micavouv BOUAELA Ki Ol Kuvnyoi, Zwa TIoAAA va odhagouy,
€Vl OUO KUKVOL TTAEOUVE OTa NPEUA VEPC...

Kal kel Mo mepa — Byaivouve ol BAPKES 0T avolxia-
hbuod U agpakKl anaAa, xaidevel T mavia.

Ki o1 vautee pixvouv 1a Kouria Ki apxiZouv 10 1payoudl:
«ALPa, chuoa, Aupa, huoa, MAPE e,

MOV "XW yuvaika Kal raidi Kat MEPIUEVOUV».
DOUOKWVOULV Ta TIAVIA PEULAC, e chopa Iav’ ol MAWPEC.

Ma autd gival Eyvolec aAAWVWV.
Euac 10 KaBrkov

— U0 Kl 0 Epwrag, o0 MoBog —
pac 6eAouv €dW...
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EFKQMIO
TOY
OPAYZMATOX

Ol apxatoAoyol civat ocuvnBicpuevol va acxoAouvial JIapKWG
pe Bpavopara. Ta meplocotepa armod 1a VAIKA iXxvn Tou cuvavioLv eival
ornaopéva, dIaAuUEVA, BPAVOUEVA OE UIKPA Kouudtia. Eva apdgevo aiodbnua
peAayxoAiag avadueral, 0xl 1000 OTtoug idlIoUG TOUG apXaloAdyouc, 600 oE
KAroloug AAAOUG, GE MEAN TOU KOIVOU. «TL Kpiua», A&ve ouxvd, «OAa eival
ornaocpéva, 1a Kareotpeav OAd..». AUt AKOUEl Kaveic va A&yovial, OTlc
ETMIOKEYEIC OTIC AVAOKADPEC Kal OTC EEVAYNOEIG VIa 10 KOvo. AAAG Kal Ol
eldIKkoi dev eival arnpooBAnTol ar’ autd 10 TMAPAgeEvVo aiocbnua BAiYnce. Mia
BaBid ermbuuia va CUYKOAANBOUV 10 KOMMATIA, VO artoKatactadei n oAo1aq,
KUPIAPXEL OLXVA Kal Blapopdowvel TNV apxaloAoyIK doaviacia. OAOKANPEC
UTTOEIDIKOTNTIEG EXOULV WG AVIIKEIUEVO TOUC 10 OXOAQOTIKO Kal EMIMOVO £pY0 NG
OLUMARPWONG autoL Tou TalA. Ta MeEPIoOOTEPA A0 TA OTACKEVA KOUUATIA,
ouvnBwe, dev PBpiokovial MOoTE, KI €101 VEa UAIKA, ouyxpova urokardorara,
KaAoUvIalL va TIAPOoLV T BEon WV XAUEVWY TIOAQIWY  KOUUATIWY, va
EMAvVAdPEPOLV LA aioBnon oAdtac. Eva ayyeio ektiBetal 101 aKEPAIO OV
MPOBNKN €VOC UOVOEIOL, Evag vaog avayevwdrtal oe Jid Katdotaon mou dev
UM PEE MoTtE.

Y10 BIBAIO pou To €8voc Kail 1a gpeirma 1ou (EAANVIKNA €kdoon, 2012,
Exkdooelq 1ou ElkootoU Mpwiou) ovoudlw autd 10 doawvopevo NooraAyia
yia 10 OAov. MpOKeal yia €va doalvoUEVO TIOU XAPOAKINEIZEl OXl HOVo TNV
apxatoAoyia o10 MACIoI0 TNC VEWTEPIKOTNTACG, AAAAQ KOl OUVOAIKA 1O €BVIKO
doaviaclako, 10 eVPUTEPO, DNAADT, PUXIKO, KOIVWVIKO Kal TTIOAITIKO doalvOuEVO




OPAYIMATA: EYPINIAHZ

23

Mou mapnyaye, €€ apxng, mMv apxaloAoyia. Karolol icwg BeAnoouv va
EVIOTTICOULV TTIAPAAANAICHIOUC e TN doPOoUDIKN PuxavaAuon, Kat N xpron g
dladikaoiac avaoupong TwV APXAIOAOVYIKWY BpaLoUATWY WG METadoopdg
yla v YuxavaAutikn arorelpa avakAnong (re-collection) 1ou eautoU. Kat
KArolol AAAoL Ba BeACOLV va LMEVOUUICOUV OTl OXI UOVO N UAIKA VAN,
OAAG Kal n idla n dladikaoia g BuNONG Kal NG ANBNCG, Xxapakinpietal
ard BpauvopankoINIa, and KA areAsiwin, areAn Kal, cuxvd, pdrain diadi-
Kaoia avakAnong, ouvdeong Twv Bpauoudiwy, avadlidtagng Kai, ouxva,
enavedoevpeona.

Kt dpwg, 1eAeutaia, €UEIC Ol APXAIOAOYOl apxioaue va EKITUOUUE
10 Bpavopa. MaBaue MWG aut N aicbnon Mg arouciac Tou  yevvd
eival ONUIOVPEVYIKA Kal yoviun. Ot N arnwAela Tou CUVETNAYETAlL UMopei va
aviotaBulotel ano dnelpeg duvatdNted. Kal KataAdBaue O1, 0 OPICUEVER
MEPIMTIUWOEIC, KAl Ol AvBPWIIOl TOU TMIAPEABOVIOC TIOU UEAETAUE €Dvav agia
o010 Bpavoua. Ev rmaAaldtepa Bewpoloape Ol 10 OMACKEVA KOUATIA TIOU
Bpiokoupe eival anotEAeopa twxaiag Bpavonc 1 Rialwv enelcodiwy, TWwpa
OLVEIDNTOTIOIOUE OTI TOUAGIXIOTOV KATIOLO ArtO 10 OTIACIUATA TIOU EVIOTTIZOUUE
eival, oMV MEAYUATIKOTNTA, TO AMOTEAEOUA IOC €OKEUMEVNCG Bpavong
Mou eKAauBdavoviav we Kat BOelko. AvBpwriol 10U MAPEABOVIOG CuXVA
dlopydvwvav TEAETOUPYIKA DPWHIEVA, N KEVIPIKA TIPAEN TWV Ooroiwv niav
10 EMIEAECTIKO KAl EOKEUMEVO OTIACIUO QVIIKEIUEVWV KAl TEXVEQYWY — I
MPAEN TIOU TIAPNYAVE IOXUPEC VNUOVIKEC OUV-KIVACEIC, iXvn €vowuaing
UVAUNG TIOU apyotepa Ba avakaAolviav Kal 8a eravevepyoriolouviay, oe
BladhoPETIKOUG TOMOUCG Kal XPOvouc. Tt yivotav Opwe UE 1a idla 1a onaoueva
KOMMATIO; AV KAl OE OPICUEVEG MEPITILIOELG, IBIWC OE TAMIKER TEAETIEG, AUTN N
MEAEN TOL OTIACIMATOC — €VOCG ayyeiou 1 evog eI0WAIOU, yia MAPAdElya —
Ba onuarodotovoe N PNEN OTOV KOIVWVIKO 10TO TIOU doéPVeEl O BIOAOYIKOC
Bavarog evoc avepwrou, TIOAAEC AAAECG dhopec N TIPAEN autr) dev onualve
10 1€A0C, aAAG pAAAOV ula vea apxn. Ta Bpavopata 1ou ayyeiov 1 1ou
eldwAiou Ba Eekivovoav uia vea Zwn we Bpavouara. Oa edpepav UaZi toug
N MVAUN TOU AKEPAIOU AVIKEIUEVOU, AAAd, Kupiwe, Ba &dhepav T UVALN
mg idlag e MPAgNC 10U OTAGIUATOC, TOU EMITEAECTIKOU CUMBAVIOC, Kal TNC
OUAAOVIKOTNTAG TWV AVEPWITWYV KAl TWV AVIIKEIUEVWYV TTOU CUULIETEIXAV OTNV
1EAETOLPYIA TOU ormacipatog. Ot apXaloAoyol AOUV CUXVA yid AUTd WG UIda
dladikaoia dNUIoLEYIOC KOIVWVIKWY JEOUWY OIAUECOU TWV BPAUCLIATUWV:
av 1a Bpavopara autd polpaldoviav oTouc avBpWIToug MOV CUMUETEIXAV OT0
OLMBAV TOU TEAETOVLPYIKOU OTACIUATOC, Ba Toug cuvedeay, Ba EdoEPAV OT0
UEAAOV TNV AicBNoN NG GUAAOYIKOTNTAG Ba BUIZAV AUTO TO TIOAUCUAAEKTIKO
OAOV 10 CPUAYUEVO AMO AvOPWIIOUG Kal mpdayuarta. AAAG urdpxel €dw yia
pag n duvardmia va chaviaotoUHE Kal va €EEPEVVIOOVUE TIEPIOOOTENA: 1A
NnBeANUEVA BPAVCEVA AVIIKEIEVA UMOPEL va EKAPPAZOUV Kal TNV aicnon
10U EMUEPIOUOL, TV 1B€Q OTl N €vvold NG MPooWIIKOMNIAC dev edpadetal
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QAVOYKAOCTIKA OT0 TANPEC Kal TEPIXAPAKWUEVO Ov. OT 10 JIaXWPICUEVO
ATOlO, T0 ATOO O€ Bpavouard, 10 dIAUEPICUEVO ATOUO, Ba propovoav va
eival dl1adpopETIKoi TPOMOoL va doAvVIaoTOUUE TNV AvBpWITIvn KAtdotaon, oto
napeAB0OV Kal o10 TIAPOV.

3’ AUTO TO CTOXAOTIKO KAl XAPOOUVO BEATPIKO €PYO, TO Bpavoua EXEl
NV TUNTIKY TOU, Ol AETIOUEPEIEC TOU OKlaypadooLvial Kal ol duvaATOTNTEC TOU
dlepeuvuivial N Kal dotdvouv ota Opld Touc. Kabwe Blwvouue m dladikacia
NG AVACKAING WG M EVOWMATN ETMITEAECN, WG MO OWUATOMOINUEVN
Xxopoypadoia avepwrnwy, €PYAAEiWY, YEWAOVYIKWY XOPAKINPIOTIKWY  Kal
TEAETOUPVYIKWV TTPWIOKOAAWY, KAAOULIOOTE VO OKECPTOUUE KAl va BILWOOULUE
10 Bpalopa 6NV UVAIKN-TEXVOUPVIKN, YA -AOYOTEXVIKI KOl AKOUGTIKN TOU
urnootaon. Ta XAMEVA KOMUATIA, TA KEVA, Ol CIWTEC, O° AUTOV TOV BPAUCUATIKO
KOOMO, OE OTYUEG UEVOULV MUETEWPA, KAAWNVIOC MAC va otaBouue Kal va
OUAAoyIoTOUE. KI AAAOTE CUMMANPEWVOVIAL UE COAVIAOTIKES, ONUIOUPVYIKECG
loTopieg, mBava oevapla Kal LrMoBEoeEI — OXl AlYOTEPO TIPAYMUATIKEG Arto
10 yeyovota TIou eviortiZovial aro T0uG apxaloAoyouc. Ol eriteAeocelg dev
eival goevyaAéa cupBavia, Mapodikeg dPACEIC TIOU XAvovidal, OTIWG, CUXVA,
MIOTEVOVUE. AJOMIVOUV TTIOW TA iXVN TOUG, OTOV UAIKO KOOUO 1 O10 oWwua,
UALIKEG MVARIEG €vOC GAAAOU €idoug, Bpaucpeva ixvn yia va oUAAEXBoULv,
va AVOKANBoULV Xpovia, AlVEC, XIAIETEG UETA. € UIA TETOlA AVAKANON UAG
MPOOKAAEL Kl aUTO 10 €PYO, MIA AVAKANON TIOU ciyoupa Ba dNUIOVPYNOEL
pEOQ ota CWHATA pag 1a dIKA NG aloBNINPIAKA-UVNUOVIKA Bpavopata —
Bpavouara rmov Ba doEpoupEe Ta pali pag, oe AAAOUG TOMOUG Kal XPOVouG,
LIETA 10 TEAOC TNC Mapdotaonc.

riavvng XapunAdakneg
Kaenynmg ApxaloAoyiag omv Edpa Joukowsky Family kat kaBnyning NeoeAANVIKWY
Inoudwv oto Maveriomuio Brown

To Keiuevo ypdaginKe EI0IKA yia 10 Mpoypauua me napovaac napdaraonc (Ligp. Fvdounc 6sou).
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Ao 1T0V NMOAUISO, TNV MapAactacn Mou avepace
o Eupmidng ora 6arpa tng AGRvaAc Kal raiZotav
AKOMN, 800 XPOovia UETA, OTIG OKNVEG TNG AlyUrTou

NAZIOAH

Agv gival LOvo oTIC XapEg, MoAuIde — ota chayornornia Kal ota YAEvia —
MOV Ol AvBpwrol wdpeAouvial aro 1a xeruar:

KOl 0TNV KAKT) OTIYUI) T0 XPNUa UMopEi va og BYAAEL arT’ TIC OUUCDOPEC.

MOAYIAOX
BaoiAlood pouv, 6EEOL TN Hoipa 6oL Kal 0Taoou 010 UYPOC GoU,
UNV KAVEL 1 TUXN 00U AOTEPA Kal 0" AdPNOEL YIa KAl KAAT).

MINQAX

Kavévag Kovoc avepwroc, MoAulde, dev UMopei va anodouyel

10 AVAYKAIO KAKO. TwPa U BULIWOELC e auTd TIOU Ba Tw.

‘Onwcg 10 deAdpivi deomolel otNg BAAaooac T avolxd,

OMWG 0 AETOC — WE TN BUVALT) TOU — KUPIAPXEI TAvw 0° OAQ T TITNvA,
€101 K1 0 Aiag otov oupavo Kal ol BactAladeg ot yn

KOTEXOULV TNV anOAUTN €Eouaia. Q¢ avBpWIOg KOIVOC Ki €0V,

Ba MPEMEL va KAVEIC auTa Mou 00U Aeéve — Bec O BeC.

MOAYIAOX

Kan uriepdevelc paAAov — eyw eiparl avepwrocg eAevBepoC.
[Kkevo]

Eival eEwdpevIKAa autd Mou AEC Kal KAVELS,

Mou Bec KAt MOU dev UMAPXEL mia va urnapgel maAl

— Eenepvdc KABE 0PLO Kal gTaiel o XPrua oou yia auto.
[Kevo]

‘AKOU: 0TIONTIOTE yewd N douon YE Aaxtapa ar’ m yn
MPEMEL va ZNoel Kal va Tiedavel. Ta navia

chutPWVOULV KI aVBIZouV Kal JETA papaivovial

JUE TO MEPAOLIA TOU XPOVOU — OTaV MPEMEL, OTOV Kalpo TOUC.
Ta viara 6ivouv Tn BEoN T0UC OTa ynpPaAteld.

MIKPOI, peyaAol, OAOL Hag — [Ia Zwn v EXOUUE.

Kaveic de Ze1 duo hopéa.
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ZNMNAPAITMATA
APXAIOY APAMATOZX:
ENAZ TONIMOZ
AIAAOIoz ME THN
ANOYZIA

Av KAl TEXVN TOU MAPOVIOG, 10 BEATPO EXEL TN MOVADIKN IKAVOTNIA Va
OUVOMIAEL OUCIACTIKA UE TNV aroucia — va Mg divel oxNua Kal puuo.
Ta Bpavouara 1oL apPxXaiou dPAMATOG Vivovial oto BEarPo ZwWVIava UAIKA
onuiovpyiag, mou AAAote aroteAolv N Bdon via mMv avacluveeon Tou
XAUEVOUL €PYOU, AAAOTE YEVVOUV €va VEO €PYO TIOU BIOAEYETAL UE TNV apxaia
BeuATKn Kal 10 cLYXPEOVO NBOCG Kal AAAOTE N idla N olwrm), N EAAEIYN Kal
10 KEVO LIETATPETIOVIAN O €PYAAEiIa EKdppaonc G cLYXPOVNC EUMELPIAC:
T0U KATAKEPMUATIOUEVOL €AUTOU, TNG ACUVEXEIAC TNG MVAUNG, TNC aBeRaing
TAUTOTNTAC. Y€ AUTEC TIC TIEPIMIWOELC, T0 BpALOUA DV oNUaAivel arnwAEeLd, aAAd
reavomta. rivetal doopEac VoONATog, Uia popdor Zwviavn rouv, péoa aro m
Beatplkn MPAEN, Eavapxidel va avarnveel. £ cuVAVINoT TOU UE T0 «Bpauoiia»,
pEoQ arod A mopeia mou polddel he 1eAEToupyia PvnuNg, 10 BEatpo dev
avarnaplotd 10 0edOUEVO, AAAG ATTOKABIOTA TO AVEITWTO.

AvaZntviag 1a ixvn evog euplIeEPOU Kal JIaPKWG eEEAICCOUEVOU
ONMUIOVLPYIKOV TIEdIOL, ACG CTABOUE OE LA CTIYUN METARAONC Artd TNV KAAOIKN
avapiwon ot oIA0COOIKT) Kal TIOINTIKN avacUVvBeon Tou apxaiou pUBou anod
1oV Kaite, 0 Oroiog, o1g apxe 1oL 190uL alwva, aglorolei Bpavopata ano m
XAUEVN 1paywdia @asBwv 1oL Euplridn yia va cuveEcel €va dIKO TOU €pYO,
€VaV TIOINTIKO CTOXAOUO O€ NNUATA TAUTOTNTAG, YVWONG Kal AvepWwItivuwv
opiwv. H aroornacpatKkomta otov [Kaite JPEIaTpENeIal oe PIAOCORIKO
ePYaAEio, Kal o @agbwyv yivetal aAAnyopia g LBPEWC Kal TNC AMOKOTTC TOU
QAVBPWITOU artd TV KOOUIKA TAEN.
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SNV EAANVIK  MPAYMATIKOINTO, O ouyypadoeag Anunmenc
AnuNnmpladne enavepxetal oov idlo puBo Tov 210 alwva yia va 1oV
dlootaupwWoEl e ToV CAIEMPIKO ALIAET KAl va ouLVBEoel [a LBPISIKNA,
OKOTEIVN TpayWwdia. AKOAOUBWVIAG Ta iXvN TOU apXaiou UB0U N BIOKEIUEVIKN
MPOCEYYION ToUu AnunNIpladn, o€ oknvoBecia tou Anunipn KapaviZd, oto
Oearpo e 000UV KuKAAdwv — Asuiepng Boyiatdng (2015), petaypdadoel
0V MUBOo 1oL veapoL dagBovia Tou 0dnyei 10 Apua oL marepa Tou, HALoU,
O€ ula aAAnyopia yia v natpikn Bia, o€ €va OIKoyeveEIaKO dpdua dwuatiou
yla n didAvon NG tavtomntac. Mia reviastia apyotepa, 10 2020, o @asbwv
10U AHMEGE Kpnmg, oe dpauatoupyIkn eneEepyacia Kal oknvoeaoia g
Edong ©£0dWpou, MEPIEXEL TA arooraouara 1ou Evupimidn (oe petadopaon
0V MWEYOL TAUMATAKAKN [EKD. 1996]) Kal TN HUBIKA adoriynon 1ou OBidlou
(o€ petadppaon 1ou Be0dwPoU MarayyeAn) oe Eva OKNVIKO adoriynua yia v
0UBPEN, TNV €mBuuia Kal TV rwon. Ol TPEIC EPUINVEUTES TNC MAPACTAoNC, UE
T0UG ZWVTavoUg PUBIOUG TWV KPOUOTWY, Armodidouv T doAeyopuevn dladpoun
T0U VEQPOUL NPWA WC UMAPEIAKN MEPIMAAVNON Ota OPIa TOU PWITOG Kal TOU
adoaviopov.

H mapdotaon Wuxooraocia tou nUpou EvayyeAdiou, o oluveeon
1ou Taoou Pouoocou, Ba €ival N Mpwin omnv EAAGda mou Ba aglormoinoel
QArOOTIACATA A0 XAMEVEC TPAYWDIeC TOU AICXUAOU, OX! YIa VO AVArAPAcTCEL
€vVa XAMEVO apXaio €pyo, aAAd yia va 10 PEIATPEPEL OE OTOXAOUO Yia TV
avepwriivn aduvauia arevavil oo avarnogoeUKIo. Me eriKevipo T BgiknN
«Zuyapla» TV PuXWV 1oV AXIAAEQ Kal TOL MEuvova N rapdactaon Ba Buuioel
010 KOIVO NG Emdavpou 1ou 1979 Ot aKOua Kal Ol HPWEG €ival TIPOOPICEVOL
Va VIKNBoULV anod 1ov Xpovo, TN Joipa Kal tov 8davaro.

‘Onwg Karola €pya owZovial arooracuatiKd, €101 KAl N ouyxpovn
eurielpia eival Bpavoparkr, dlaueAlopévn. XNy napdotaon The Trackers
of Oxyrhynchus, BAcIOUEVN OT0 CATUPIKO dPAUA IXVEUIEC TOU ZOCOOKAN,
Mou Tapovaoiadel 10 1988 otoug AsAdooug o Tony Harrison, yedbupuivovial
XPOVIKA XAouata KaBwe 0 cUYXPoVog dNUIoLPEYOC eNeEepydletal Tautdxpova
OV apxaio puBo, TNV 1oTopia NG €VPEONG TOU KEIUEVOU Kal T oUyxpovn
KOIVWVIKT TIPAYUATIKOTNTA. ZEKIVUWVIAG A0 TNV AvaKAALYN Twv narnvpwy Mg
OEUPPUYXOU — 10 OUYKEKPIUEVO XEIPOYPATDO AVAKAALPAV Ol TTAMTUPOAOYOL
Bernard Grenfell kat Arthur Hunt omv OEUpuyxo 10 1907 —, 0 Harrison
XPNOIUOTIOLIEL TN BPAUVCUATIKA OoPdIN) VIa VA GXOAIAOEL TNV ArocLVBECON TWV
peyaAwv adonynoewv. MoAU vwpitepa anod 1ov Harrison, ol Ixveureg eixav
napouclactei oe popdon) orepac: 10 1913, 6N YEPUAVIKN UETAdoPaoNn ToU
Carl Robert pe palnieg tou naverniomuiov 1ou Halle oo Goethe Theatre
o1o Lauchstadt, kal 10 1925, omnv Opera 1oV MNapicloL om PETAdPAon ToU
Théodore Reinach, ue titAo H yevvnon mg Auvpag.

AvayvuwpiZoviag otov dpUVIXO TOV MPWTO dPAIATOUPYO MOV cuvEDEDE
10 BEATPO e TN CUAAOVYIKN VAN Kal T0 TIOAIKO 1palpa, o Tony Harrison
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A0 TNV AVOpOoLIESA, TIOU MPWIoAvERBACE O 68XPOVOC
Eupintidng ota Oarpa tng AGNvaAc Kal rmaiZotav axKoun,
132 xpovia MEIA, OTIG OKNVEG TNG OPAKNG

ANAPOMEAA (MAZI ME THN HXQ)

Koita 1ov oupavo, mooa aotpa...

Q vOXTa anepav...

oav apuoooc anmAwveoal Iavw art’ 10 KEAAAL LIoU...
YKOTAO! ATEAEIWTO OKEMALZEL TO MAVIA,

QTEAEIWTO OKOTADL...

rati eyw, n Avdpopeda, yiati eyw...

ylari eyw va urnopiEvw TETola Bacava...

Aepévn €dW ota Bpaxla, TEPIUEVOVIAC ToV BAvaTto va U’ EBpPEL...
Me nétagav edW, 1podon yia 10 BaAdacolo TEpac... AX dopikn!

Epéva rola oetpriva YAUKOAQAN dirAa o1o KUpa B8a e KAAUEL;
Tl va POV KAvouv Kal 1a daKpua...
YTAAEC KEVEC, IOKOTMEG...

Ac €nedote Eva aoTeE,
nUPIVO 0aV TNV ACTPATT
aro 1oV HavuPo oupavo,
Kal va Ye Kapel Zwvravn.

Aev aviexw aAAo

TET010 aywvia, TET010 MEPIUEVE.
Ecbdoov dev mpokeltal rote Eava
Vo OW 10 dOwC TOU NAIOU T0 YAUKO,
ag urw otov Adn wpal Movn...

MEPZEAX

WnAd 010V 0UPAVO METW,

eyw, o Mepoeag, Ye 1a dorepwId oavddaAla Lov
avapeoa ot’ aotepla,

navw ano BAAacoEC aoTpadIEPEC, theyyapodwrec,
MAVW aro XWPEC OKOTEIVEC KI AYVWOTEG...

TL10MOC va ‘val autoc; Kal Kel, Tt akpwmpL;

TiL Bpaxocg eival autog, ot BaAaocoa XUUEVOC,
UOVOKeUa art’ Toug aApupouc adpouc;
Mepa Aagepévn e ) popdor) Yiag KomeAag
— AyaApa repitexvo, xapd Beou...
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Ax KoreAld...

Kpepaopévn onwge gioal €101 EKEl

o€ Aunatat n Puxr Hou...

[mavon]

A€ oL IAAC;

[mavon]

H ol gival gotwxr Urpoota otg AEEEIC.

XOPOX
Epwra, Tupavve Bewv Ki avBpuwrwv!

Av gival va pac deixvele

TIC OLIOPCDIEC TOU KOOLIOU,

BAAE 10 XEPL OOUL KI E0U

Va €UTUXIO0ULIE!

AdooU €00 — eoU! — pOC €0TNOEC
€10UTN TV MAEKTAVN.

Epwra, Tupavve BeWwv Ki avBpwnuwy!




OPAYIMATA: EYPINIAHZ

32

eMAvVEPXETal 10 1995, pe Bpavicuara aro £pya 10U DPULVIXOU, yid va avadeigel
G avaAoyieg METAEL apxaiwyv Kal cUYXPOVWV YEVOKIOVIWV. TO €pyOo Tou The
Labourers of Herakles, &va 0EL OXOALO yla 1oV TTIOAEO o Boovia, arodouei
oLveIdNTA T HMUBOAOYIKN AEltoupyia ToL NPEWA HPAKAR, MAPOUGIAZOVIAG TOV
WG OLUPBOAO KATAOTPOCPNC Kal Biac. To OKNVIKO TOL £PYOU, TIOU MAPOUCIACTNKE
otoug AeAcpboug, eival Eva MPAYLIATIKO EPYOTAEIO UE EVVED UIMETOVIEPEC KAl €Val
OIAO TIOU oEPEL TO AoyOoTturio NG «Heracles General Cement Corporation».
0O XopO¢ anoteAeital anod epyatec PME Kitpiva Kpdvn rmou rayidevovial o1o
UYPO UMETOV, eV ard 1A OAKIA TOU TOIUEVIOU PEEL KATOKOKKIVO diua. O
Harrison avacuveeErel tTouc HUBOULC Kal Toug eEetddel KPIKA HEoa OT1o
MAQIOIO TV CUYXPOVWV TIOAEUWY, Kal dev dlotalel va petatpePel Tov HPaKAN
0€ QPXETUTTIIKA dolyoLpa NG Biag KAl TOU KATAOKEUACUEVOU Npwicuou. (O
XAPOAKINPAC T0U HPOKAR eV MPOEPXETAL Ao Ta £pya 10U DPULVIXOU).

Mia dletia apyotepa, tov ArmpiAlo 1ou 1997, o David Wiles, omv
MEIPAATIKI OKNVIKN TIPOCEYYION NG XAMEVNS YYIMTUANG 1ou Eupimnidn oto
Studio Theatre 1ou Royal Holloway, 6a petarpeel TNV ArTOCTIACUATIKOTNTA OE
UEBODO dlgpevvnonc. To id1o enelcodlo NapoucIAZetal o TPEIC SIATDOPETIKER
OKNVOBETIKEG «AVAYVWOEIG», KAAWVIOC T0 KOIVO VA OUMMETIAOXEL Kal va
EMAEEEL TNV €KDOXN TIOUL TIPOTIUA. ET0L, 10 KeiUevo yivetal Evag duvaulkog
10TI0C OKNVIKNG ernegepyaoiac Kat n EAAePn, avii yia eurtddio, Kivnipo. Ta
KEVA evepyortolovuoayv  doaviacia Kal avolyav dIaAoyo avAueoa o1ov apxaio
AOYO Kal TN cLYXEOVN OKNVIKA YAWOoOoQ.

v avacuveeon NG YYImuAng Ba mpoxwpenoel o Tdoog Pouocog
JECA ard MIa OTOXAOTIKN Kal dOIAOAOYIKA €LaioONTN TIPOCEYYIoN. TN XAuEVN
paywdia 1ou Eupinidn, and mv oroia cwlovial MEPITOoU TETPAKOCIOL OTiXOl,
QPKETOI, WOoTOOO, WOTE VO OXNUATIOTEL N OKNVIKN T0U MOPEIQ, OKNVOBETNOE 010
B¢arpo e Emdavpou o Inupoc EvayyeAdiog 10 2002, divoviag {wr) og Eva
arto 1A TIO CNUAVIIKA KAl EKTEVWC OUWZOUEVA ATOOTIACHATIKA £QYa TNG apxaiag
eAANVIKNG dpaparoupyiac. H mapdotaon nmapousiace 10 VAIKO we Zwviavo
dPAMATIKO OWHA, XWPIGC OKNVIKOUG EVIUMWOIACMOUG, UE TIPOTEQAIOTNTA OTN
O0ouN Kal Tov PUBLIO. H eAAETIKOTNTA eV AEITOUPYNOE WC OPLo, AAAA wWC
duvaromta.

Ye a AAAN Xauevn «dowvr», o olwrn Mg dlAounAacg, 6a
eotdoel n Timberlake Wertenbaker. 10 The Love of the Nightingale (ouyy.
1988) petadpepel 1oV LUBO oL TnNPEEa arod 10 XAUEVO OUWVUUO dPAua TOU
YOCPOKAN, GTN PEUIVIOTIKN OITIKN ToL LoTtePoUL 200U alwva, eyKiBwrtiZoviac
1o oKNvA arod 1oV eupIrtidelo IMToAuTo, Wote va mapaAAnAlctolv n daidpa
pe tov Tnpéa kal o ImmoAutog pe ) GIAOUNAQ, KABWC Kal Jla OKNvNA
KOUKAOBEeATpOU pE T DIAounAa. Ot eAAxIOTOL OTiX0l, Tou dlacwenkKav arnod
10 (0XeOOV) OAOKANPWIIKA XAUEVO €PYO Thpeag, enaveyypadoovial oe eva
BIadPOPETIKO DPAMATOUPYIKO MAQICIO yIa va ArtoKAAUPoULV TV EUCOUAN Bia
10TE KAl TWPA, YEoA aro €va oEL TIOAITIKO OXOAL0. Mia deKagtia apyotepa, 10
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1998, n MeAiva Xapdn Ba aveBdoel 10 €pyo otnv ABr\va, oto B€atpo IAiola, pe
10V iAo H ayann ¢ andovag.

Tov LUB0 0L TNPEQ, OXI WC adorynua rmou xpelaZetal avanapdaotaon,
AAAG WC MoINTIKN VAN, mMpooeyyiZel n napdotaon The Three Birds ing Joanna
Laurens, 1iou riapouctdoKe 10 2000 oto Gate Theatre 1ou Aovdivou. H
npotaon g Laurens eival pia oxedov UOUCIKN €KDOXI TOU MUBOU, E ToV
AOYO va artoKtd AUPLKN TIUKVOTNIA. Ol XapaKmMpPeg dev WAOUV anmAwg —
MAaAAovIal, GEPOLV TNV EVIAON TOU TPAVUATOC, TN METAUOPCOWON, TN CIWI. X€
AUTA TV MPOOCEYYION, N AMOOTIACKIATIKOTNTA TOU APXAiou €PYOU TOU ZOGOOKAN
OeV aVIIMETWITIZETAl WC EAAEIYPN, TIOL MPETIEL VA KAAUOOE(, AAAC WG aloBNTIKN
erAoyn.

To 2003, oto Tent Theatre, o0 Ruhrfestspiele 1ou Recklinghausen,
Ba PIAOEEVNBOUV A YEPUAVIKN KAl A EAANVIKY €KOOXEC MAPAOCTACEWV
Baociopéveg og BpALCHATA TPAYWSIWV apXaiwV TpAyIKWV. MNa tov Hansglnther
Heyme, mou mnapouociace mv mapdotacn Scherben (Bpavouara), 1a
Bpavouara €ival TIVPNVEG MUBIKNC Kal I0TOPIKNC aAnBelac. Baolouévog oe
aroorndacuara aro paywdieg 1ou Eupiridn, 10 apxaio VAIKO petadoEpETal og
arpoopeva MePIBAAAOVIA, ONMWC O €va YOAAIKO KADPE TOU MECOTIOAELIOU,
tovidoviag |’ autov ToV TPOMO TNV ATTOKOTIN TWV KEIMEVWYV artd 10 ApXIKO TouC
MAQICIO Kal BETOVIAC EQWIAMATA YIC TNV AMWAELQ Kal TOV EMAVATTPOCdIOPICHO
T0U MAPEABOVIOG. 10 D10 dheoTiBAA apovotddovial Katl ol Eriyovol aro 1oV
OeddwPo TePZOMOUAO, UIA OKNVIKA clLVBeoN PBACIOUEVN OE Aroordouara
aro xapeva epya 1ou AloxUAoL. H mapdotacn ouvOIaAEYETAL UE TO TIAYKOOUIO
TTOAITIKO KAiA HETA TOV MOAELIO OT0 IPAK, MAAEL YIA T0 TPAUA, TOV MTOAELIO Kal
MV anwAEela. XwPic va erixelpei v avaclLveeon, €oTAZel OT0 KEVO KAl TV
aouvexela, avadelkvioviag 10 CUAAOYIKO MEVOOC.

Mg Aiyoug HOVO otixouc arod xapeva €pya tou AloXUAOU, Kal T
dhpdaon mou anodidetal 6N Xauevn AxiAAnida, «tol MNAéwg aig», o HAlag
MaAavdpng erixelpei v avacLOTAoN 10U €PYOU TIOU oKNVoBEToE 0 Nikog
XAPAAGUIOUG Kal MAPOUVCIACTNKE otnV Emidaupo 10 2004 ard 1ov OeAtplko
Opyaviopod Korpou. Onwc eronuave o idlog o0 cuyypadpeac, MpoKelal yia
IO «TIEIPAMATIKY DIEPELVNTIKY TIPOTACN», TIOU avoiyel Eva dIAAoyo avapueoa
oV apxaia doopua Kal 10 oLUYXPEOVo B€ATPOo, AvAUESa oV LPRPEN Kal TNV
avepwriivn avaykn va Bpel vonua oto dyvwoto. Tnv idla xpovid, eriong,
enuxelpeital ano tov Colin Teevan n arnokardotaon Kat N rmapdotacn aro mv
Academy at Live Theatre 10U xau&vou dpAuarog 1ov Euptridn AAKUEWY ev
KopivBw, DeLTEPOL PEPOUC NG TPIAOYIAG Lali UE TIQ BAKXEC Kal TV Igbiyevela
ev AUAIBI, e 10v TiTAO Cock of the North.

To Fragment g opdadag «Nature Theater of Oklahoma», oL
rnapouoldoinke 10 2006 oto Classic Stage Company ¢ Neag YOpKNg, Ue
aroorndaopata arnd €pya 10V YOGOKAN Kal 1ou Eupirtidn, dev emixelpei v
arokardotacn aAAd dlaxelpidetal my idla M dUVAUIKA ToU eAAgiupuarog. H
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MapPAcTaon, MEIPAMATIKN KAl ArooTIacUATIKY, cLUVOUAZEL OTOIXEIO TNG apxaiag
GPOPUAG UE OUYXPOVECG OKNVIKEC TIPAKTIKEG.

To 2009, ot0 MIkpO B&arpo e Emdavpou, o BaciAnc NIKoAdidNg
napouoctadel N ONUIOUPYIKN ouvBeon Eupmidou Sniapdyuara n AnAd
yaénuara piac ayvworng puBoAoyiag, mou ouvduddel anooraopam arno
XaUEva €pya 1ou Eupimidn. Kal ¢’ autv mv napdotacn dev EMXEIPNONKE
avaoLVBEON TWV XAUEVWY €YWYV TOU TPAYIKOU MoINTr), AAAd LA TEAETOUVPYIKN
OKNVIKA avayvwon. Ot neorooi diaBadav ta aroordouaia we goopeic
UVALUING Kal pUBIOL pE Zwviavh MOUGCIKR Kal Aty oknvoypadia.

™ xapevn tpaywdia 1ou AloxUAou KaBelpor (N KaBeipiol), €va
arod 10 TIO MUOTNEIWDN Kal eAAXIOTA TEKUNPIWMUEVA €pya TOu, aveAaBe
va «adonynBei» 10 2017 n opdda «Punchdrunk» oe uia ToAUL 1Dlaitepn
napdotaon. AVo Beareg KABe dhopd diEoxZav dpououe tou Aovdivou oe
pa diladpoun N oroia dlapKoUoE 4-6 WEEC ME NXNIKNA Egvaynon HEoW
OKOUOTIKWY. MECW TwWV 0dnNylWV TIOU EMAIPVAV, CUUUETEIXAV O €va KLVAYIL
BNoaLPOUL, Kal OT0 TEAOG KATEANYAV OE &€va XWPOo «uunong». AlaoxiZoviag
TOV QAOTIKO XWPEO 10U AoVDivVou, AKOAOUBWVIAG Ta iXVN €VOC KEIEVOU TIOU dev
UTTAPXEL TIIA, Ol BEATEC HIETEIXAV OE MIA UUOTNPIAKD TIOPEIa Kal Biwvav eva
TIPOCWITIKO TEAETOUPYIKO PETARAONG.

Hrmapdotaon Konreg 1o 2017 1NC opddac «Atparodc», mou BAcionKe ota
owZopeva armoordouara 1ou Eupiridn, MapoucIAoNKE WG [Ia TEAETOVPYIKN
olvBeon Adyou, Kivnong Kal NXou. To €PY0 UETAUOPCOUWONKE OE COKNVIKN
eUMeLpia pvNUNG, aglorolwviag odopayidoAIBouC Kal EIKOVOYPAIKECS TNYVEQ
NG MIVWIKAG TEPIODOU, HE TNV adoriynon va eEeAicoeTal O€ MOINTIKO, UUNTIKO
népaopa. Xopog, dowvn Kal olwrr Asitolpynoav oav eviaio cwua. Eva
ornapayua yiveral Eava xwpog enaconc KUe 10 AyvuoTo.

To id10 €pyo nmapouctalel 10 2020, ev PEOW TIAVONUIAC, O AUEPIKAVOC
dpauarovpyog Edward Falco, wg nXNIKN rapdotaon oe 1pia pepn. Meoa ano
M chwvn, TN LOUCIKN Kal To NXNTIKO TePIBAAAOY, 10 The Cretans eEepelvnoe
TOV MUBO0 XWwpIg elkova. Eva apxaio orndapayua €yive cUyXxPovo NXNTKO redio
— MIA EUMELIPIa AKOUOTIKAC ador)ynong Kal LUOTIKAC ernacdonc.

EurveuopEVOG aro 1oV VB0 Tou XPUGOITTIToU, TOU XAMEVOU €PYOU TOU
Eupimidn ano 10 oroio owdovial EAAXIOTOL OTiXol, 0 ANUNTENG ANUNTPIAdNG
VPAPEL TO OUWVULIO €PYO TOU, WC A JOIAOCOMRIKN AVATOLIa TOU TPAYIKOU,
yla TOV KAONAWTIKA OpoPddo VIO Tou MEAOTA, TOV Oroio EPWIEUTNKE Kal
armyaye 0 3AoKAAOC 10U, AdIoC. «O XpUOoIrog», ONwc AEEL 0 CLYYPATPEAC,
«Eival N OKNVIKNA €yKATAoTaon HIOC UOoIPAias cuvavinong yia TNV avepwrivn
OULVONKN: NG CLVAVINONG ME TO ArOAUTO KAAAOG». To €pyo (ouyy. 2008) Kal
N NMapactaocn o€ oKkNVoBeaoia Bdavou Xauapd (PeotBAA ABNVWV-Emdavpou,
2019) eKBeToLV T0 AMOAUTO KAAAOC WC €IKOVA PeLdoUG, €MIXEIPOLV UIa
BUBION 010 TPAYIKO, XWPIC MAPNYOPNTIKESG AdONYNOEIC 1) VONUATIKEG AYKUPEG,
Kal JIapOPdOUWIVOUV EVa CKNVIKO TOTO Orou 10 APPENTO ArtoKId mapoucia,
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A0 A rmapaoctacn* Imou aveBace o 58xpovoc
Eupirtidng ora 6€arpa tng Anvacg

BOZKOX

Twpa eyw ypauuara dev EEpw

OAAG B0 00C T TIW Ta oXNUara Orwe 1a BAENW, UE T OE1Pd,
Kl 0001 aro €00¢ EEPETE ypaupara 6a KataAdpete. Eviagel;
AOIMOV: MPWIA-TIPWTIA EXOUUE Evav KUKAO

0av Xapaypevo e dlapnm, KoUWEVO ota U0, opIZovIia.
Meta BAETW BLO YPAUUES 0pBlec BaAugvec dimAa-dinAa
UE Hia AAAN EKel avapeod Toug, 0pIZOVIIA Ki AU,

MOV TIC XWPIZEL Ua KAl TIC EVWVEL

Tpito o og1pa... Ti va oag w...

Tav 1pixa Katoapr); Tav actparnn; ZiyK-Zayk!

To TETAPTO LIETA EXEL IO YPAUUN 0pBIa, oAdIoLa,

Kal 0ekla pelg AAAEC KOAANUEVEC.

To TMEUMTOo TWPA... AUOKOAO va 10 TIEPIYPAYEL KAVEIC.
daviaoteite dLO YPAULIES OV EEKIVAVE amod YnAd xwpla,
nave AoEA MPOC Ta KATW, GLVAVIIOUVIAL KATOU OTN LIEDN,
KOl UETA OLVEXIZOUV EVWLIEVEC.

A, KOl 10 TEAELTAIO TO "XOUE TIEL

€ival 10 1pIiTo, 10 ZIyK-ZayK!

* Ao v napaotacn @noeug.
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KaBWe 0 £pwrac Eeomd aveEEAEYKIOG, Kal 10 BUA TAipVveEl TNV EKDIKNON TOU.
Mia dOIAOCODIKY) AVATOLIa TOU TPAYIKOU, XWPIG KatadoLuylo otnv eEryynon.

To 2021 o MixanA Mapuapivog OKNVOBETEl TOUg IxVeureg Tou
YOCOOKATN cav va adooUYKPAZETAl €va KEIUEVO TIOL E€roTpEdEl ard MoAU
UAKPLA, KOUUEVO, HICO, OAAG arnoAuta rapov. O Mapuapivog erAgyel v
IOTOPIKN Artodoon 1oV EppavounA Aauid anod 1o 1933, ou 0OAOKANPWOE 10
XCAMEVO €PYO0 UE BAoN TV avacLvBeon Tou yepuavoL dolAoAdyou Carl Robert.
To aroteAeopa degv gival pla «mapAotacn» e TNV KAAGCIKN €vvold, aAAd ula
MOINTIKA METARAoN via TV avakaAuvyPn MG HOUCIKAG Kal Tou puBuou. Mia
OEKAETIA VWPITEPA, UE TOV HUNTIKO Kal AUTPWIIKO XAPAKINPA TNC OUCIKNG
OT0UC Ixveureg Katarmavotav Kal o Anuoc ARdeAlbdNG OV Mapdotaon
MouU dNUIOVLPYNBNKE CTO TAAICIO TOLU AlEBVOUC TLVEDPIOL VIa TIC BEATPIKEC
Mapadooelc NG Meooyeiou, TIou dlopydvwoe 10 KEvipo Apxaiou Apduartog
1ou Mavieiov Maveruomuiou, oe cuvepyaoia e v Ecole des Hautes Etudes
o1o Mapiol, N BaolAlkr) Akadnpia @gdtpou 1ou Aovdivou Kal 10 MikoAo Tedtpo
10V MIAGvou.

H apéowe mpoodoamn avme tou EuBuun ©€ou mapdotaon mou
aglornolovoe Bpavouara 1paywdiag tou Eupuridn toroBeteital oto 2023
Kal dogpel eriong 1ov iAo Fragments (Opauvouara), TEPIEIXE, WOTO00,
aroondopara arod 10V Xauevo Kpeoghovin 10u. Baclopévn G610 OMUIVULIO
Keiuevo g epeuvNiplacg Laura Swift kal 1ou okNvoBEN Russell Bender, n
napdotaon 10U «The Playground Theatre» 1ou Aovdivou NTAV EUMVEUGCLIEVN
ard v MANBWEA TwWv BIACTIAPUEVWY OTa IOUCEIC TOU KOOLOU TATTUPRIKWV
OUAAOYWV Kal ouvdLAaZe oTNV TIAPAYWYN TNG Ta EEEIDIKEVEVA ETTIOTNUOAOVYIKA
E£PYAAEIN NG MATUPOAOVYIAG, «AVAPXIKEG EPUNVEIEC», EIKOVEG |0-fi KAl TIOAAEQ
€lKaoieq... Zekivnoe 10 2014, arnd workshops pE OTOX0 TV avaotnAwon
eLPIMIdEIWV BPALOUATWY TIOU EiXE avabeoel 0T0UG dNUIOLVPYOULC T0 DEOTIRAA
Being Human kat 10 Maveromuio Mg 0Edpopdng, dlopyavwbnkav 1o
2017 napaywyec oto Ovalhouse kal otov MaAdld MupooBECTIKO Z1ABUO
Mg OEcpodpdne, evy arnd 10 2018 n Bpetavik Akadnuia ompige v NMANpnN
mapaywyn 1ou.

YAUEPQA, 10 2025, 0 EuBLUNG B&0U, APXAIOAOYOG, OKNVOBEING Kal
nepdOPER, SOKIUAZEL DEDOEVA KAl ETIICTNUOVIKA KAl KAAAITEXVIKA EPYAAEIQ
Twv Nnediwv NG apxaloAoyiag Kal 1ou BedTPou (avaokador, AvOPWITOAOVIKN
€PELVA, UEAETN TWV APXAIOAOYIKWY EVPNMATWY, VAIKO COWIOYPADIKO, arod
KOIVOU cuyypadon, cuppador) arooTacudtwy, MPOREC K.ATL), ETIXEIPUVIAC TN
oUZeVEN TV DL AUTWYV oE Ayvwota Bearpa NG EAAADAC. EUMEIPOG UETA arto
uia dladpoun 1€00ApWY OTABUWV-TIEPCROPAVE OE AVACKAIIKOUG XWPOouC
— TV nepdoopuave oto lepd 1ou Mooeildwva (KaAauvpeia Mopou, 2009), To
fevua (VeEOAIBIKOC OIKIOMOG NG KoutpouAoU MayouAac, 2011), ravdog: To
Jriin (KataAvpata favdou, 2012) Kal Ta Pouxa (Bnpacida Xaviopivne, [Aerval
2020) — ol €MAOVYEC TWV BPAUCHIATWY TOU EupIridn, anod v Avdpoueda Kal
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0V @agBovia PUEXPL TOUG KpNnTiKoug, 1oV @noea Kal 1ov MoAuido, divouv v
EUKAIPIO OTOV KATAKEPUATIOUEVO OE KOUMATIO BEATPIKO KOO0 VA ATTOKINOEL
MAPACTACIAKY) 0pATOTNTA KAl EGONEPA VA UMAPEEL KAl VA CUVUTTAPEEL

Y€ TOAAEC amd AUTEC TIG TAPAOTIACEIC — KAl o€ AAAEC TIOU dev
avagoépBnNKav — 10 TapeABov dev avakaAeital arnAwe e vootaAyia, aAAd
EVEPYOTTOIEITAL WC ONUIOVPYIKN TTPOKANON. H arnAgla yevwd €pWTUATA Kal
10 epwmuata xapdadouv veeg dpauatikeg dladpoueg. Ta orapdyuara sival
PWYMEC MEOQ OTIG oroieg N olyxEovN dnuloupyia propei va okayel, oOxl
VIO VO AroKATaoTHoEL (i eviaia aAneela, aAAd yia va avixveuoel moAAouc
AvoIXTOUG KOOMOUCG. H Bediplkn mPAEN vivetal n idla pia avaokadn —
avaAoyn HE TV apxatoAoyIKn. Kal EKEl, MECA OT0 NUIIEAEG Kal TO doBapUEVO,
0’ AUTOV TOV MUOCTIKO DIAAOYO UE TNV Aroucia, artoKAAUTTIETAL (I VEA [UoPdon
TPAYIKOINTAG: OXI AUTA TTOL adonyeital, aAAA autr) Tov LraIvicoeTal.

EVa Zapaya
loUAl0G 2025
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«OEATPO/
APXAIggorIA»
KOINOTIKH
NPAKTIKH

Oa propoucs apaye n apxatoAoyia va arnoteAEcel dNUIOUPYIKNA
nPAEN; NWg 10 BEATPO UMOPEL va Tapaxeei ueoa amod TV APXAIOAOVIKN
€peuva nediou, TN dNUOCIa apxaloAoyia, TNV apxatoAoyikn eBvoypadoia; Molo
eival duvdApel 10 «KoIvO £dadooc» Twv dUOo auTWV MeEdiWV otV Kateubuvon
me avaZnmong diag 6co 10 duvardv  PEYOAUTEPNG  AVOIXTOTNTAC KAl
OUMUETOXIKOTNTAG;

To «QPXAIOAOYIKO COAVIAOIAKO» KAl 10 TIAEYUA TWV EVWOIWV UE 10
Oroi0 OUVOEBNKE — OTMWC N avacKador, N orpwpatoypadoia, 10 €PEIro, 10
ixvoc, 10 evpnua — aroteEAeoav T¢ dVOo TEAEUTAiEC MEPIMOU DEKAETIES Eva
o1008ep0 TAQICIO avadpopdc KAl EUMVEUONC VIA €va ONUAVIIKO UEPOC TNC
oLYXPOVNG KAAAIEXVIKAG TIapaywync.! O KAAATEXVNG WC IOTOPIKOC, WGQ
AvBPWIMOAOYOC, WC APXAIOAOYOC, WG APXEIOBENG, WC €Bvoypddpog, ival
JOVO EPIKOI artd TouC POAOUC MOV LIOBETNOCAV Ol CUYXPOVOL dNUIOVPYOI OT0
nMAdiclo avaZnNiNoewyV TIOL TIPOGCDIOPIOTNKAV WC «IOCTOPIOYPADIKY) OTPOodor)»
oln ouyxpovn 1exvn and tov ermueAnt) Dieter Roelstraete, MPOKEIUEVOU
va neplypdayel 10 «UEBODOAOYIKO TACICIO TIOU TEPIAAUBAVEL TOV IOTOPIKO
ArTOAOVYIOUO, TO APXEIO, T0 €yypadpo, TNV avacKador) Kal v avakaAuyn, 10
VNIEID, TNV TEXVN TNC AVAKATACOKEUNG KAl TNG Avarapactacnc, T Maptupia».2

MapoAo TIOU  avaudooBIa  eyypadoetal otov  opidovia NC
AEYOUEVNC «IOTOPIOYPACPIKAG OTPOCONG», N TIPAKIIKN TOU TIEPAPOPLIEL Kal
apxaloAdyou EuBuun ©gou mapoucialel dIadpOoPETIKA XOPAKINPIOTIKA. To
MOAUCXIOEG €PYO TOU, VIA TIEPICCOTEPO AMO MIa deKaeTia, dlapopdhwenKe
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pEoa amd T ouCTNUATIKY JlEPEVVNON TWV OXECEWV apxaloAoyiag Kal
BeATPOU. XTOV TIUPNVA TNC avadnTNoNC Tou BpioKeTtal Eva dIKTVO EPWTNATWV
oV OXI MOVO avixveLel aAAG OTOXEVEL VO YEVWNOEL VEEC OXEOEIG, BEWPNOEIQ
Kal peBOdoLG avdapeoa ota media NG apxaloAoyiag, 10U BeATpouv Kal g
oUYXPOVNC EIKACTIKNG dNuiovpyiac.

Exoviag mpayuartonomoel ormoudeg aAAd Kal gpyaoctei otoug duo
autoug KAAdoug, 0 BEou avermuEe NON arod 10 2009 &va LBRPIBIKO €Yo, 10
Or10i0 TIPOOBIOPIOE E TOV OPO «BEATPO/APXAIOAOYIO». O OPOG ATOTEAE DAVEIO
aro 1ov nepdopuep Mike Pearson kal tov apxaloAdyo Michael Shanks, ol
Oroiol 010 OouWVULUO BIBAIO avEAuoav T OoUZEVEN TOUC WC «&Eva ARIAAyaud
ACONYNUATIKWY KAl ETICTNOVIKWY TIRAKTIKWY, A EVOTIOINUEVN TIPOOEYYION
OTNV TEKUNPIWON, Kataypador Kal EIKoVoypadonon ToU VAIKOU TIapeABOvVIog».3

Méoa amd pia  JIETIOTNUOVIK  €PELVNTIKY  UEBODOAOYIO ToU
ouvdudZel EVVOIEG, ETIOTNHIOAOYIKA €pyaAgia Kal dedouéva and ta nedia
NG apxaloAoyiag Kal 1ou Bedipou, N TPAKIKA 10U B¢ou eEeAiooegtal oe
Jia akoAouBia dlepelivnNoNG TWV OXECEWV TOUCG TOUL OEV EXEL MIA YPAUMUIKNA
ropeia, aAAd Bpioketal oe uia dlapKn aAANAOTPododoTNoN oe &va diKTuo
OAANAOTEUVOUEVWY TIAPAUETPWY. TN dladpoun autr), BAcIKoLG ota8uoug
T0U €PYOU TOU AMOTEAECAV TECOEPIC TMEPAOPUAVG TIOU AETOUPYNOAV Kal WC
MUPNVEC YIa TNV AVAITTUEN VEWV KAAAITEXVIKWY DIABIKACIWY KAl OUVEPYACIWV:
n mepdoopuave oo lepd 10ou Mooeldwva omyv KaAavpeia Mopou (2009),
To evua O10V XWPEO AVACKAONC TOU VEOAIBIKOU OIKIOMOU NG KOoutpouAou
MayoUAag (2011), 10 favdocg: To Zrit ota KataAvpuata ing favdou (2012) kat Ta
Pouxa om @npaocid g aviopivng (2020).

APXIKA, 10 2009, n mMePdOPUAVE TIOU 0 BE0U TIAPOUCIAcE oIV
avaokacdpn oto lepo 1ou Mooeldwva otnv KaAaupeia Moépou,* 0rou Kal o idlog
€ixe epyaotei we apxaloAoyoc, AeltoVPyNoE WG EI0AYWYIKA dlepelvnon NC
0OUZEVENG «BEATPOL/APXAIOAOYIAG». 210 TAICIO EPELVNTIKOU MPOYPAMUATOCG
APXAIOAOVYIKNG €Bvoypadpiag, 0 BEoU MPOOKANBNKE va TIAPOUCIACEL Ula
BeAIPIKN) TMAPACTAoN OTOV XWEO NG AVACKAMING TIOU ETIKEVIPWONKE OTNV
lotopia 10V 1EPOV. TOo KEeipevo e Mepdoopuave, 1o oroio artoteAovoe [ia
ouppAdor) ArOoTIACUATWY Arto JIAdOOPETIKECS TNVYEC, AVIAOUOE TNV EUNVELON
arod TC OIACPOPETIKEC XPOVOAOVIKEC COAOEIC KAl XPNOEIC TOU XWPEOU ToU
€KIgivoviav aro TNV MPOICTOPIKN €MOXN WG TNV MEPIOdO G AypOolKiag Tou
2000 aiwva, PEXPL 10 dldotnua G avaokadonc, Kal 10 idlo 10 Bpddu g
napdotaonc. MeplAauBave and Keiuyeva ou nepinynt) Richard Chandler,
€WC aroondouaia apxaiwv Kelpevwy tou MAoLTapXou Kal 1ou Evpimidn,
roinon tou MNdvvn Pitoou Kal EMICTNIOVIKA ApXAIOAOYIKA KEipeva.

Qo1000, T0 ArNOCPACIOTIKO BAKIA YIa TNV WOoHWOoN Twv dU0 MPAKTIKWY
EylVve UE TNV TEPAOPUAVG To Teuua, TIOL TIAPOUVCIACTNKE YIa TPWIN dhopd
10 2011 OTOV XWPEO TNC avaOoKAdONC OTOV VEOAIBIKO OIKIOUO TNC KOUTpoUAOU
MayoUAag oto Néo Movaotpl Kal T BapdaAn otn @81tda,® oe cuvepyaoia
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Ao TNV Tapaoctaocn Kpnrkoi, mou aveRaoces o Eupinidng
ota 6arpa tng Aénvac

NAZIOAH

rati va v apvnéw; Oxt. OAa ria chavepuwenKav...

‘AKOU: apa gixa pIxei o” aAAov avipa,

OiVOVIAC TOU TO KOPWI ou Kpudha YED’ ota oKotadia,

€ 101€ val, 6a UMopPoVCEC va LE TIEIC PELTPA KI avhBIKN.
AANAG 10 IABOC aLTO 1PBE art’ 10 TouBeva

— Mo TpEAa U’ apriage, art 1ouc BeoUC OTAAUEVN.
Kauia Aoyikr) dev exell

TL€ida 0° Evav 1aVPO Kl EPWIEVTNKA;

To wpaio 10U 10 VIUGIUO;

Ta pavpa 1ou LIAAALG Kal LIATIA KA TA TIUKVA Ta Vevia yOpW art’ 10 duvartd Tiyouv;
TO YULIVOOUEVO TOU KOP;

la gvav 1e10l0v avipa hopeoa Topdpt ayeAadac;
XWOenKa LiEoa 010 [KEVO], 1oV adonoa va [Kevo].

Me 1aupo r6eAa nadla; Na ¢now pia [Kevoy.

rat ye BpnKe 1€1010 1PEAQ;

AuTtoc dotaiel. Autog L Kateotpee!

Ot mpagelg 1ou doEPaV MAVW IOV AUTH) TN CLUC0PEL.

Kat Ba oag nw Kat 1o yiari!

YMooxEBNKE va BuoIAcel AUTOV TOV TAUPO OToUG Be0UC
KL aro novnpld, ano anAnortia 8ev 10 "Kave

— onwc &rage, onwe OEIAE.

I’ auto o’ ekdIKNBNKav ol Beoi, Mivwa.

I’ autd BEANCAV va OE TIUHWPNOOLV — ECEVA —

Kal BPEBNKA LED” OTN YEDN.

Kat twpa 1oAuac va KAaig Kat va odupeoal.

Mo péva mou xwpeic va dotaiw BpeEBnKa EyKUOG

KOl TIEPAOA TOUG TIOVOUC TETOIOU TOKETOU

— Kl OJWC KPATNOO T0 OTOLIO UOU KAELOTO.

EvW eov; Ta 'Byaleg 06Aa ot doopal

Me eEeuteAIOEC gV, TN Yuvaika cou!

Mwce 1axa KaBoAou dev EUMAEKEDAL €0V 0° AUTA TA AiOXN.
AeV UTTAPXEL XEIPOTEPOC [KEVO].

0gg va ue oKotwoelg; Na nebavw;

Eunpoc, nviEe pe pea’ ot BaAaooa,

adooU TOUC EXEIC EVKOAOUG TOUG chovouc.

H pnnwce npotude va pe dpac Zwviavn; Na pie EEKOKAAIoELS;
Eunipoc Aoimoy, dode Le.

ABWa, yia 1a Kpipatd oou, Ba maw,




OPAYIMATA: EYPINIAHZ

45

E TOV OUVBETN Kal MEPAOPUEP Bavaon AeAnyidvn. Exoviag wg BACIKO
Aagova Vv EvEPYOrOINON NG TOTIKNAC KOWOINIaG, 10 lfeuua avarmuxenke
yUpW aro 10 ZNTNUA TNC TPOAONC Kal TIC TIOAUMAEUPEC ICTOPIKEC, KOIVWVIKEC,
TOAIIOMIKEG, EBVOYPAPIKEC CLVICTUOEC TOU, UEOW NG EMEEEPYAOIAC LAIKOU
MPOEPXOMEVOL arO TNV €BVOYPACPIKN) EMITOMMA €PEuVA, TNV apxaloAoyia
nediou Kal M BIBAIOYPAMIKN UEAEN. H KEILEVOKEVIPIKY) aUTH MeEPhOpUave,
oV oroia N €Kdpopd 10U AOGYOU TOU TIOIKIAE — ard N PUBUIKOINTA Kal TN
MEAWDIKOINTA €WC TNV OLDETEPN AP ynon —, KATEANYE OE €va CUAAOVIKO
yeoupua. To fevua 1podoodotnoe Uia oelpd VEWV MAPOUCIACEWY, GUVEPYATIKUWV
MPOTZEKT KAl EKMAIOEUTIKWY MPOYPAUUATWY, EVU) ATTOTEAECE Kal TN BAoN yia TNV
MPEWIN MAPOUGIaoN TOU €PYOU TOU EuBUUN BEOU, LIE TN Mopdon EyKatdotaonc,
010 MAQIOoIo NG €KBeONC «EK VEOU» TOU EBVIKOU Mouoegiou ZUyxpovng TExvNg
10 2013.

To 1pito €pyo, e TITAO Fauvdog: To riir, OXeBIA0TNKE KAl TIAPOUCIACTNKE,
0€ ouvEPYAOIa UE TNV NBOTOoLO Kal apXaloAoyo HAEKTIpa AyyeAOTTOUAOU Kal
v norold Aver) Euotpatddou, 010 KMPIo NG EMoxng tou XaAKoUu orta
KataAvpara g ravdou, oo MAAiclo NG avaokadong tou lMaveromuiou
Kpnmng, oty oroia 0 KAAATEXVNG €pyadotav we apxaloAoyog.t Mupryvag
TOU £PYOU, TO OrMOI0 O KAAAIEXVNG TEPIYPANREL WC «UIa adonynUATKA
dnuiovpyia yia 1pelg nBoroloLe», gival N €vvola NS Katoiknonc. H erAoyn
T0U BeATKoU TAAICIOL LMAYOPEUTNKE TOCO ArO 10 AVACKAMIKA €upruatd
000 Kal aro TIC CLVEVIEVEEIC UE TOUCG KATOIKOUG. ZUYKEVIPWVOVIAC VAIKO aro
v €peuva nediou, TNV apxaloAoyia, TNV avepwrioAoyia, TN dotAocodoia Kat v
QPXITEKTOVIKN, TO0 KEIUEVO TNC MEPCPOPUAVS avarTUXONKE OE |IA BPAUCKIATIKD
adpriynon yupw aro 1€00ePIC BEUATIKOUG KUKAOUG: «TO XTiOIUO €VOG OriTioU»,
«H Zwn pEoa 010 ortity», «To oTtiTl we Zuvn acdhAAelac» Kal «O B8Avatoc».

To muo mpoodoato €pyo, Ta Pouxa, MapouclaoinKe 10 2020 otov
APXCAIOAOVYIKO XWPEO oTo AUKEIO TOU APIOTOTEAN omnv ABriva. Me adoempia
M MEAEN TPOICTOPIKWY LAPAVIIKWY BapWwyV Mou BPEBNKAV Otn B&on NC
«Koipunong» o1o TAQIioL0 TN APXAIOAOYIKN G Epeuvag MNpoiotopIkng Onpaociag,”
otN MIKPovVNoida arevavil arod T Taviopivn, N MepdROPUAVE apBpwenkKe oe
UIa TTPWTOTTPOOWIN ador)ynon rou dlakortetal aro dIAAOVYIKA UEPN UE Evav
OlOCDOPETKO KABE PoPA «ETIOKEMN»/EIBIKO. O AOYOG, UTaKouoviag — yid
MPWIN doopd oe TET0I0 BABUO — 0E CWHATIKOUG PUBLIOUC Kal XEIPOVOUIEG,
dopeital peoca ano 1oV KABoPIoTIKO POAO TNC UOUCIKNG ouvBeong. Me KUPLo
UAIKO TIC MVAMUEC KAl NXNIKEC AdonNyNoEIC NG UNIEPAC TOU KAAAIEXVN
(uodiotpag oto enayyeAua), N TMEPAPOPUAVE EVOWMIATWVEL TIPOCWITIKES
€EIOTOPNOEIG, TOTMIKEG I10TOPIEC KAl CAPXAIOAOYIKEC TIANPOAOPIEC TIOU
oxetiZovial e OA0 1oV KUKAO TG ZwWNG evog evdUUATOG — ard ) dnuioupyia,
oT1¢ DIACPOPETKESG XPNOEIC TOU EWC TNV KATACTPOMON TOU.

Eotdidoviag og MPWIAPXIKEG — EVOWMATEC — AvOPWITIvES dPaoTN-
PIOTNTEC NG KABNUEPIVOINTAC, OMWC N TPOMON, N KAToiKNoNn Kal n &vduon,
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KAl OTa TIOAITIOUIKA KOl KOIVWVIKA TOUG OLUUARPAZOMEVA, N TEIPAMATIKA
MPOCEYYION TOU BOEoL, TIAVW OT0 «BEATPO/APXAIOAOYIO», TIEPICOOTEPO ATTO
uia site-specific dpdon otoxevel oy AvadelENn NG TIOAUXPOVIKOTNTAC TOU
APXAIOAOYIKOU XWPOU.E O XWPEOC TNG AVACKAMING, ard &€va avevepyod Kal
MEPIKAEIOTO CUOTNHIA EAEYXOU, AMOCULVOEDEUEVO AO NV KABNUEPIVOTNTA
TWV KATOIKWY, CUCTAVETAL WG €va PEVOTO Medio CUVAVINONG KAl CUMUETOXNG
OIACPOPETIKWY TIPOCWITWYV KAl OAdWY OE |IA OIWVEI N IEPAPXIKT Oxeon —
arod TOUC KATOIKOUC, OTOUC ETIIOKEITIEC, OTNV APXAIOAOVYIKN KOIVOTNIA, OTOUC
MPOOKEKANUEVOUCG KAAAITEXVEG. H avaokadon petaAAdooetal aro eva nedio
Avarapaywync KLPIapxXwy EBVOKEVIPIKWY AdonNyNoEWV O €vav AVOIXTO Kal
MEIPAUATIKO XWPO MEAENG, €va €PYAOTNPIO TIAPAYWYNC QAVIINYELOVIKWY
AOYWYV, avacuponG ANCUIOVNIEVWVY adonyrnoEWY, AVALIOXAEUONG KOIVWVIKNAG
UVAUNG KAl TIPOCWTTIIKWY UAPTUPIWY, TPOCO0od0TWVIAC TO KEIMEVO Kal TIQ
dpdoelq. H petatornion g Bewpnong 1o MapeABOovIog arnod &va TEIEAECUEVO
XPOVIKO YyEYOVOCG O€ €va JUVAULKO PELOTO MEDIO EMITPEMEL TNV EVEPYOTIOINON
OIACPOPETIKWYVY OTPWIATWYV TNC 10TOPIAC OE CUCXETIOMO UE TO «EDW KAl TWPA»
WV dpdoewvV Kal T diadiKaoia G MPOETOIUAciacg Toug. O 0pIZOVIIOC XWPIKOG
Agovac dlaoTaVPUWVETAL IE TOV KABETO XPOVIKO AEOVa Kal TO I0TOPIKO Tou BAaBocg,
EVIOXLOVIAG TN OIAAOVYIKY) OXEON «TIOTIOU» KAl «OUUBAVIOC» — 1 AAAILLC TWV
«host» Kal «ghost»® cuudowva pe Toug 6poUG TwV Mike Pearson Kal James
MclLucas 1ou TeplypAdpouV TIG XWPIKEG KAl XPOVIKEC dlaotacelg —, ToV
OEDOMEVO TOTTO Kal TN XPOVIKA TMPOCdIoPIoUEVN OPACN MOV ToV KataAaupavel
TTPOCWEIVAL

AUTI) N €vePYOTIoINON TOU TIOAUCTPWATIKOU XOPAKINPA TOLU XWPEOU
evioxvuetal and mv KAAAIEPYEID TNG EVOWMAING COXEONC UE 10 TIAPEABOV
KAl TNG aloBNINPIAKAG OXEONC UE TOV APXAIOAOYIKO XWPEO Kal Ta UALKA 10U
1eKunpla. H emavadlekdiknon ag «dlEVPUUEVNG» ApPXAloAoyiag pEoa
arod TV EVEPYOTIOINON TWV AIOBNCEWV — AUTWV TWV «TTOAUAICONTNPICKWVY
BlwpaATIKWY TPOMWY CUVDIAAAQYNC E TOV KOOLIO» —© yivetal hE TNV KATAKTNon
NG OUMMETOXIKNC Kal KOWVOTKACG dldotaong MG Onwe urootmpidouv ol
XaunAdKng Kal B¢ou: «H enavadlekdiknon Mg apxaloAoyiag dev eival
UOVO BEUa dNuloupyiag evog avil-AOyou, UIAG MAPEUBAONC OTN YEVIKOTEPN
dlavoNnTK mapaywyr) 10U rmapovioc. Eival eniong B&ua mapaywyng vewv
XWpwy, ermreAeong OIAGOOPETIKWY OCTYUWYV Kal dNUIOUEYIAC TWV UAIKWVY
meavomiwy, Wote va avaduBolv eVAAAAKIKEG MopdoeEC Odnuoolac
MOAICTIKNG TIapaywync». H MPAKIKA 10U ©€ou yupw arod 10 «Bearpo/
apxaloAoyia» gival cOUAOUTN HE TOV KOIVOTIKO Kal dNUOCIO XAPAKpa mnG.
‘Onwc dladoaiveral Kal arod 10 o MPOcdoaTo €PY0 T0U KAAAITEXVN, N KAtAduon
010 «EYW» EVOUVAUWVEL TNV AVAYKN CUVAVINONG UE T0 «EUEIC», dlavoiyoviag
vea nedia evepyorioinong NG KOWVWVIKAG CUMUETOXNG. TO «KOIVO £Dad00G», Ol
KOIVEG BEWPNOEIC Kal KEBODOI, TIOL avaZniei 0 KAAAITEXVNC METAEL BeATpoU
Kal apxatoAoyiac, avauoxAeUoLV UVALIEG, €dDEUPIOKOLV veEeg dlOdoUC
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avAoupong Tou TAapPeABOVIOC Kal aAANAemidpaong PE 10 TAPOV, AAAQ,

KUPIWG, EVOLVAUIVOUV KOIVUWVIKEG OXECEIC KAl VONIATA, MPOTEIVOVIACG VEOUG

TPOMOUC APXAIOAOVIKNG Kal KAAAITEXVIKAG dpdonc.

Tiva Mavdn
ErpeAnpla EMLT

o10: EvuBuuncg Begou. Bcarpo/ApxaioAoyia (diyAwaoon €kdoaon), emiy. Avwa MuKkovidmn,
EMXT, ABrva.
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A theatre/archaeology performance
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The performance includes excerpts from The Years by Annie Ernaux, in the Greek translation

by Rita Kolaiti (Metaichmio Publications, Athens 2021)
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DIRECTOR’S
NOTE

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)
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FROM
FRAGMENTS OF
EURIPIDES
TOWARDS
AN ANTHROPOLOGY
OF ANCIENT
THEATRE
AND
ARCHAEOLOGY

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 /no, about a queen who left her palace to
worship Dionysus and, upon her return, Killed the children of her rival and
then her own offsprings.

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










FRAGMENTS : EURIPIDES

60

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 effect 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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TWO LOST
PLAYS
OF EURIPIDES
FROM ROMAN
PHILADELPHIA
IN EGYPT

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 Il and his sister-wife Arsinoe I, 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.
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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 /no. 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?
[..] Many 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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IN PRAISE
OF
THE FRAGMENT

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), | 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
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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 reshuffling and often
re-inventing.

And yet, in more recent times, we archaeologists have come to
appreciate the fragment. We have learnt thatthe 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
effects, 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 different 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.




FRAGMENTS : EURIPIDES

69

FRAGMENTS
OF ANCIENT
DRAMA:

A DIALOGUE
WITH
ABSENCE

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 ineffable.

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 Lauchstadt, 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
vellow 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 different 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 different 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 llisia 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
offered 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 Hansgunther 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
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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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effects. 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
(lchneutae) as a text overheard from a far-off 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
(lchneutae) 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 Ecole des
Hautes Etudes 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
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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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“THEATRE/
ARCHAEOLOGY”
AS
A COMMUNAL
PRACTICE

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.' 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




FRAGMENTS: EURIPIDES

78

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,*
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 different sources, drew inspiration from the different
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,® 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® 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,” on the islet across
Santorini, the performance was articulated in a first-person narrative
interrupted by dialogue parts with a different “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 different
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® 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™ 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” — ™ 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”." 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
EMXZT Curator

in: Efthimis Theou, Theatre/Archaeology, ed. Anna Mykoniati, transl. Orestis
Stylianidis, EMXIT, Athens.
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