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IYMHWH + TKHNOBEZIA + XOPOrPA®IA , .
Anpntpng Manatwavvou

TKHNIKA
Nikog AAe€iou

oQTIZMOl
AANEKoG Mavvapog

SXEAIAZMOY + SYNGEZH HXQN | .
Coti K.

MOYZIKH ) , . . .
KoAAdz ano oktw 6nepeg Tou Vincenzo Bellini

ART DIRECTION + KOZTOYMIA . , ) ) .
Bavog MNManaoTtepyiou, Anpntpng Manaiwavvou
BOHB0Z TKHNOBETH

+ AIEYBYNIH KAAAITEXNIKHE MAPATQTHE )
Tiva ManavikoAdou

TEXNIKOE AIEYBYNTHE + EKTEAESH NAPAMQMHY
Kwotag KepaAag

FAYATIKH
Nekrtaplog Atovuoatog

MAKITIAZ
lwavva ToeAévra

HAIR STYLING
ANEEavOpog MnaAapnavng

BoHB0!I xoPorPA®0l Nikog Apaywvag, Nikog Kahoyepakng BoHB0Z oaTIZTH Bodwpng Mixonouhog BOHBOT ENAYMATOAOTOY Baoleia
Pozava EPrAITHPI TAYNITIKHE Maplog HAtakng, Nikog Kappdg EKTEAEZH MAKIrIAZ EBeAiva Zaydpn YIEYBYNOL TEXNIKOL TKHNHE [e®pylog
Mnapnavapag TEXNIKOI skHNHZ Ntivog NikoAdou, lopdavng Xatgniwavvidng MPOrPAMMATIZMOL ®OTIZMON TA00G MAUKOG EKTEAEZH
oOTIZMON XphaTog TgLoykag HXOAHNTHE KwvaoTavtivog Mixdnoulog KATATKEYH TKHNIKOY Lazaridis Scenic Studio EIAIKES KATATKEYET Aol
loAavonouhot 0.E., A.T.A. A.E. KATAZKEYEZ AMIOXAPTI Xapiong TatoUpag, Aavan HhonouAou, Acwvidag MNanadonouiog, opia Toloupa,
BaoiAnglepodnpuogKATAZKEYHKOZTOYMION EAévn Mehioodpn, lwavvng Papdvrog, Nikog MaAeangAEPMATINAEIAH KawoTag BAaxdnouAog
THN OMAAA TYMNAZAN 0l EAeuBepia Aayouddkn, Oha Audakn, Tdvwwng Mavragpouvng, Nwpyog Matokapng, NanoAéwv Ewpapdg

BOHBOI NAPArarHz KaAn KaBBabd, Kuptakog Kapoepdg



MHAEIA .
EuayyeAia Pavrou

IAZQN
[tavvng NikoAdidong

TRYAS zApnq ZepBeTaAng

TAAYKH . .
Katepiva Advtou

HAIOZ
®oiBog ManadonouAog

APTONAYTEEZ
Nikog Apaywvag

MuwxéaAng EAndopopou
Nikog Kaloyepakng

Taoog KapaxdaAlog
KwvoTavrivog KapBouviapng
DoiBog-Bwpag Kuplakou
Ayvn ManadéAn-Pwooétou
BayyéAng TeAwvng

Yupewv Toakipng

Altin Huta




H KABAPXZH ZTHN TPATQAIA AEN EINAI, XTHN OYZIA, MAPA ENA ZHTHMA ANAAOTIAL

. ,
Nopyoc Xempwvag
«Eroayeyi tou Metagpaot 1» [oeh. 7]
EvpimiSn Midea (1989)






Emma Griffiths

To xpuodpaldo S¢pac. H Mndeia yevvibnke omv

Kolxi8a omv dxpn tou Ev&evou Il6vtou, neproxn
v onoia o1 apxaiol 'EXnveg tonoBetovoav ota 6pia
Tou moAruopévou koopou. Auyatépa tou PBaotiid A,
n MnSeia fitav eyyovn tou Beot 'Hiou xar aviynd g
Kipkng, ¢npiopévng pdyicoag and v Obvooeia tou
Opnpou. H pubikn {eon g Mndeiag Eekivad pe v dgi&n
omv KoixiSa tou Idoova kar twv Apyovautwv, yla va
IApouv To Xpuoopalo 8épag. Auti n Kavovikd avépikm
anootoln €xe1 avatebel otov Idoova amd to Oelo tou
[Tedia, otnv npoondBela va anotpéfel tov veapd Siadoxo
and to va avéfer oto Bpdvo e lewikou. H Mndeia
epwtevetal Tov ldoova kai, pe g payikeég g Suvdpelg,
tov BonBdel va unepviknoel ta epnddia mouv tou Pader o
Amng. Madl pe tov ldoova eykatadeiner tnv Koixida,
SiapediCovtag omv mopela tov adedpod g Ajupro.
Apydrepa oto ta&idi g emotpopng, n Mndeia npokalel
ka1 to Odvato tou Tddw, evog operxdikivou ylyavta mou

anendel toug Apyovauteg.

H Mndeia @uaver omv EAldSa wg ovluyog tou
Idoova. Xpnoponoiovtag g Suvdpelg g, Eavadiver
otov matépa tou, tov Aloova, ™ vedmtd tou. Yndpxouy
avagopég 6t n Mndeia &avddwoe t vedtnta Kai

otov ldoova.

Ymv lodk6 n Mndeia o8nyel tov Ileda otov

Odvarto, efte pe Sikn g npwrtoPfoudia elte €merta
and aftnpa tou i810vu tou Idoova, oy npoonddeid tou
va 10xuporomoel t O¢on tou (Sev undpxouv avapopéc
6u o laoovag avéPnke oto Bpdvo e Ioikov). H Mndeia
emdeikvuel oug kopeg tou [edila (ug [Mehddeg) 6u pnopel
va enavagepel m vedmta. LKOTMVEL £va YEPIKO Kp1dpl,
To omolo petd epgavidetar Eavaviopévo péoa ambd tn
xUtpa g. Ennpeaopéveg, o1 MemdSeq anogaoifouv va
KAVOUV TO 1810 y1a TOV Iatépa Toug, Kal ToV OKOTMVOUV.
H Mn&eia 6pw¢ apveltal va ektedéoel ta payikd g, Ki
£to1 mapapével vekpos. Mndela kar ldoovag tpémovta

o€ guyn.

Griffiths, E. 2006. Medea. London and New York: Routledge, oe. 7-8.

TMapanopm:

Toug EavaPpiokoupe omv KopivBo, émou Bpiokouy

kata@uylo padi pe ta naidid tovg. H mo yveom
exSoxn &exivd pe 1o ydpo peta&u tou Idoova kar g
KOpng tou Paothid g KopivBou, te Mavkng n Kpéouvoag.
'E€a2dn ar’ avtiv v npodooia, n Mndeia npokalel to
Bavato g Paoiionoviag kal maipver tpopepn exdiknon,
okotovovtag ta 181a g ta naildid, agnvovtag £to1 tov
Idoova dxnpo. Aut efval n ekSOXN IOV £KAve Maoly veotn
o Eupmidng. Yndpxouv dpwg ka1 dldeq napallayég tou
pobou mou avagépouv Srapopeukols AOyoug yia To
Bdvato twv naildiov kai Sev v napovoid{ouy naiSoktovo
ex npobéoews. e kdmoleg exdoxég o ldoovag eivar
Baoihiag g KopivBou ka1 n Mndeia Baoitikn ouluyoq.
e adeg ndl, Paothicoa eivar n MnSeia. Xy eupiidela
exboxn n Mndeia tpénetar oe guyn and mv Kopivho xar

, ,
Katagevyel otnv Adnva.

O Baocthiag ¢ Afnvag, Awyéag, g mpoopépel

Kata@uylo, Kal CUPQ®va pe KAMoleg napalayég mg
10t0plag v navipevetar. ‘Otav o Onoéag, o vobog y10¢
Tou, @tavel omv Abnva, n Mndela anoneipdtal va tov
Sologovnoel, aikd o Aryéag tov avayvepilel tekevtala
ouypn xar netd pakpid to xumedlo pe to Snintipio.
Aéyetar 6u n Mndeia npoondbnoe emiong va avabéoel
otov Onoga pia avé@ikn arnootoin. Metd mv enavéveoon

natépa xai y1ou n Mndela eykataleinel kar mv Abnva.

Yudpxouv noddéq exSox€q yia to mou ekuliooetal
10 tedevtaio ene106810 g 10topiac. Towme nnyaivel
oty Avatoln, 6mou o yiog g Mndog/Mndiog/ Mndeiog
yivetalr o yevdpxng tov Mndwv. Zopgeva pe ja diin
exSoxn, yupiler omv KolxiSa. Xto t€dog, onwg réyetal,
n Mndeia Bpioker vy avanavon ota Hivoia [edia, 6mou

yivetar ouluyog tou Axidléa.



AgBaptn Soéa
Marianne McDonald

H Mndeia otoxeiovel t okéyn. Aidonpun
omv apxaidtnta and tov Eupmidn, tov
Amnoilovio tov Podio, tov Zevéka, tov OBidio
kal d}doug, Sieloduoe om olyxpovn Yuxn.
Elvar o e@iddmg tou ykopevidpn dvrpa:
n nponv ov{uyog Tou £pxetal ndve oe €va
dppa pe 8paxovs. H Mndeia eivar n ouluyog
MOV OKOT®VEL TV £p@HPEVN TOU dvSpa Tng,
n pntépa mou Sologovel ta 181a g ta naidid.
Eivai pua Betty Broderick' mou aBmavertai, jua
Susan Smith’ mov 8ev upwpeitar. AiaBdalovpe
yU avmiv oug e@npepideg, v Blémoupe
o oknvh kal oy ofdvn kal v akovpe
va tpayoudd. Mag apéoel va motevoupe 6u
QUTEG 01 TTAPAOTACELG PIIOPOUY VA EMPEPOUV
a popen kdBapong, aikd n Mndeia ndvtote
emotpégel. Emotpéper Eavd ka1 Eavd: avt,

Ka1 0 TOVOG TG, Kal n unepBoAkd emTuxnpeévn

, ,
ekdiknon tng.

‘MHAEIA (1988) TOY LARS VON TRIER, BAZIZMENH £TO
ZENAPIO (1965-66) TOY CARL THEODOR DREYER,
ME THN KIRSTEN OLESTEN

O Pierre Corneille, o Luigi Cherubini,
o Richard Glover, o Franz Grillparzer, o Iavvng
Zevdkng kar moldol dllor maparidocouv
o pubo. O eikootdg arovag vmmpée 181altepa
movolo¢ oe Staokevée. O Hans Henry Jahnn
napouoiaoce pia pavpn Mndeia o Sipuretiki
tou ek8oxn, n omola ump&e npdSpopog
tou Brecht ka1 tou Miiller owmv kprukn g
xowvwviag (1926). O Carl Theodor Dreyer,
nou yUpioe v tawia Le Passion de Jeanne
d’Arc [ To I1abBog tng lwavvag tng Awpaivng] (1928),
avayvmploe tov avdioyo npmiopd g Mndeiag
kal éypaye €va oevdplo yI' avtmv. To 1933
n Agnes Straub, n omola gppnvevoe to pédlo
¢ npeTNG pavpng Mndeiag oy napayoyn
tou Jahnn, &avavéBaoce, o¢ oknvobémg tou
81kou g B1doov,  Mideia tou Grillparzer,
pe ™ MnSeia pavpn — pia katayyerla g
patoloukng mohrukng twv Nadl. To épyo

avaBiwoe ka1 o Sexkaetia tou 1960.

To 1946 n Martha Graham ouvéOeoe to Cave of
the Heart [Zmiaio tng KapSidg), pe pouoikn tou
Samuel Barber, jna xopoypagia faciopévn o
Mnidera. H Mtidera tou Jean Anouilh ypdgnke
emiongto 1946+ 0’ auth v ekSoxn n Mndeia,
apou okotwoel Tov Pactiid kar v KOpn
TOU, OKOT@VE! Ta TaiSid ¢ Kal aUTOKTOVE],
la avnleng xkatayyedla tng €mloyng Ttou
Idoova va Choer pa oupPaukn «eutuxia,

, , , I
xwpi¢ v id1a. Pixvetal otn powtia — ovppolo

1. Betty Broderick: Solo@ovog tou npdny ougiyou g kai g
Settepng ouCiyou Tou oto Tav Nuéyko to 1989, Bpioketar o

pUlakn.

2. Susan Smith: S0lop6voc twv Su6 avilikey Y1y the oty

Néua Kapodiva o 1994, Bpfoxetar ot quiaxi.

tou mafoug g — o onolo v KataoTpéPel.
Tnv endpevn xpovid, o Robinson Jeffers
HETEPPaoe ota ayyAikd Toug apxaioug oTixoug
o€ pia ovyxpovn Mndeia ypappévn €181kd yia

v Judith Anderson.

To 1954 o oknvobBémg kar Beatpikdg
ouyypagéag Feélix Morisscau-Leroy
napovolace ™ Mnidea tou Anouilh pe
aiuvd kootovpia oto Ofatpo g ATwig.
O Sixtdtopag Paul Magloire mapaxoloifnoe
my napayoyn, MEPIKUKA®PEVOG amd v
aotvopkn gpoupd tou. H Mideia tou Pier
Paolo Pasolini (1970), pe mpotaymviotpia
m Mapia Kdllag, vpvel tn Mndeia cav pia
x06via pntépa oe avudiaotodn pe évav Idoova
X®pIg pileg: oav pua Bepehia apxn g {ong ot
€VTOAEQ TG omolag npénel va ekninpmBovv.
O Robert Wilson éxer npoogéper Sidgopeg
ekSox€q g Mnderag ota €pya xal ug tavieg
tou, oupnepriapPavopévou tou Deafman Glance
[To Préupa tou rogou] to 1970, evog mpoddyou
(1980) ka1 puag e10aymyng (1982). Kabe gpopa
0 POvog evog aidiol napovolddetal o apyn
navtopipa. Xy Ewayweyn tng Traprng Ilpdéng
tou Blépparog tou Keogou jia pntépa @épvel
o1ennid ydia oto naidi g kai gpevyel yla va
emotpEPel pe £va paxaipl Kai va to OKOTMOEL.
H pntépa mou tpéger eivar n pntépa mou

PrIopel Kal va OKOTOOoEL.

O Peter Sellars oxknvoBétoe v dmepa
Mnbeia tou Charpentier (apxikn mapaywyn
tou 1693), aikd xa1  S1kn tou dmepa Midera
(1984), Baociopévog otov Eupmidn ka1 pe
ogvapio oe ouvepyaoia pe tov Gavin Bryars.
O Andrei Serban ouvéBeoe to Fragments of
a Greek Trilogy: Medea, The Trojan Women and

Electra [Amoomdopara mag ElAnviriig Tpidoyiag:

Mibea, TpodSe¢ xar Hlértpa] yia to Oéatpo
La MaMa to 1974, éva ¢épyo mou mapou-
oldomke &avd to 1992 oto Peoufdl tou
E8ipfolpyou pe tov titho An Ancient Trilogy
[Mra Apxaia Tprhoyia]. Aum n Midera ouvSudler
otoixela Soopéva and tov Eupmidn kar
Tov Zevéka, n pdylcoa OpmG Tou Leveéka
uneptepel: 10 Béatpo  petatpénetar o
éva Tomo TOU akoUyovtal TEAETOUPYIKA
tpayolSia ota apxala €lAnvikd, kar €va
nedoplo @id1 yntevetar pnpootd ota pdua

pac. O Jules Dassin ouykekpipevomorel v

‘MHAEIA (1970) TOY PIER PAOLO PASOLINI,
ME THN MAPIA KAAAAL



npwida pag ot Dream of Passion [Kpavyn
Tvvarkév] (1978): n Mndeia edo eivar pa
BpnokeuOpEVN VOIKOKUPA MOV PE Pavatopod
emPailer Bavam@odpa nowvn otov ldoovd
. Ta épya tov Heiner Miller Medeaspiel
[Mndeia] (1974) war Medeamaterial [Mndeiag
Yaxd]  (1982)

expetarlevm g Mndelag 6nmg o1 droikol

napovoidler  tov  ldaoova
, , .
expetaiievovtal toug 10ayevelc kal Onmwg
ol avBpwmol kaxkopetaxepiCovtal T yn.
Kdbe B0pa yivetar Bung: elvar topa n oepd
m¢ yng va OKOT®OEl Tou¢ avBpemoug mov
, , , .
v éxouv Pidoer tooa xpovia. O Tony
Harrison €ypaje éva hipmpéto yia v énepa
Medea: A Sex War Opera [Mnéeia: Mia ‘Onepa yia
tov [16)epo twv Plev] (1985) kata napayyelia
m¢ Mntponodrukng ‘Onepag, akdd Sev éxel
napovolaotel akopn, yiat o Jacob Druckman
. , ,
8ev  oloxINnpmoe TN POUCIKN  emEvEuUon.
Auto o kelpevo ovyxeveutnke pe to SCUM

‘OVERTURE TO THE FOURTH ACT OF DEAFMAN GLANCE’
(1980) TOY ROBERT WILSON

(Society for the Cutting Up of Men) Manifesto
[Mavnigéoro tng Opydvewong yia tov Tepaxiopd twv
AvSpdv] g Valerie Salonas ka1 mapovoidotnke
oto PeouPar wu EdmPoupyou to 1991.
To 1988 o1 kdtokor tou AouPiivou elSav
wm Miideia tou Brendan Kennelly va paivetar
evavtiov g avdpikng ekpetdilevong Kai
o Desmond Egan pdg €8woe pia xavoupia
ayylkn petdgpaon tou Evpmidn to 1991.
To 1990 avépnke otn Noua A@pikn n Demea
[4fipera] pe m Anpeia (Mndeia) og palvpn
HOPIYKIMIOOoa — £YKATAAEAEIPPEYN  and oV
O22avé6 odomodpo Idcova. To 1992 n Diana
Rigg npotaymviotoe oe jnaxaivoupia ayyikn
petdgpaon g Mnderag and tov Alistair Elliot.
O yuvaikelog x0pdG, VIUPEVOCQ ota pavpa,
napanépmner oe Bpata mov poipoioyolv, 16we
aixpdlwteg, eve n Mndela eivar pua popen
anglevOepom yia to yuvaikeio guro. H Amy
Greenfield mou yoproe v tawia Antigone

“ETE-L6T (30 ss21 AISIDAIUL) UOIIOULL] (U0JIOULL]
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[Avtiydva] (1990) ene&epyaletar wma Mndeia
omv onola n npwida eivar ja Me&ikavn
yuvaika eykatalelelppévn and tov Apepikavo
gpaom ¢. Mia véa exk§oxn nai{dtav omv
Afnva [to 1993], n Mndeia Ttou Mmoot
(Méving Mnootavt{oyrov). Zmv kopodla
avt n 10topla g Mndelag xpnoponoreitar
®¢ anedn ya ta naidid: av Sev peletmoouy
oklnpd, n pntépa toug Ba ta oKOTWOoEl.

H MnSeia €xe1 Saveloel to 6vopd tng Kal og
pubiotopnpata, oneg to Lithium for Medea
[4i6io yia tn Mndeia] tng Kate Braverman,
kafog ka1 oe momukég pubomdaoleg, dnwg
t0 Medea the Sorceress [Mnéeia n Mayiooa)
tn¢ Diane Wakoski.

[...] H MiSe1a elvar éva mpooemo mouv €xel
UMOMEPEL Kal €Xel TIPOKAAéoel mOvo, Kal
o pévog g ¢ xapiler mv abavaoia pe
tov Axidiéa o¢ ovluyo ota Hivoia Iedia.
Iivetar évaq {wvtavog pobog (Omewg Ader
n Mndeia tou Zevéka oto ot. 171, flam Medea:
«Ba yive n Mndeia»). Képdioe 1o khéog
dgOrrov (dpBaptn 8§6&a), o vYotog oTdXOQ
yla TOUG OPNPIKOUG NP®EG TO OVOPd Tng
KukAo@opel and otopa oe otépa. H Mndeia

OTOIXE1WVEL Ta OvElpa.

‘CAVE OF THE HEART" (1946) THZ MARTHA GRAHAM,
MOYXIKH TOY SAMUEL BARBER,
ZKHNIKA TOY ISAMU NOGUCHI

Apxetumirog pubog
KwoTag lNewpyouodnouAog

Moto givat To puoTko; O BepéAiog AiBog, 0 pizLuLdG HUBOG, 0 ayépaoTog apLoTOTENKOG 0p0G: HUBOG, 0 HEYLOTOG NAVTWY.

Katyta va dlapkéoel, va oTnpi§el, va pwTioeL Kat va KatauydoeL Ta navra o puBog npénetva eivat apxeTunikog. 0Tav eivat apxeTunikog
xwpdet kat Tov Euptnidn kat Tov Zevéka kat Tov Cherubini kat Tov Giraudoux, Tov Mnoot kat Tov Manatwavvou. O apxetunikdg pubog

dgv ynopet atipgwpnTi va unovopeuTel. Onotog 1o enwxelpei yehotonoteitat. Ot apxeTunikoi puBol eivat dnwg o napBevikog upEvag Tng

‘Hpag, dwappnyvietal kat peta and kaBe dtatpnon enavaBpiokel TNV NapBevikoTNTA TOU.

‘TANEA', 21 I0YNIOY 2008
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Ao popeg PapPapn n Mndela — and katayoyn K1 ano £pwta.

Topa anopaxpuvetar 6xo kar Babutepa oto okotddi nov
elval o €pwtag — npénel va €xel okotddl o €pwtag yia
va pn @aivetar ou o ‘Addog leinel, mpénel va eixe molu
okotddi o fdpfapog €pwtag e Mndelag apov o Idaoovag
Sev nrtav noté padl g: Sev elval twpa kai dpa Sev nitav
moté. AAAd gkelvn ntav amo navta ekel, 0a eival exkel g
o t€dog [...]" Sev Bynke mote amd to okotad: g — Kai
n éoxat epeukn npd&n g mpog tov Idcova eivar va tov
avaykdoel, pe v Pia, va ouvavnel padl g péoa and
TOV mOVO TOU y1a ta OKOtwpéva tou naidid. Aev ¢raiel
autn, 8ev £xe1 ardov Tpono, ylat kavéva airo ouvaioOnpa
tou Sev Ppiokel — Sev undpxel, yla va To XpNoIpoNoNoEL:
0 IIOVOG ToU Y1a ta naidid, eival to teAeutalo, To ovadiko
éxvaopd g mou Ba tov unotd&el oty mo paptupIkn, oty
mo anBivn (yiad Sev épeve kappud didn ainbeia and
OV YApo toug) éveon tou padl tg. Aev v evlia@éper.

O Idocovag pmaiver oto okotdd1.

Iopyog Xempwvag
«Eroaywyi tou Metagpaoth 2» [oed. 12-13]
Evpinitn Midea (1989)
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Sarah Iles Johnston

Ané ug apxég tou 5 awva m.X. n Mndea
napovolalotav and toug Eddnveg w¢ pia moivmlokn
popen, yepdwmn avukpouopevoug moboug xar P éva
EKITANKTIKO (pAaopa ovupneplpopwv. [...] IMordég amod ug
RUuB0LOYIKEG HOPPEG OV aoKOUV €vtovn yontela, Onwg
kal n Mndeia, Sev elvar Suvatov va neprypagouv pe amio
tpono. O Hpaxing, lowg n mo yvoowm Edlnvikn pubikn
popen, eival £va téielo napadelypa: vimp&e kaipapyog,
Braouig, amovevonpévog Ppe@oktovog, aldd kar €vag
NP®Ag EKIMOMTOMG, €vag MPTOPIAO00POC Kal €va
npdétno yia wug Popaloug avtokpdropeg. Aldgpopoug
26youg Ba priopolioe Kavelg va npotelvel yia Toug oroioug
T€TO101  MOAUMAOKOl  Xapakwipeg e§eAlooovtal  Onwg
e&edlooovtal, aldd autd nou Ba nbela va toviow 8w eival
10 yeyovog ou and t ouypn nou Snpoupynfnkav og
NOMUIAOKOL, AIEKTnoav Kai to Sikalwpa va mapapevouy
€101. AuTo unoSe1kvUel 0 n i81a n MOAVIIAOKOTNTA £1Val TO
OTOIXEIO MOV YONTEVEL TOV KAXATEXVN, TO OUYypapea Kal
o xowvo. [a va katavonooupe ty akatapdxntn €2&n mov
aokel n Mndela o ¢gavraola pag €5o kai Tpeig oxedov
x1heteq, mpénel va SeXToUpe Ty MOAVITAOKOTNTA g Kal
va Pagoupe péoa 0’ aumiv arp1Bm¢ vy morumiokdTna to
RUOTKO g pakpoPromtdg .

[...] Avth n popepn pe 7T0 oUVOUAOPO TGV
aAln2odnoKAEIGPEV®Y OTOIXEIOV NTav 1O TEAEI0 OXnpa
y1a va S1epeuviioouV 01 CUYYPAPEIC Kal 01 KAAATEXVEC TO
Ciinpa ou ot ovyxpovn Pilioypagpia avagépetal wg to
Sinodo «Eautog kar Axrocy. Ag Soupe ev tdxel 1 onpaivel
avt n @pdon. Xuvnleng ava@épetalr oTtoug TPonoug pe
toug onoloug €va dtopo n ouvolo kabopiler u eival kai,

e&loou onpavuxod, u Sev efval. Apketd ouxva o1 SUo Oelg
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Badidouv x€p1 xep1: yia kabe xavova n potifo oupmepi-
(POpAG 1ou anodéxetal to ATopo N o oUVoAo pPHopel va
Bpebel évag ex S1apétpou aviibeto pn amodektoc. Xuxva
01 Kavoveg Kal ta potia CUPNIEPIPOPAG Iov anoppirtovtal
anodidovtal (owotd n havBaopéva) oe £va dhro npéomIo
n oUvo20, TO OI0I0 £XE1 €MAEYEL va MAI&El TOV POAO TOU
‘Addov. [...] Otav o Eautdg avunapafdiletar pe tov
AXdov, ka1 e181kd oug nePUITtOoEIG Onou o ‘Alrog npénel
va emkpifel, ovvnbwg Sev undpxouv «evSidpeoar.
Tétoleg  andluteq  S1aXPIOUKES  YPAPPES  EMIPEPOUV
kafnouxaouxkd —amotedéopata, enaldn  emPdilouvv
auompoug Kavoveg Kal Opla otov KOOPo Kal eneldn
apnvouv va evvondel 6t1 o Addog €lval povipa kal pe
aopdlela Siaxoplopevog anod tov Eautd. ‘Olo autd to
ovotpa pnopel va €xel pia 10xupn kavovioukn afla,
yiat kaBopifovtag u Sev eival anodektd N TImKO Kai

, , , , , .
XPEMVOVTAG To 0tov ‘Addo, unarviooetal U eivar anoSeKTo
Kal TUImKo Kal to anartel and onolovénnote emBupel va
avikel oto oUvolo nouv xapaktnpiletal wg Eautog. ‘Etorn
Sixotépnon petay Eautot ka1 Aldou xpnoipever o6 €va
onpavukd epyakelo yia vy opydvwon ToU KOOHOU Kal Ty
empPoln plag emBupnmng ovpneplpopdg.

O1 pubor exppadouv ouxva avtn v S1IXOTOPNON
xpnorponolovtag avuubepevous xapakmpeg. Or pubor
TV Npoev yia napddeiypa ouxvd mapouoldlouv évav
avBporno mou unepaomietal OV HOATUOPEVO KOOHO
£VavTIOV £VOG TEPATOG IOV anelhel va tov kataotpeet [ ... ]

N . , , . ,
Yy’ auto to 20y0 o ‘Aylog [empyloc okotmvel to Spako kai
oBeldepopovingm Xipalpa. Eivardpeckrdnogaouvnbioto
péoa oe pia povo pubikn popen va epnepikleletal avtm
n Sixotépnon, 6neg akpifpoc om Mndeia. H éviovn



10t0pia ¢ Sev eival pdvo to IpOoPopo £8aPog mave
OTOV 0II0I0 KAAMITEXVEG KAl OUYYpageiq Siepeuvolv g
avubeukég évvoieg tou Eautot ka1 tou Addou, kabmg
talavtevetar petafy  emBupntig  kar  avemBupntng
oupnepIpopds, ovtag note EddnviSa xar mote &évn:
efval kar to nedio mou toug emtpenel va eyeipouy v
avnouxnukn mbavomta ou o Alog elloxever evidg tou
Eaurov — tv mBavotnta 0u 01 «Kavovikol» pEPOUY eVOg
TOUG Tn SUVATOHTNTA Y1a P1a «aVUKAVOVIKNY CURIEPIPOPd,
61 ta 6p1a nov vnotBetal 6u KPATouv aopain Tov KOGHO
pag Sev eivar oteyavd. Apxikd n Mndeia épeve mom
oy IPooSOKWPEVN yuvalkela oupmepipopd, fonbmvtag
tov Idoova va netixel Toug 0TOXoug Tou* apyotepa OpwG
€KTELEOE TV MO atalplaotn mpd&n yla yuvaika: TKOTwoe
ta naldid mg. Apxikd n Mndeia éporale e&npepopévn
and tov Idoova kal evompatopévn otov €AAnvikd KOopo:
apyotepa Opwe enanbevnke to Papfapikod g alpa.
[...] [Enpepa] o pubog tng xpnoponoreitar 181aitepa
y1a va eKppdogl Ty andyveoon Tov KATameopévoy Kal Ty
KATtaotpo@n 1mov (pEPvel n £1avaotaon toug — 6oo dikaia
kat av eival. [...] H MnSeia €xer yiver éva npoéwno yia
TOUG KATameopevous oe§ovalikd, modrukd Kal puietxd,
o1 0110101 yIvovtal avtKeipevo ekpetdiieuong kal €merta
£YKATAAEIIoVTal ano Toug EKPETaIAEVTES TouG. [...] Aut
efval n ruxn g Mndelag nou €xer £pber oto npooknvio
TOV €1KOOTO A1®VA — O POAOG TG KOG 0 AX20G, Tou onoiou
o1 vnoubepeveg «BapPfapikégy npd&eig pag avaykalouv
va enava&loloynooupe ta Babn g Sk pag Puxng. Kar
Sikalwg, pia mou Sev {oupe MALOV Oe €vav KOOHO OIou
0'Ad}og pnopel va e€wpalotel anod v nepltexvn gaviaocia

evog Hpodotou n evoc ‘Opnpou kar va ewpiotel €tol

0oe¢ Wa kaBnouxaoukn Kalr CUp@Epouca amdotaon.
O Addog elvar anévav pag pépa vixta oug epnpepiSeq
ka1 oty theopaon, emPdilovtdg pag ovveldntononon
ou elvar ota neproodtepa onpela akpifog oneog Epelg,
6,1 ka1 av gavralopaote ou eipaote «Epeigy. Aev eivar
miéov Suvatov va amoSextoUpe Kavoveq MOU KAMOTE
Siaxwpilav avdpeq and yuvaikeg, «modruopéva» €0vn
and «anoAluotay, patpoug amnd AEUKoug N onolodnnote
oUvolo amod €va diko, ON®C €Kavav Iaralotepes
kowvwvieg. OUte propovpe dllo va UNOKPIVOpAote 0T
eyKAnpata tpopepd, 6w n naidoktovia, Sev oupPaivouy
oe ouvnBeig molelg, petafl PAIVOPEVIKA «KAVOVIKOV»
avlponev. Kalog n xakog {ovpe og €vav KOOHO
omou @aivetar 6u Sev undpxouvv opia. Towg yI' autd
n Mndeia ouvvexiler va epebider  pavtaocia pag: oneg
01 VEITOVEQ pag, o1 ouvddergol pag kar o1 avBpemor mou
Sev yveopifoupe, 0TOUG OHOIOUG TAa PEOA EVIPEP®ONG
otpépouy v npoooxn pag kabe pépa, n Mndeia pag
pokalel tooo oupnodvia 6oo kai popo, Bavpaopod Goo ka
tpopo. Avupetonidovtag t Mndela, avupetwmlovpe ta
Babutepa aioBnpatd pag kar cuveldntonoloupe O KATK
andé T lemm 100ppormia mou €xoupe mpoonabnoer va

emfBalovpe oTov KOONO pag Aaviavel to xdog.
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[O] Bepehiodng xavoviopdg ou SI€mer Kal opyavever tmy
£Xnvikn okéYn Kai my eAAnvikn w€xvn [elval] to pétpo.
Me tov 6po, va £VVONCOUHE TANP®E TOV TPOIIO XPNong,
£(pappoyng auvtol tou pérpou ano tov ‘Eilnva Snpioupyo
— Y1a tov omnolo pérpo Sev onpaivel ovpmigon, avaxaiuon,
amayopevon: onpaivel mpondaviey Kivéuvo: va empdiel

PéTpo 0 eKelvVO IOV Sev €Xe1 PETPO.

H e2lnvikn tpayedia eival o povadiko¢ — toukdxiotov
600 kabapd, 1600 loyird — oy 10TOpIa G TEXVNG AGYOQ
IOV €MITUYXAVEL AUTNY Y ayevioedn akpoPaocia (kal
oUvVEPYAoia) avapeoa 0Tov KOOHO Kal 0To XAoG, otny ta&n
Kal vy avapxia — kar pdliota kpuPovtag atdpaxa my
aywvia Tov, mow anod toug peyaloug, adpoug OYKoug

TV KATACKEU®V TOU.

Lopyog Xepovdg
«Eroayoyh tou Metagpaot 2» [oek. 12-13]

Eupmidn Mndeia (1989)
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Mndeia: Autn eivat n Teheutaia pépa. Ba vuxtwoel kat Ba eival nia yla navra vuxra.

Lopyog Xepovag
Euprrion Midea (1989)



O Anpnitpng [anaimavvou onovSaoce
e1kaotikd otn Xxoin Kaiov Texvov, pabn-
tevoe Simda otov [dvvn Toapouxn kai n
pETN TOU Iapovoia ot SnpIoupyIKn apéva
ntav o¢ Xapiopaukoy oxeSlaot comics.

[vwotd 62a Gotepa and Tt yevikeupévn
avayveplolpdmtd tou Katd v 1810¢pun
£vap&n g tedemic tov Olupmakov
Ayovev. A6t €mg toTe ftav pia ouv-
TAPAKTUKNA MPOO®IIKOTNTA VYOO OHOG
OTOUG HUNPEVOUG, 0TOUG Alyoug Kal 0Toug
exdexukoug. Kopugpala Snpioupyla tou
n Mndeia (1993). Amokopipmon g
HETAOTOIXEI®ONG TOU TAXEVTOU TOU oTnv
MEPIOXN TOU XOPOU, av autd Mou £KEIVOG
£@nupe €xe1 va Kavel pe 6,1 n ouvnbela,

n napd8oon akOpN Kal 0 HOVIEPVIONOG
propel va xapakmpiotel wg xopde. ‘Evag
Kopiotag elval avapevopevo va nepdoet
Kdrote ota Kivoupeva ox£81a kai o
[Manaiodvvou to enexeipnoe. AdAd évag
{wypagog xopiotag, évag oxeS1aomg, pe
£VTOvo To apXITeKTOVIKO Sépnpa, efvai,
MPETIEL va OPOAOYNOOUNE, OTIAVIO (PAIVOHEVO
0TOV KAAMTEXVIKO X®po. A1efveg miny tou
peyalopuoig Robert Wilson nmou Eexivnoe
¢ apxrtéktovag. ‘Exe m yvopn nog o
[Manaiodvvou autdv Tov avayevvnolakod
Ka2Mtéxvn £xel og npdtuno, 6x1 yla va

tov pipnBel, dnwg Ynbupiouy kdmoior
pepyipoipor Louvhdpndeg, aikd yatl

Bprike oto ¢pyo tou pa ondvia 1opporia
OTOIXEI®V, H1a TV TV Ipaypdtey ouvleon,
yia va BupnBoulpe tov Apiototéin mou tov
o8nyoutoe va uniepPel  Sidonaon tov
TEXVOV TIOU OUVTEAEOTNKE KATIOTE 0TV
Evponn kai va anoneipabel, dnwg

o Wilson to emxelpnoe ouxvd pe e&alola
anoteléopata, pia véa ouvBeon g 6Peng,

ToU péloug, e pIpNoE®G TPA&ems, g

6pXNong Kal pEo® £1KA0TUK®V oUPROIov
tou noug kai g S1dvoiag v avlpenivev
evepyelov. Auto to amonelpdfnke n 6mepa
Kal avt va avayevvnoel tov tpayikod oyo,
yévvnoe éva uPpiSio mov e&edixtnke oe
autévopo ave&dptnto £18§0¢ TéXVNG.

To anonelpdOnke kai to KAAOIKG priaiéto,
pévo nou n andéluth Poppallcukn Tou
otloTuKn KeSIKoonon to petanoinos
oe Bavpaotd kGopo MUkveY onpelov
agaipeong.

To anonelpdOnke xai to xopbdSpapa and
v enoxn ¢ Duncan, tou Kreutzberg,
¢ Wigman ka1 BéPaia g Graham ka1
tou Robbins ka1 téowv dddwv. Ze epdg
€8m0, Kdt® and ta peydia pntpikd @repd
g Koulag Ipdroika exkordpOnkav o1
npotdoeig g Pailotg Mdvou, tng Zouloug
Niko2o08n ka1 and Toug vemTePoOUg n
nahdtepn oe Sidpkela npoondBeia tou
ouykpotpatog «Poég» g Zrupdrov.

H 811 pag yevid yalouxnfnke pe to
xopdSpapa g Mdvou nou evénvevoe
OOUITEG Y1a TO OUYKPOTNPA TG OTOV
XatQi8dxi, tov OeoSwpdkn, tov Avtwviou,
tov Porta, tov Toaykdpn, tov Koupouno,
MK Kal N XapIoPaTKh Ipoo®mKOTnTa

g Ni1ko2oudn pe ta «Xopikd» g 6nmg
ka1 n Mdvou cuvepydotkayv pe £1kaoukoug
6ne¢ o Ikikag, o Baoikelou, o Maupoidng,
0 Mépalng aldd kar o ZrnafBdpng ka1 BéPaia
o Ndvvng Toapolxng pia peyarogung
noluonpavtn napovoia mov ouvSvade
(wypagikn, to B¢atpo,  raikn €1Kovo-
ypagia Kai tov muKvo mapolpiakd otoxacpo.
Ané to epyaotipt tou Mdpain, tou
Toapouxn, g Nikoioudn ka1 tav Alpa tou
[Mixiovn ka1 tou Kevotavuvidn katdyetal o
[Manaiowdvvou kai to nelpapa, avtévopa kai
ave€dpnta, anmeog o¢ nvevpatko ddinpa

dpid2ag, tou Wilson emxeipei.
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H enavainyn g Mriderag énerta and 8éxa
névte xpovia, vopilw neg ogeiletal oe §vo
e&loou epebioukolg 20YouG: va pvnpeiooet,
va npoodwoel pubikn Sidotaon Sidpkelag
Ka1 ovolag o’ €va £€pyo 1ou eppaveg Sev
vnékupe oty tp1pn me podag, g ouyKu-
plag ka1 ¢ aiofnukng emkaipdntag
alld evéxel mupnva povtepvikng avbevuac.
Enfong yia va enava@épel tov kalrexvn
[Manaiodvvou oty Tpox1d piag téxvng av-
ompng mou dilote £neloe Kkal tdpa&e toug
HaviakoUg Kal Toug PUNPEVOUG Kal twpd,
XdpIG Kal ot Snpo@iiia Tou epnvevo,
priopovoe va Soxkipdoel va tapd&er kal dida
Jpvddovta xal eB1o0péva oe £10po€g updtov
vepd yla va pnv 1 Poupko.

Kai o INanaiodvvou nétuxe kai ota
800 autd npooSokwpeva. H Mnided tou
anoSeixtnke 6x1 amo¢ avlextikn otov
XxpOvo addd peldlovoa, pia Npooexng min-
pogopia, éva povtedo Bedpatog mou avolyel
POYRES oty TEXVR Tou Xopobedtpou kal
npoetopdlel, av vndp&ouv guaiobntol
Séxteg, pav didn olotpndatn epnelpia otov
péxdovta xpovo. Na to no opd; Kavelg ma
Sev pmopel va eivar abwog and *dw xai népa,
Kavelg anapdokeuog, Kavelg avunoyiaotog
Ka1 Kavelg «e&unvdkiagy. [ave ta naocaleip-
Hata Kal o XopeutukoE paivtavog, o
ylakavt{i HovTEPVIOPOE Kal ta HETapovTEpVa

KapaykioQihikia.

O Tlanaieavvou agnyndnke tov pubo
e aiwviag Mndelag nou Sev elval apa
n 10topia kdBe npoSopévng yuvaikag nmov
otav eportetetal mapadider oto yapniio
Buolaomipio ta navta, odpka Kai nvevpa yr’
autd otav npodobel Sev éxer aido démdo and

 petatporn tou Buolaotpiou oe opayelo,

87

61ovu n 181a tedetoupyel Tavtdxpova mg
6Utng ka1 Hopa.

O tpoénog novu o [anaiwdvvou oty
ap10TOUPYNPATKNA OKNVA HE TG KAPEKLES
€IKOVONOIE] KAl 0TXOUPYEL OITUKA TV
katdBinpn xai m paviokatdfinpn g
npodopevng Mndelag, amodeikviel og
n naiSoktovia efval pia emotpoPn, £vag
£HETOC TOU av8pIKOU ONEPRATog, pua
anépprn, pia éxtpwon, pia ££odog and
m BUpa tou e@radtn and to nPoSopévo
6velpo xal my PeuSaiobnon tng tdxa Kowvng
andlavong g nSovIKNg Kopupmwong.

H MnSeia tou I[anaiowdvvou énwg yépoe
oV X@po and ta Koppdua tou Aymnprtou
Tou adedpou g onalovtag tov Aopo pe
™ yevid g yia va yeutel kai va napadoBel
otov £pwta, £tol Koppauddel ta naidid g
euvouxiCovtag oupfolikd tov mpoddn tou
¢pwta. Autog o Mubog, €tol, pag agopd,
pag ovvtapddel kai pag agnvel oe Siapkn
EKKpepOTNTA.

Zkomndg pou o’ avty Tt B¢on Sev elval
va Kave kpruxn. Addor e181kof Ha piinoouy,
Kal piknoav, yia t oKnvikn npaypdtoon,
Ttoug ouvepydteg tou [anaiwdvvou, to
ROUOIKO nep1BAAlov Kal To KaAAITEXVIKO
OUYKEKPIPEVO anoteéleopa.

Eyo pild yia €vav ovpnatpiom nou
He upd, pe oéPetal, pe ayandel Kkai pou
HPOOGEPETAl PUXN TE Kal OOPATL, HE TO
anépavto talavto Tou Kai  yevvaiddmpn
povoa tou kal pe petaPdlder oe guaiobnto
S€xn KPUPOV PNVUPAT®Y Kal arodextn
amov Kkai y1’ autd BepelioSov 18eov
evdedupévmv pe t pntopikn tou pubou, v
ne1fo g 2oyikng, my neiva e embupiag
ka1 mv kojupm6pa g fadide, ovrdoyikng
pvipng. H téxvn tou anaimavvou eivai,

onw¢ Ba ’reye o Exitng, Akavtn Bdrog.




e npéogatn ouvevteuén, o Anpnitpng
IManaiodvvou €eye nwg Sev £xel tnote
Ka1voUpyl10 va IIEl y1a Ty 10Ttoplia Kat, dpa,
auto 1ou tov anaoxolel elval nwg o1 Aoelg
g agnynong Ba eivar 600 capeotepeg
yivetal. Aev elval 6pwg €tor akpifog. Natd
0 TPOIIOG IOV G H1a 10Topla €lval o NOg
v avulapfdveoal Kal oG t peta@palelq
a@nyoUpEVoG, MOote va Se1 K1 0 dXAog v
ovoia ou PAéneig eov. H agpnynon eivar
n 10topia. H pdppa eivar to nepiexdpevo.
Alhwg ota S ikaompia Oa kakovvtav povo
évag paptupag oe kdbe Sikn kai petd tov
Evupimidn kavévag diog Sev a xperialdtav
va avefdoel Mndeia.

Kabwg 10 pwg evarhaoodtayv pe to
0KO0Tad1 0To £0MTEPIKO Totio e Mndelag
Kal n adapaot @puon g ypuriile ota
T€00epa, Ve (EUYAPMVE APXEYOVA JIE TOV
Idoova Sinda oto Siapeliopévo koppi Tou
adep@ov g, dtav To Tapakouvnua tou

, . , , )
aidoiou tng pikpng [havkng €p1&e ar’ to
KePAM G To OTEPpa, £voom n mpodopevn
Mndeia, vorm and ovvaiodnpa, nepvovoe
ané v dpvnon owmv BAfpn k1 and Ke1 oto
Bupo, dtav ouvétppe ta anopevdapla tou
«padi» Toug KAl anoxmpnog vekpotepn ar’
autody, Sev emmbnke amog pia 10topia.
'‘Oneg akpifog kal yia toug apxaioug, n
10t0pia Sev eixe kal toon onpaoia. E€ou
Kai to dppa tou Evpimidn nepigpepdtav
oty ndln yla va akouoel 0 KOOROG akp1pmg
1 Oa oupPel enl oknvng, k1 av O¢Ael va nael
oto Béatpo va Se1. EEol ka1 n MHAEIA?,
og p1a otevada PaoclAIKng oKNvNg, pag A€l

0LOKANpN TNV 10T0pia 0TO MPATO TPIRENTO.

Avuto nou nder kaveiq va Se1 oto O¢atpo
Sev elval pia 10topia. Eivar {own népa and
v em@avela g kabnpepivig {ong kat
katdfaba owmv ovoia g. ‘Onwg n Mideia

o ; .
tou Eupimidn, €to1 k1 avt tov [Nanaiodvvou
npoxepd oav 08ovtokpepa: medelq to
0®ANVAPIo K1 n KABE oUYpN OIPOXVEL,
OpYaviKd Kal avarmo@eUKTa, y nOpevn
. ;o ,
va Byer. ‘Onog ka1 ot {wn, 600 K1 av PEVD
; / L /
exBappPn, 600 K1 av yehdw n avapplyo
R’ autd nou (e, omy npaypaukomta EEpm
1 Oa ylver napaxkdte. Eneidn to napaxkdte
HPOKUITtel Ao évav oufapod e1ppo ka
ouvaloOnpaukn 20yIKn CUpQ®VA e Toug
VOROUG TG (puong. Aev elval To 0aomevg
ou pou kOfel tv avdoa.
Auto 1ou €kave va pnv akouotel oute £va
, / / ,
1000 Sa Pnxaiaxi oy katapeotn aibovoa
g [Melpaing ntav kdu dlo: n Swpikn
OIKOVOpia TG APHOVIKNG £VRoNng Tou £0m
, . ; ,
pe to £€w. O1 kabeteg topeg oy 10t0pla,
610U o BaBog piag poévo ouypng propel va
Siepeuvatal e’ anelpov (pe dida Aoyia, autd
nou otov Eupiién avalapBaver o Xopog),
npoxepovoav aykaiiaotd pe v opi{ovua
pon, Snkadn ta yeyovota. Ki o1 otpopiiiopol
TOU ayKaiiaotou Toug Xopou Ntav tooo
/ / , .
Kald petpnpevol — pubpika, pewdixa,
Sopikd — nov timota Sev Ba propovoe va
Jeimer. H aprom Spapaukn oikovopia kai to
pakpid ano kdfe gpluapia n eVunmOIAopo
avBpomvo pétpo, anedeuBEpmoe eppNVeVTEG
ka1 Beatéq. Eida ot ainbeia toug avBpomoug
el oKNvNG pe ta S6vua toug KapPopeéva oto
Yntod, o€ Katdotaon mnpoug mapovoiag avda

/ . / /
naoa otuypn, eaeubepoug va vrrap&ouv
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povadika péoa ota oupPolikd toug maiola.
Kar aio8avBnka toug Beatég, k1 epéva
avapeod Toug, unap&lard avakoUPIGPEVOUG,
YPAI@PEVOUG amnd To OTOPAX! JeE OKOVIA
vonpatog, ainfelag xai evog Sie1oduuka
eupuotg S1akbéyou pe v oknvh. H MHAEIA?
pe xperalotav va my Siapdow, Sev
€KTUAI000TAV EPNPNY POV, K1 0 S1r12avog pou
m S1dPace Ayo alhiwuka and péva. Aiou
auto nou emtevbnke ntav {OVTavo, dypurvo
Kal ataneiveto and ¢mvn e§unvada n
Opop@n cukolia.

Anod ta KooToUpIa MG T HOUOIKA, artd TOV
‘Apn ZepPetaln, m Evayyeria Pavtov kai
tov [dvvn Niko2aidn og tov kabe wpaio
vautn, anod ug TOapOUXIKES EIKOVEG OC TG
POK oTypeg, and v kabapn olwnn o¢ ug
expn&eig, ta navta ntav ot Héon toug,
oy Mpa Toug Kai otov avlo toug.

Ti wpaia!
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O Anpntpng anaiwdvvou, avtbeta
HE TOUG IEPL00GTEPOUG TalavToUXoug,
Tele10101€] TO TAAEVTO TOU pe oKAnpn
Souvleid. Ene€epydletar empova to Bépa
TOU PEXP1 va NApPEL IKAavoIIoINTKN pop@n.
K1 av 8a to Eavanapouvoldoel oto pérdov,
1o enefepyadetal mail, KATE Ao VEEG
epnelpieg. To puouko tou ekgppaletar pe
Rovo tpeig 2e€erg. «Aovderd» — «Souvderdy
— «Souderar. .. Eival texvig tou Oeapatoc.
Avalntd  ca@nvela e EKQpaong, PEXpL
va aioBavBel t ouykivnon va nnydlel
a6 avty. Tnv vdver oto Peroudivo
HePItUAlypa g arofnuxkng opopeidg
Kal Ty npoogepel. [...]

H 10t0pia enavarapfavetar, 6x1 Opeog
o INanaiewavvou. Kar pétog, oto Peoupal
ABnvav, [n MHAEIA] éprace owmv mhéov

, ,

apeyadiaotn popen g.

Efvai dviog aprotovpynpa n MHAEIA,

Maxlov aprotovpynpa ntav Kai n npen,

n pn VPEREEVN OTo TETPAY®VO, TI0U e18ape

1o 1993. AdAd ene1dn népacav mokdd xpdvia,
eAdx10ta npdypata elXape Kpatoel ot
pvapn pag [...].

Ané npox0¢g Bupdpar, BéPaia, modv
neprooodtepa. Kai ta oké@ropar ouvéxela.
Tonteupévn (u vnépoxo midopa n Evayyedia
Pdvtou nou naier v Mndeia) kar vniep-
neavn o¢ EAnviSa (n napdotaon 6a nder
neprodela oto e§wtepikd). Addd kal
npofinpauopévn. [...]

Tooo doyn, TG00 wpaia nov katavdel EEvn.
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TO IXEAIO EINAI AIO TO
OTIAXTHKE SE MEPIBAAAO
FIA THN TAPATTAZH ATIO TON

"Hxog o€ npaypauko6 xpovo and 6ta ndve otn oknvn.

Mia og1pd pIKpoP@OVEOV enagng tonofetmpéva 0To VITOOKNVIO HETAPEPOUV

TOV NXNUKO HAApo TV Pnpdtey ndve otn OKNvN G€ £vav UHOAOY10TH 10U
TPEXEL £va AOYIopIKO €181KA 0Xe81a0pévo yia v rnapdotaon, To Omolo pe
v og1pd tou avudpdel 0Toug naipovs autoug napdyovtag Nxo.

"Etor 1aTa ano To 600 HE TIC KapeKieg te Mndelac mapdyouy
bl

(Yuxoloyikouc) Bopufoug amdiuta oUYXPOVIOPEVOUG PE TV KIVION.

To Xoy10HIKO €lval 0Xe51a0pEVO va EPIEPIEXEL £VA MOOOOTO TUXAIOTNTAG.
Aev enavalapPavovtar akpifog o1 id101 nxol oe kabe napaotaon, ONEG

inmrtn eival n kAfe pépa napdotaong yia toug EPPNVEUTEG.




BIOIPADIKA

NIKOZ AAEZIOY

Tevvifnke oto PéBupvo to 1960.
YnouSaoe omv AkaSnpia Kakov
Texvov e Bié¢vvng ka1 otnv
Aveotam XZxoin Kalov Texvev tg
ABnvag. Ao to 1983 napouvoidder
£pya TOU O€ ATOPIKEG KAl OPadIKEG
ex0éoe1¢ otnv EAAdSa ka1 oto
e€otepiko. To 2007 exmpooomoe
v EX2d8a omv 52" Mmevdle

/

Bevetag. Zuvepydotnke pe tov

Anprrtpn IManaioavvou yia npot

popa to 1990.

AAEKOZ IANNAPOX
[evvnBnke oy [edomdvvnoo to
1964. Zmoudaoce Kivnpatoypdgpo oto

utexvelo tou Leeds. EpydZetar

¢ pwroypapiag. ‘Exel

kepSioel tpia BpaPela Pouopoy
ota Ocatpikd Bpafeia Koot tou
ABnvopapatog (2000, 2003, 2008).
To 2007 €xaPe Tipnukn Aidkpion
DPoroypagiag oto 30° Peoufar
EXnvikeov Taiviov Mikpot Mnkoug
Apdpag. Xuvepyaletar pe tov

Anpnitpn Tanaiedavvou amd to 1995.

NEKTAPIOXZ AIONYZATOZ
TevviOnke omv ABnva to 1971,
Znoudaoe yiurrukn otn Lxokn
Kalov Te
(wypa@ikn otnv Avertatn Xx
Kalov T

Aoxoleftal pe v {oypa@ikn

, ,
oV e Tnvou kai
xveov tc AOnvacg.

Aurrukn yia to O€atpo.
€ pe tov Anpntpn
[Manaimdvvou kai tov Ayyeho Mévin
¢ yaorng oug Tedetég 'Evapéng
ka1 An&ng twv Olupmareov Ayovev

AOGHNA 2004, xa1 oto 2 to 2006.




NIKOZ APATQONAZ

TevvnOnke omv ABnva to 1965.
Anédgortog g K.Z.0.T. Exe1
ouvepyaotel petadl allov pe ug
opadeq «Avaliay, «14" Mepa», «Ad
Lib», «XpovoB¢atpox, to EBviko
®¢atpo kai ug xopoypdpoug Baow
Mnapunovon, Natdoeoa Zouka,
Anootoiia [Manadapdxn kai [Tépoa
Ytapatonovdov. ‘Hrav pévipo pedog
g Opadag ESdgoug. Zuvepydletal
pe tov Anpntpn [Nanaiodvvou and
1o 1988. Zuppeteixe og fonbog
xopoypagog ot Teketéq 'Evap&ng
ka1 Anéng tov Olupmakev Ayove
AOHNA 2004. A6 to 2005 aokel

MIXAAHZ EANIAO®OPOY

TevvnOnke omv ABnva to 1981.
Anoégortog tou T.E.O.ALA. Zeppov
(A.T1.0.) ka1 g Avotepng
Enayyeipaukng Zxoing Xopou g
Pa2loug Mavou. Tedei6¢ortog tou
PeTamruxiakoy mpoypdppatog oty
Emotpn tou Xopot (M.Sc. Dance
Science) tou [avemompuiou tou
Wolverhampton. Iliotonompévog
kaOnynmg ané toug Opyaviopoig
A.FA.A. xa1 LS. T.D. Aibdokel

somatic release, pilates ka1

Gyrotonic®.

COTI K.

O Kovrtavtvoc Aoukac PordavSocg
Kupidxog yevvnbnke oto Midavo

10 1966. Ivoototepog we Coti K.,
€lval avapelypevog oty NAEKTPOVIKI
HOUOIKN OKNvI an6 ta PEca e
Sexaetiag tou "80 w¢ povoikog,
pnxavikog nxou, installation artist
ka1 S10koypaikog mapaymyog. ‘Exel
ypdyer povoikn kar oxeS1doel Axo
y1a to B€atpo, tov Kivnpa ¢o,
v tledpaon, yia xopobéatpo xai
installations. Meta&l didov €xel
ouvepyaotel pe toug Tuxedomoon,
Ztépeo NopBa, Raining Pleasure,
Nixo Beiowtn, Mixain Aékta, lidvvn
Ayyeldka, Evan Parker, Blaine
Reininger, K.BHTA, Ilios.

NIKOZ KAAOTEPAKHZ

Tevvnfnke oty Abnva to 1972.
Andgortog g K.Z.0.T. Exe1
ouvepyaotel pe moAleq eAAnVIKEG
opadeg kal €xe1 XopePeL oty
EX2ada ka1 oto e€otepikd. Ao o
2005 &18doker 0Uyxpovo xopd oy
Kpauxkn Zxoin Opxnoukng Téxvng.
Yuvepyaletal pe tov Anpritpn
IManaiodvvou and to 1998.

TAZOZ KAPAXAAIOZ

TevvnOnke omv Abnva to 1978.
Anogoitoe pe dpiota ané mv
K.2.0.T. ka1 an6 toT.E.®.A.A.

tou [lavemotpiov Oeooaiiag.
Meta&l ailwv €xe1 ouvepyaotel pe
tov Jan Fabre («Troubleyn»), tv
Anootoia IManadapdkn, v Mapia

103

Topyia, tov Avtovn @woviaddkn,
,

tov Niopyo Zaxivn. To kakokaip: tou
2005 ouppeteixe oto npoOypappa
«dance WEB» tou ImPulsTanz
Festival otn Biévvn g vniotpopog
tou I8pupatog Qvaon. Tapdiinia
EKIIOVE] PETAITTUXIAKEG OMOUSEQ

pe Bépa «xivnukn kar Snpioupyikn
RAOnon». Zuvepydotke pe Tov
Anpritpn Tanaiodvvou yia mpotn
popa to 2006, oto 2.

KONITANTINOZ KAPBOYNIAPHZ
TevvnBnke oty Abnva to 1975.
Anogoitoe and v Avetepn Zxon
Apapauxng Texvng tou Q8eiov
ABnvev. Zuvepydotnke pe tov
Anpritpn Tanaiodvvou yia npotn

popda 1o 2006, oto 2.

KOITAL KEQAAAL

TevvnOnke omv ABrva to 1968.
Znovdace puoikn oty Abnva kai
xivnpatoypdgo omyv Afnva kai m
YtokxOdpn. Ao to 1994 aoxoleltal
HE TV Iapaymyn KIVipatoypaprkev
TaIVI®V Kal OeatpikOV 1apactdoeemv.
Ané to 2005 S18aokel to pabnpa
g [Mapaywyng Kivnpatoypdgou
oto Apiototéiero [Tavemompio g
Beooadovikng. Epydowmke y1a ug
Tedetég 'Evapéng ka1 Aténg twv
Odvpmakov Ayovov AOGHNA 2004
¢ A1evBuvig IMapaywyne Video.
Yuvepydotke pe tov Anpitpn
IManaiwdvvou yia npot gopd

o 2006, oto 2.




®0IBOX-60MAZ KYPIAKOY

[evviOnke omv ABriva to 1985. Eival tedei6@ortog
tou Tpnpatog lotopiag kar Apxaloloyiag tou
[Tavemompiou Kpiitng ka1 onou8ader xopo.

KATEPINA AIONTOY

[evvnOnke ota Ndvveva to 1986. Elvar andgortog
g K.Z.0.T. Exe1 xopéer otnv E22d8a ka1 oto
e&wtepiko pe v «Hellenic Dance Company».

O0ANPHZI MIXOMOYAOZ

[evvnOnke otnv [Medondvvnoo to 1978, ZnouSaoe
KIvnpatoypdgo kal tiedpaon oto LLE.K. AKMH.
Ané to 2000 epyaletar wg fonbog SievBuvn
poToypapiag otov Kivnpatoypdgo kai oto Héatpo.

AAEIANAPOZ MOAAAMMNANHZI

Tevvnnke omv ABnva o 1964. XnovSaoce oto
Aovdivo. Zuvepydomke pe yvootoug Eddnveg
rartexveg. Zxedlaoe ka1 empeinOnke to hair
styling oug Tedetéq ‘Evap&ng ka1 An&ng tov
Odupmakev Aywvev AOHNA 2004 kai oto 2 tou
Anpntpn Ta vou.

TIANNHZ NIKOAAIAHZ
[evvnOnke omv Nikaia to 1977. Andgortog
g K.Z.0.T. 'Exe1 ouvepyaotel pe ug opddeg

, , , .
x0pou «Beatpokivnony, «Alpeoicy, «XOPEUTEDY,

«griffon», «Znita», «Opdda Zoyxpovou Xopou

[Tépoag Zrapatonoviovy, «[Ipdoxnpax», «Adbog
Kivnony, «Oxtdvay. Zuvepydotnke pe tov Anpntpn
[Manaiedvvou yia npeom gopd to 2006, oto 2.

ATNH MANAAEAH-POXIETOY

[evvnOnke omv ABnva to 1982. Eexkivnoe xopod

ka1 ovotpa «Orffy oy oxoln g [Modu&vng
Martev. Eivar andégortog g K.Z.0O.T. ka1
teder6gortog tou Tpnpatog Oeatpikov ZnouvSmv
g Prroco@ikng Lxoing ABnvev. ‘Exer ouvepyaotel
e toug xopoypagoug Charles Linehan, Anootoia
Iama8apdkn, Nadi Malengreaux, Cie Embuscade,
Andrea Crews, Joanne Leighton, tov elkacuxé
Kendell Geers kabwog ka1 pe tov oknvofém Jeroen

- ,
Bogaert yia tv pikpou pnkoug taivia Cocoon.







©O0IBOX MAMAAOMNOYAOZ
TevvnOnke oty Abnva to
1980. Aoxoleltal epnelpIka Kal
€PACITEXVIKA € TA €1IKAOTKA.
Suvepydomke pe tov Anpritpn
[Nanaiodvvou y1a mpom @popd
0 2006, oto 2.

AHMHTPHE NMAMAIQANNOY
[evvnOnke to 1964 otnv ABnva.

Mabntevoe xovtd otov [dvvn

Toapouxn. Epyaoke og {oypdpog,

performer, Snmoupy6c comics,

X0pOoypA¢og, oknvodeng.
Anpiovpynoe mv Opdda ESagoug
Kal OAEC TG IApay®yeg g.
>uvéhaBe kar oknvofétnoe g

Tedetég 'Evapéng ka1 Anéng tov

Odvpmakev Ayovev AOHNA 2004.

To 2006 Snpiovpynoe to €pyo 2.

TINA MANANIKOAAOY
TevvnOnke ota Ndvveva to
1966. Znoudaoe xopd otnv
EX2a8a, t NéaYopxkn kai to
AovSivo. 'Exel ouvepyaotel
peta&t dlidov pe v «Avdiay,
tov «Knnoy, tv «Oxtdvay,
1o EOvik6é Oéatpo, v Opdda
Xopot g Baowg Mnapriovon.
'Hrav pévipo péhog g Opadag
ESagoug. Zuvepydletar pe tov
Anpntpn INanaiedvvou and
1o 1988. Bon06¢ oknvoOétn
kat ArevBuvepia [Mapayeoyng
Anpioupyikot oug Tedeteg
"Evap&ng ka1 An&ng tov
Olvpmarev Ayovev AOHNA 2004,







BANOX MAMAZITEPTrIOY

TevvnOnke ot Adpioa to 1985.
Eivai teherdgortog g latpikng
>xoing tou EOvikol ka1
Kano&iotpiakou [Tavemotpiou
ABnvev. Auti elval n npoT Tou
Souldeld wg evSupatoldyog kat

art director yia to 6¢atpo.

EYATTEAIA PANTOY

[evvnOnke omv Képkup

1977. Elvar an6¢ortog g
K.Z.0.T. Exe1 ouvepyaotel pe
TG opadeg ol «sinequanony,
«X-it dancetheatre», «Noema

danceworks», «AdBog Kivnony,

«Griffony, «Yelp», «11» ka1

«Quasi Stellar», xai pe v EBvikn
Avpikn Zxnvn. Xuppeteixe

¢ PonBdg xopoypagog oug
Tedetéq 'Evap&ng ka1 An&ng tov
Oupmakov Ayovev AOHNA
2004.

oe Oeatpikég mapaotdoelg, Kal

€1 empeinBel v xivnon

’

ouppeteixe oy tarvia Kivérra

tou lopyou AdvBipou (2005).

BAZIAEIA POZANA
TevvnBOnke ot Aifaderd to 1972.
Ynoudaoe oto Tpnpa O1kovopik®y
Emompov tou [Tavemotnpiou
ABnvev. ITapakokotBnoe pabnpata
VHOKPIuKNG, opfogmviag kai
1¢ oto «Studio

ou Akn Aafn».
AOC KAl OUVTO

n¢ «PROSPEC

napayoyn 0eatpikdv Kal pOUoIKOV

apaymyng

Spopevovy. Luppeteixe oe
napaotdoelg Ooneg: Amoondouara
Barthes 11, Please Kill Me, Disco
Pigs, Apartment Welcome Paranoia,
Bad Hotel. Zuvéxioe T1¢ ortoudeg
g oto Tunpa Evupatoloyi
tou K.E.N.E. Ka2110¢ag.
Yuvepyaletar pe to O.M.M.A.|
wE 1K6 Peoufdl, etapeieg

VI1G KIVIPATOYPAPIKOV
Kal $1a@pnpIoUKEV TaIvi®yV, Kal
nep1081KA podag.

APHI XEPBETAAHX

TevviOnke otnv ABnva to 1976.
Andgortog tg Apapauking Lxoing
tou Atopndn Pwuadn (1998). Anod
1o 1997 ouppetdoxel oe Oeatpikeg
napaotdoeig: opdda «Kivnmpac»
ka1 «Opada O¢apax. Exel emiong
SoulkéPel oty T

KIVApPATOY

YuvepydotKe pe To

IManaiodvvou yia npot gopd

o0 2006, oto 2.

BAITEAHZ TEAQONHZ

TevvnOnke omv Kpn tov Avyouoto

tou 1985. "Exe1 tpeig adedpég kai o1
apnog ka1 lopnvn,

épva omv lepdnetpa.




LYMEQN TZAKIPHX

TevvnOnke oy Ogooalovikn to
1976. Eivar anogortog tou Tpnpatog
Anpootoypagiac kar M.M.E.

tou A.I1.®. ka1 mg Apapauxnig
Zxolg tou K.©.B.E. Epydomke wg
Snpooioypdgog, nfomoidg, xopeuuiq

ka1 performer. Zuvepydotnke pie tov

Anpritpn [Nanaiodvvou yia npotn

popa to 2006, oto 2.

INANNA TZEAENTA

TevvnOnke oty ABnva to 1979.
Ynoudaoe enayyelpaukd pakiylad
ka1 onéotak eé oto LE.K. VITA.
Mabntevoe xovtd otov Ayyero
M

[apay®yng KIVNpatoypaglk®y Kal

Xuvepyaletal pe etaipeieg

Siapnpoukev tavimy, neprodikd
pé8ag, xabwg kar S 1dpopoug
KaANTEXVEG. LUVEPYAOTIKE Y1a
p@ Popd pe tov Anpitpn
[Manaiodvvou omv Sonnambula
(w¢ PonBSG tou Ayyerou Me

ALTIN HUTA

TevvnOnke ota Tipava to 1972.
Anogortog g Akadnpiag Xopou
Tipavwv (1990) ka1 e K.X.O.T.
(1998). 'Exe1 2dPer pépog oe
napaotdoelg e EOvikng Avpiknig
>xnvng kai tou E@vikou Oedrpou.
Meta&l dddwv éxel ouvepyaotel

pe ta «Xopikd» g Zouloug
Niko2o08n, tnv OpdSa Ziyxpovou
Xopou tou Xdapn Mavtagoivn kai
v opdda «Alpeoicy. Zuppeteixe
¢ PonBog xopoypdagpog oug
Tedetég 'Evapéng ka1 Anéng tov
Olvpmakov Ayovov AGHNA 2004.
Suvepydomke pe tov Anpritpn
[Nanaiodvvou yia mpeom @opd

o 2006, oto 2.




APIZTOYME

Euyevia ApxaBAn

>< Apyn BaothonoUAou
lewpyia Boudépn
KAnpevrivn BouveAdkn
Anpntpn Maka
Kopiva MkoBdoTtn
AAEEavdpo Aldko
[tavvn Zapyavn
NikoAa Kazazgn
Z1éMo Kappiton
Avaotacia Kapoepa
Tplavta@uAho Kaotavraovn
MeAéTn KoponouAn
Avt@vio KoukouBE
MNawpyo Koupevtakn
EAeuBepia Aayouddakn
Z1éNo Aapnadaplo
ANEEavOpo Aékka
Mapia Meta€akn
Maxpout Mnapepvi
Ahe€avdpo Niayko
®oiBo MavreAidn
AnpnTtpn Manadarto
Taoo MNanatwavvou
ANe€ Mepavn

Mwpyo Zapo

Apo6oo ZKkwTn
Mapéva ZtaguAidou
Avopéa Ixowa

Apn Xxowvoxwpitn
AyyeAikn TooukaAd
[pnyopn XaBiapa

Apn XploTo@eAAn
René Habermacher
Wella Hellas

=

AKOYI'ONTAI

Anoondopata ano TG ONEPEG
Tou Vincenzo Bellini:

‘La Straniera’ (1829)

‘Norma’ (1831)

‘Beatrice di Tenda’ (1833)

‘| Capuleti e i Montecchi’ (1830)
‘Il Pirata’ (1827)

‘| Puritani’ (1835)

‘La Sonnambula’ (1831)

‘Zaira’ (1829)




NAPATOIH

EAAHNIKH
OEAMATON

ZKOYDA 77, 106 80 ABHNA

THA.: 210 36 40 813, FAX: 210 36 40 783
INFO@ELLTHEA.GR
WWW.ELLTHEA.GR

KAAAITEXNIKH XYMBOYAOX +
YMNEYBYNH MPOrPAMMATIZIMOY
MAAAAL

PAAAOY BOTIATZH

HAEKTPOAOTOZ BEATPOY
KOXTAY ZTPATHI

HXOAHNTEX
KOXTAZ MIXOMOYAOX

AIEYBYNZH MPOBOAHZ + MAPIOZ KAAAEPTHZ

EMIKOINQNIAZ

APTYPQ MMOZONH OAHTOZ TKHNHX
MAPIA TPAMWA

YNEYBYNH MARKETING,

XOPHTION + EMIKOINQNIAL YNEYBYNOX

AYTOMATIZMON ZKHNHZ
MIXAHA BAIAANHZ

EAINA AAZAPIAOY

YNEYBYNH MARKETING +
AIAOHMIZHE
ANNETA BAZIAEIAAQY

MHXANIKOX ZKHNHZ
ZMNYPOZ KAEOTOIANNHZ

XEIPIZTHZ KONZOAAL ©OTIZMOY
XPHITOX TZIOFKAX

TEXNIKH AIEYBYNIH
KONZTANTINOS BAIAANHZ

YMEYBYNOZ CONTROL ROOM
AHMOX MNAZOTHZ

YMNEYBYNOX HAEKTPOAOIOX
MIXAAHZ MOYNTOYAHZ

XEIPIXTEX CONTROL ROOM
KONZTANTINOZ KAPAOTAANHI
AHMHTPHZ AIAKOX

ZTAMATHX TZOYTZOZ

YNEYBYNEX BEATPOY
TZEAA ZOYAIA
AOPOAITH ANTQONIAAQY

YMEYBYNH XQPQON KOINOY

MAPIA MAKAPQNH ZYNTHPHTHX BEATPOY

MAKHZ TXATKAPATOX
TAMIEX

KATEPINA TIAKANIKA
XPIZTINA MIMAAA
ZTAYPOYAA KAPEKOY

THAEOQONIKO KENTPO
BAZXIAIKH LTABIA
MAPIA EYBYMIOMOYAQY

JSladdas

OMAAA TAZIBEZIAL
BAZIAIKH AAEZOMOYAQY
KONZTANTINOZ APNOKOYPOZ
PANIA BAZEBANIAH
ATTEAIKH AAAATTEAH
OAYMTTIA EXZAPXOY

AQPA ZOYMMNA

NIKH 80MOMNOYAQY
ATTEAIKH KAAAIANTEPH
MANOZX KAMEPQONHZ
MAPIA-IDANNA KAPABA
EAENH KATIAPOY
BAZIAEIOZ KIOTZEKOIAQY
FOPrOx KONTOX
KAAAIOMH KOYTZOY
ANAPEAZ AAMMNIPHZ
XPHITOX AEKAAITHZ
BENETIA MAKAPQONH
XPHITOX MAKPHX
MANOYZOZ MANOAEZZOL
OPINTA MIZBOY
ANAPIANH MOYAAKAKH
EIPHNH OIKONOMOY
EATIAA ZTAIKOY

®0IBOX ZYMEONIAHZ
XAPAAAMMNOZ TZIAMHTAZ
LTEAIOZ ®ANOYPAKHZ

OMAAA YNOAOXHZ MAAAAL
LTEAAA KYPATZH
ANAZTAXIA AOYTNOY
NE®EAH MATZTPAAH
NIKOZ NMEPMNIPAKHZ

MEFAZ XOPHIOX

XOPHIOI ENIKOINONIAL

Public
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EYTEPO

BETTINA
RAF SIMONS

KOSMOS X1

g o QL ERT

%] Pobiomieopoon  © ssopog too Enevbor

EuxaptoToUpe noAu tnv eTatpia M.A.C yLa Tnv guyevikn
xopnyla Twv NpolovTwY Jaklyldz TnG NapacTaong.

EuxaplotoUpe noAu 1o katdotnpa BETTINA kat tnv
eratpia RAF SIMONS yia tnv euyevikn xopnyia Twv
unodnpAaTwy TNG NapaocTacng.






Anw KayyeAapn

Mia Mndea oe vepo

Av ka1 npokertar yia Opdda
«E&agoucy, o Anpntpng
[Manaiodvvou emléyel yia v
Mnibeia to otorxelo Ttou vepou...

Nnoi8eg puag Pubiopévng
nolrtelag eival ta tpanedia xal o1
KapérAeg tou oknvikoU. «To vepod
Kai ta 6velpar... Nepd kolpiopéva
Kal PelayXoMKd PE ameIANTKEQ
avtavyeleg' Bdlacoa-nioug twv
Apyovauvtwv: tou EXnondvtou
ka1 g Kaonlag, g pdyiooag kai
tou kaBappov* vepd-ydla pntpikod
¢ na1§oktovou: vepd Oniukd g
BdpPapng tou €pwta g eyyovng
tou Qxkeavou kal tou 'Hilou.

H v8duvn Mndeia g
Opddag ESagoug Sev anotelel
xopoBeatpikn exkdoxn g tpaymdiag
tou Eupimidn. Aev emxevipovetal
oy ekSiknon g npwidag, aiid
Eetuliyel To pito tou pubou tng:
and mv Apyovavukn ekotpateia
Kal ta payikd @idtpa omv Koaxida
ota €UTUXIOPEVa Xpovia oty
KopivBo, ka1 ané v mpodooia
ka1 nmdoktovia oty avainyn.

O x0poypdPpog avtlel Toug NPWEeQ
a6  puboloyla — o1 Tpeig Tou
epwuKkou Tprymvou, o 066 'Hog,
0 X0pOG TV Apyovaut®v — xai
npoobéter jia Sikn tou oAy,
Tov XKUA0, EUTUXEG £Upnpa Ox1
ROVOV oG 002 nn aldd ka1 wg
extédeon ano tov [pnyopn Aayo.
"H10¢ ka1 XkUAo¢ aroteAoUv 100G
¢ 8o dYelg g 181ag Bedrag:
0 €vag eival 0 wpaioq Anoliov
TOU P®TOC, TG HOUOIKNG, TG

vedTnTag Kai g Havukng, mov

6la hapPavouv xmpa KAt amd

TO AYpUIIVO PATl O, EVE O AAA0G,
MOTOG UINPENG—OKOTEIVO £VOTKTO
g pdylooag, Kivel ta xf6via vi-
pata g Spdong. Aut n Mndeia
0a npodobel np1v o KUV akuxtmoel
TPEIG POPEG. ..

O1 {wopopgeg (dnwg oy
aryurruakn puBoloyia) ava@opeg
eneKtelvovtal Kal ota diia mpo-
owna. Me @pdpepa-@tepd dypiou
KUKVOU 11 AeUKNG vuxtepiSag kai
oupd nayoviou napovoldletal
n Mné&eia. Tnv eagppdSa kai
mv aBwotta tou eha@io £xel
n [avkn. Ao tov k6opo tou
Toapovxn €2xouv v Oyn Toug
o ldcovag, o Be6¢ ' Hhog ka1 o1
Apyovaurteg.

[Mave and ta vepd, e1kdveg
ovelpou kal e@radtn S1ekS1KoUV
éva pepiSio ano ta oIKOUpEVIKA
apxetuna («Ax, opop@id...»).
BouB6 B¢atpo, xopde, povoikn,
EIKAOTKEG TEXVEC TIPOPdAlouy To
altpa e appovIKAG ouvinapéng.
O1 empdoeig eivar Snpiovpyika
agopoiwpeveg. O1 xopeutés
ouvSudlouv v agaipeon pe
péylotn evépyela kal Spapatiko-
wta. H povoikn ané g omnepeg
tou Bellini mpooBéter tov ik
g hupiopd, xwpi¢ va kaBodnyel
ta Prpata.

H Ayyelikn Zted2dtou — ke@alaio
g opddag ka1 tou xopobedtpou
ev yével — gppnvevel v Mndeia pe
POOWIO-TPayIkn pdoka: €va Boufd
nXelo KIVNOE®Y KAl E0WTEPIKMY

Ppovov, Suoolmvn kal Suoundotatn.

Me S1avyeia kar mukvotnta
Swliopévng kivnong, eppuxmvel
TO KOUOTOUHI TG Kal to kabiotd
avanodonaoto PEPOG TOU OWHATOG
G PE PUOTNPIAKEG XEIPOVOHIEG
H1aG OKOTEIVAG 1€PE1ag TOU £pwTa
otav opiyer pe tov ldoova.
[TpoSopévn, E&vn oe pia kapeékia
yia natpida, pdvn péoa oto nErayoq
¢ oupPopdg petovoimvel, Kabwg
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nox pidpdAodu o1 orr

petakivel Kal petakiveital ano
Kapékla o€ Kapekha, To OKNVIKO
avukelpevo oe minbog oupfoimv:
kOBopvog, natepitoa nn EAvo ndod
HI1AG AKP®NPIAoPEVIG TOU £pwa.

'Eva BouPo xUkvelo dopa, mou

ek@pAdel Ty Mo dypla EpeUKN
emBupia np1v and v ouvepiPn,
ayyl€ovtag v tpayikota.

Me 1o 81k Tou EeXxwP10TO
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oknviko6 extomopa, o [anaimdvvou
elvar évag ldowvag pe koB6pvoug-
kapdPia pe ekppaoukn SUvapn mouv
payvntidel, Kupiog oug ouypeg tou

£peta Kal g CUPPOPAG HEG OTO vePO.

Kar av n opop@id Sev yiveta
«artia Oavdtouy, 6w Ba nbeke o
Poe, xdBe €votaon anoSuvapwmvetar
autopdtewg xdpn ot {wvtdvia Kal
T QPeoKASa TOU £YXEIPNPATOC Kal

v tekerodnpikn mpoetopaoia tou.
lad o nodvtdlavtog Anpnitpng
[Nanaiodvvou kai o1 ouvepydteg
tou npooBétou  Sikn toug
xopoBeatpikn exkSoxn oto navBeov
TV OKNVIK®Y TPAYIKOV npoiSmv,
€xovtag a§lonomoel 6la ta puotkd
v piXtpev g Mndelag yia m
Snpiovpyla oxknvikng payeiag.



‘Epyo yia névre epunveuteg / AvaBeon tou MNMveupatikot Kévipou Tou Anpou ABnvaiwv / 60 Aenta

1993 7 /AN A AA-P 0V 27 MHAEIA

Ewkaotikn ZUMNnyn - ZknvoBeoia
- Xopoypagia - Kootoupta
Anpntpng Manaiwdavvou

ZKNViKa

Nikog AAe€iou

‘Hxot
MauAog ABoUpng

Makylag
Ayyelog Mévtng

BonBog ZknvoBeTn
Tiva MNanavikoAaou

BonB6g Xopoypagpog
Ayyehikn ZteAAaTou

H pouatkn Tng «Mndetag» (1993) eival koAaz
ano &L 6nepeg Tou Vincenzo Bellini.

To €pyo anéonaoce KpaTiko BpaBeio Xopou
«KaAutepng Xopoypagiag» (1994)

=

MnoeLa
AyyeAkn Z1eANGTOU

laowv

Anpntpng Manatlwavvou
YKUAOG

lpnyopng Aayog

[aukn
0 pdAog Tng Maukng dnptoupynBnke yia Tnv EAeva
TonaAidou- o1l avaBlwoelg eppnvelTNKE €niong ano

tnv Katepiva Manayewpyiou, Tnv EAeuBepia Aayoudakn,

KaL Tnv ZTaupoUAa Ziapou

‘HAlog

0 pdAog Tou ‘HAtou dnptoupynBnke yia Tov Mixain
NaApnavrn- oTig avaBlwoelg epunvelTnKe eniong
ano Tov ®wTn NikoAdou

ApyovauTeg

Mavvng MNanigg, Nikog Apaywvag, Avtwvng lopdavou,
Nikog Kaloyepakng, ®idinnog Adzapng, Mapyog
Marokapng, Ayyehog Méving, ®awTng NikoAdou, Taoog
Manatwavvou, MixdAng Manavrwvakng, ZtaupoUia
Ziapou, PwTng Znupog, Anpntpng Zwrnpiou, Ahpog
Totykdkog, Hamilton Monteiro

TO EPIO MAPOYZIALTHKE 52 ©®OPEX

Mveupatikd Kevipo Tou Anpou ABnvaiwvy,
EBviko B€atpo, Ynoupyeio MoAwiopou,

16pupa lwavvou O. KwoTtonouAou,
‘Opthog Enwxelpnoswv Mapvonouhog,

Ekdooelg IZTOL, AEH

Xopnyot

Mpeptepa
28 ZenteuBpiou 1993,
Koninklijke Nederlandse Schouwburg (ApBépoa, BéAyto)

Mpeptépa otnv ABnva
20 Anpthiou 1994, Béatpo KotonoUAn-Pe§

Tpetg avaBlwoelg
1996, 1998, 1999-2000

AUo eA\nVIKEG neplodeieg

1994 Marpa, Apyog

1996 KaAapara, Xavia, Ogppeg, Kopotnvn, Bohog,
Bépota, Becoalovikn, ABnva

AUo neplodeieg 0To EEWTEPLKO

1998 Novdivo, AlocaBwva, Auwv, Aepeoog,
Aeukwoia, Aapvaka

1999-2000 Néa Yopkn, KwvotavtivounoAn, lepoucaAny,
Teh ABiB, ABnva, HpakAelo, Zav Mapivo

TeAeutaia napaotaon otnv EAAGGa
9 louAhiou 2000, Béatpo Nikog Kazavrzakng
(HpakAeto, Kpntn)

TeAeutaia napdotaon
30 AuyouaTou 2000, ®eoTBaA Zav Mapivo
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Anna Kissegoff
THE NEW YORK TIMES" 17 XENTEMBPIOY 1998

H Miidera tng Opadag ESagoug npoteiver €va
KIVIIHATOYPAa@IKO OVEIPO EPPNVEUREVO arlO OAOAEUKA
Bappévoug xopeuteg-pipoug. Xopevouv oe apyn Kivnon
mou Ea@vika ekpnyvntal oe ovvalodnpaukd Eeondopata.
O Anpnpng [Manaioavvou, oknvofétg-xopoypdpog,
eival a&10IpOOEKTA OUVENNE O0TO UPOG Kal To dpapd tou.
[...] Aev éxe1 oUte pia ouypn mapageviag otov Tovo
Mg agnynong Tov.

Q¢ lacovag ka1 Mnela vy vixta tou yapou toug,

0 1810¢ ka1 n Ayyelikn Xteddtou onaptapoly enave

o’ éva tpaned pe e€aipeukod ndbog. Metd v amotia
tou ldocova, n Mndeia okotwver ta naidid g, onalovtag
oe Bpuada S0 yonveq KOUKAEC.

Ta k6kkiva owPikd TOug IEPTOUV OTa pnxd vepd g
moivag, g «Bdiacoag» v onoia Siéoxioe o ldoovag,
évag adalwv vavapxog tou 19° aiova.

H €vtaon 026kinpng g opddag eival eviunemolakn,
ka1 o1 nxoypagnoeig tou Bellini eivar anpdopeva

TaIp1a0TEG pe v OAn atpdopaipa.

T T A




Donald Hutera
‘DANCE EUROPE 16" I0YNIOZ/IOYAIOZ 1998

MiBog ra1 kivnon
O xopdg vnepPaivel  yhwooa, OIOG arpiBog o
. , , , , ,
pu0oc unepPaiver — n Snpovpyel —  S1kn tou Aoyikn.
Madi Siapoppovouy pia 10xupdtatn cuvtayn, Iouv
enexteivetal n enavanpoodlopietar anod kabe yevid.
Yke@relte ug e§16avikeupeve yuvaikeg tou KAaoIKoU
pra2étou tou 19” aiwva, ta npetonoplakd poviepva
£pya g Martha Graham, to Apollo [And\wv] tou George
Balanchine, to goutoupiouxd The Games [Ta Narxvidia)
g Meredith Monk, to The Catherine Wheel [To Ileprotpe-
@duevo ITuporéxvnua) 1 to mpdopato Heroes [Hpweg] tng
TwylaTharp ka1 o0tw kaBe&ng. Ta mapadeiypata
Ny , , ,
arr’ 60 ToV KOO0 €ival moAld.
[Tapdio mou modhoi xopoypdpor Siaréyouy
va agpnynBolv ja 10topia péoa and Sidgopoug
, . / , .
ouvSuaopoug mioxng Kal cupPoinv, o1 pubikeg mo1o-
mteg tou xopou Sev petadibovtal povo péow e agn-
ynong. O1 puBor npooBétouv vonpa ota motevo pag.
E@doov 1o vonpa oy t€xvn tou Xopou elval Kuping
N EMKOIVOVIA TOV GOPATOV IOV 0UVSIaleéyovTtal Pe To
XpPOVO Kal TO X®Po, €ival oyiko kdbe xopoypagia mouv
Snpoupyeltal yia tv oknvn — elte €ival a@nynpatkn
€I1Te aPnPNPEVN — va KATAKTd 1o eninedo tou pubou.
Apketa Beatpika Spopeva nou Paociovtal Kuping
oty KIvnon Kal Iapouoldotnkay npoo@ata oto
AovSivo npoonafnoav va epeuvnoouy oe fabog to
Baoilelo tou pubou. To peouPdir Greece in Britain
£pepe ota Riverside Studios v Opada ESagoug pe
v anpoopevn, udduvn enave@eupeon e Mideiag ano
oV KadArtexviko SieuBuvtn g Anpntpn Ianaiodvvou.
Anpoupyia tou 1993, aut n Miibeia Sev elvar pua
, , , ,
oupPaukn avaPimon g tpayediag tou Eupimidn,
Baoiopévn oy ekSiknon tou IPoSopEvou op@vUpROY
, ; . ,
xapaktmpa. Avtbeta o ITamaiwdvvou kai n opdda tou
tonofetotv tn Mndeia oe €va eupitepo puboloyikd
, . / , .
mhaiolo pecw evog Beapatog teietoupyikou, oed1
Kal IVEUPaTo®S0uG Iou anoteleltal anod mepitexva
oulilapiopéva tableaux.
To €pyo eival yepdto pe a&lopvnpoveuTeg €1KOVEG,
S1donapteg mave 6’ €va POUOIKO Xadl amod OEPES TOU
Bellini. To oxnviké mou oxediaoe o Nikog Ale&lou

efval minppupiopévo pe vepo. O1 xapakmpeg naipvouy

POpREC ayalpdtev ndve oe teooeplg anoPdbpeg

11ou 81£108U0UV IPOG TO KEVTPO TG OKNVNG, £Va TOIIOo
rou vriofdier v 18¢a pag fubiopevng nding n

pag mnppuplopévng tpanelapiac. Ta kootovpa
(oxe81aopéva and tov [Manaiwdvvou) eival oe Xpopa
2€UKO, aonpl N yKpICo PE TEPIOTAOIAKEG KOKKIVEQ

oav aipa evtdoelg. O1 eppnveutés, pe avtd ta
KOOTOUHIA, Td HAy®HEVA, OAOLEUKA POO®IIA KAl TG
S1o81a0tateq kivnoelg (oav oe {o@opo), po1alouy kat
oupnep1PEpovTal oav va naifouv oe pia tawvia fopou
Kivnpatoypagou. To anotéeopa eival pia doknon
uning aiofnukng, n onola KAMOLEG CUYHES PAEPTAPEL
pe to camp. Akopn kai av Sev ayyier ta vniotepa
aioBnpata, avm n napdotaon Aertovpyel Bavpdora.
Yuapxer pua anolavoukn cuvevoxn peta&l tou Kowvou
Kl TV EPENVEVT®Y, 0av va yvmpilouv 6201 du elval
avano@evKTo va akoioubnoouv autd to avnieéq ta&id
PEXP1 TO KATAOTPOPIKO TOU TELOG.

O1 eppnveutég Sianpénouy péoa oto uPoloyiko
mafolo. Xteviopévog oty tpixa ka1 pe {oypagloto
povotdkl, o 1810¢ o Ianaiowdvvou nailer tov Idoova cav
évav evunwolakod, vapkiooeuopevo Rodolfo Valentino.
Kpata yia tov €auté tou pia and ug mo §1aokeSaourég
ouypeg wu ¢pyou (o ldowv ndve oe k6Bopvouc—xapdpia
S1aoxiCe1 vneporrukd  «Bdlacoa» eve ta vavtdkia
ToU mkatooupiCouy oTo vepd YUP® TOU) Kal Ty 10
epwukn oknva (n nabiaopevn ouvevpeon tou lacova
ka1 tng Mndeiag, pe ta pouxa va Eegproudiouv and
nave toug). H Ayyehikn Xtedddtou eivar pa e€aiola,
pawopevn Mndeia, egpodiaopévn pe pia paxkpid ovpd nou
€UPNPATKA XPNOLPOMHOlElTal 6av oupd mayoviou, ¢pepd
vuxtepidag i ayprou kukvou. H Katepiva [Manayewpyiou
€PPNVEVEL TNV «AXAN YUvaika» Tou ep@TKOU TPLy®VOoU
oav éva anolavoukd validpiko vup@idio. O Ipnydpng
Aaydg eival o Zxkulog — vnnpémg g Mndelag ka
N £VOAPK®MON TNG OKOTEIVAG IMAEUPAG g, Kal 0 Pong
Nikoldou eival évag exBappotrog Andodiwv. ‘Exoviag
Se1 v Mndeia, Oa nbeda va S tov [Manaiodvvou va
Bubile1 ta §6vua tou oto pubo tou Apdkouda, ou
onw¢ pabaive eival to B¢pa e mo npoéopatng

napdotaong g opddag.
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René Sirvin
‘LE FIGARO" 16 XENTEMBPIOY 1998

H emav-avardAvym tng EAMabag

H Mnibera nou SnpioupynOnke to 1993, Bupier foufo
B¢atpo kal mavropipa nep1ocoTePo anod xopo, Oupiler
Kal KIvoUpeva oxed1a PepIKES PopEG, Kal Pag eKIANOOEL
HE TV OHoPPIA TOV AIOAUTOV KAl COPIOUKE EIKOVOY
wg. O Anpnrpng Ianaiodavvou pag kavel va enav-
avakaivyoupe pe oy pavraoia pia 10topia yvwom
o€ 6loug, S1atmpovtag Op®E To 6aomevs g [...].

[...] H apnynon tou Ianaiodvvou ouvenaipvel pe
v UPNPHATUKOTNTA TNG KAl PE T SUVapn tov EIKOVOV.
O1 xapakmpeg ano pappapo €pxovtal oe avtifeon
pe tov Oppevo ykpio peallopo v OKNVIK®V avil-
kelpevey. O oknvobene gpavtddetal pe X100p0p TOV
Idoova vapkiooeudpevo yon, tov unmpétn g Mndeiag
Sepevo pe doupl kai tov And2imva OHopPo Omg
tov 0e6 'Hho, npdyovo tng Mndelag nov enorrtever

oupndoxovtag 6in v Spdon.

[...] O1 eppnveutéc tavtiCovtal 18avikd pe Toug poroug

Kal Kivouvtal afiacta, oe t€hela appovia pe Tty HouoIKn

tou Bellini.
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Emma Manning
MEPIOAIKO "THE STAGE MAPTIOX 1998

Me v Mndeia, n Opada ESagoug emtuyxaver pua
yepat Svvapn eppnveia autol Tou TPAayIKou KOKTELL
povou, amotiag kar ekdiknong [...]. To minppupiopévo
oknviko6 tou Nikou Ade€iou oou kOfel tv avdoa [...].
To xivnololoyiko 2e&12oy10 elvar vnid anoteheopatkd
[...]. HApyovavukn Exotpateia, pe to parpl vypod
Bnpatiopod kai v téhela ouppetpla, mpoteiver pia
£VIUNIOO1AKN TTapatindia pe v £10080 TV KUKV@V
owm Afpvn tov Kirvev [....]. [H] ohdyupvn epoukn
oknvn pe tov Idoova eival kaBapode epwtiopdq [...].
To Spapauxo otoixeio o’ aut v navépoppa oknvo-
Oetnpévn mapaotaon epmovtidetal pe anoondopata

L - , / /
ané omepeg tou Bellini ka1 eivar OprapPevtira Oeatpixod

PEXPL TO KOKALO.







Ora Brafman
JERUSALEM POST 13 IOYNIOY 2000

H kata INanaiodvvou Mndewa eivar éva Srapavu,
€va yvnolo €pyo epnveuopevng 1810¢uiag mou Eenepva
, , , )4 / L
0 XpOvo. Lpévo ndve o’ éva kohddd anod Omepeg
. , / Lo
ou Bellini, n povoikn avadeikvel  lupikn S1dotaon
TOU £€pYOU, PaXaK®VOVTag KATOIEG aUOTNPEG
oy
UPOLOYIKEG AUOEIC.

To peyalelo g napdactaong avtig g
xopeutKkng opdadag ouviotatal oty 1Kavotnta tou
IManaioavvou va Sie106ve1 katevbeiav oty ovola
TV SPApATIK®V OTOIXEIOV TOU apxaiou Spapatog kai
VA AIOKPUOTAAX@VEL CUYKPOTNHEVEG OITUKEG 16£€G
g S1ata&ng Tou OKNVIKOU, TOU POTIOHOU Kal TV
KOOTOUHI®Y 01 onoleg unootnpiouy tedela ug akpiPeiq,
ou1lapIopéveq Kal apyeg KIVAOEIG EPIIVEUOHEVEQ
and ta KAaoolkd £XAnvikd yAUITtd Kal Ty AAnvikn

. . , ,
Cwypagikn. O INamaimwdvvou Snpiovpynoe KIVITIKEG-
YAUITUKEG €1KOVEQ € £VTovn Kal SEOPEUPEVN evEpyela
IOV KIvoUVTal O€ £va Ipodleyeypappévo Spapatko
mAaiolo nPaloTtelndmy 51a0TdoEnV.

[...] KaBe tivaypa twv Saktidwv g Mndelaq eival
(POPTUOPEVO HE NAEKTPIOPEVN EVEPYELA KAl N yapniia
vuxta tou avdpoyuvou eivar évag pubog Siauyoug
OpopY1ag ka1 ndfoug, mou eppnvevel To 0AOYUPVO (eu-
yap1. H Sixotépnon g oknvng eival Xapakmpioukn
tou 18100 OV €pyou, drou n anogaoctotkn embupia
Kal N OUYKPATNPEVN AVTIKEIPEVIKOTNTA OUVUIIAPXOUY
TAUTOXPOVA OE AUTO TO UIEPOXO £PYO TEXVNG.

H napdotaon avwm Siatnpel pia npotdtunn Héon.
Av ka1 a6 opICREVEG AIOYPEIG AVIIKEL 0NV Katnyopla
ToU «xopeuTKoU Bedtpouy mou é@baoe oTo anokopu-

, iy , , ,
Popa tou np1v arno Svo Sexagtieg, Siafaletal omwotd
He ouyxpovoug 6poug, ouvSéetal pe to onpepa, kai Ha

, , , Loy ,
OUVEXIOEL VA TO KAVEL Y1a TOoAU ka1pd akopa. H Mideia
efval n S1kn pou vikntpia, n Kopu@aia napdotacn Tou

/ , , ,
XOpeUTIKOU Tpoypappatog tou Pecufai tov lopani

ka1 tou DancEuropa 2000.

Stefania Bochicchio
[TEPIOAIKO 'FOOTLOOSE" MAPTIOZ 1998

O xopoypagog ka1 oknvoféng Anpntpng
IManaiewavvou Eetuilyel tov pubo tng tpayikng
ouvavtnong peta&u g paylooag Mndeiag kai tov npea
Iacova oav éva eikaouxd yntepa: Kabe otoixeio, anod
T Pappapvn no1dtnta tewv AEUKOPappeEvemV 0opdtov
T@WV XOPEUT®WY PEXPL Ta apxetumkd alofnpata mov
N IANPPUPIOPEVN OKNVI aVaPOXAEVEL KAl amo vy

. , i ,
KUKAIKOTa g povolkng tou Bellini o¢ mv neibapxia
Twv ou1apIoHEVROV KIVNOE®Y, PO1Adgl 0av UAKO p1ag
payikng ouvtayng. Zépoupe o n 1otopia Oa tehelwoel

. Ny Ry , ,
p€oa o’ €va motapo amod Sdkpua Kai aipa, aiid
avnpropol v’ anootpéoupe to Bréppa pag yivopaote
GUVEVOXO1 TOU avarO@eUKTOU. AUTO €1val 0 POVIEPVOQ
X0pOG oy Kaiutepn ekdoxn tou, pnikereubog aidd kal

npoofdoipog v 181a ouypn. Mia yiopt yia ta pdua.
P pog YH yiopmy R

Zeyher Oral
‘MILLIYET" 18 MATQY 2000

H oknvn eivar oxotevn. To 2eukd g Pyader g
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KIKI DIMOULA [INSIDE COVER]
Betrayal comes from the excessive devotion of one to another.

From a television interview with the poet Kiki Dimoula.
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YORGOS CHIMONAS [p. 13]

The catharsis of Greek tragedy is, in essence, nothing more than an matter of proportion.

Reference
“Translator’s Introduction 1’ [p. 7]

Chimonas, Y. ]989.angns Chimonas, Euripidcs’ Medea.
Athens: Kastaniotis Publications.

Medea: Mythic Biography

EMMA GRIFFITHS [pp. 16-17]

1. The Golden Fleece. Medea is a native of Colchis
on the edge of the Black Sea, a region which was
identified by the Greek world as on the fringes of civilised
society. As the daughter of King Aietes, Medea is the
granddaughter of Helios, the sun god, and niece to
Circe, the sorceress famed in Homer’s Odyssey. Medea’s
mythical life is generally activated by the arrival of Jason
and the Argonauts when they come to Colchis to capture
the Golden Fleece. Jason has been set this seemingly
impossible task by his uncle Pelias, who is attempting to
prevent the young heir from taking the throne in Iolcus.
Medea falls in love with Jason and uses her magical
powers to help him overcome the obstacles which Aietes
puts before him. She leaves Colchis with Jason, and kills
her own brother Apsyrtus in the process. During the
journey home, Medea causes the death of Talos, a bronze
giant who threatens the Argonauts.

2. Medea comes to Greece as Jason’s wife and uses
her powers to rejuvenate Aison, Jason’s father. There are
also references to Medea rejuvenating Jason himself.

3. In Iolcus, Medea causes the death of Pelias, either
on her own initiative or at Jason’s request as he attempts
to secure his position (there are no accounts which show
Jason succeeding in gaining the throne in Iolcus). Medea
demonstrates to Pelias” daughters (the Peliades) how she
can rejuvenate the old, by killing an old ram which then
emerges from her cauldron as a much younger animal.
Inspired by this, the daughters decide to procure the
same anti-ageing treatment for their father, and proceed
to kill him. Medea fails to perform the trick for the old
man, who thus remains dead. Medea and Jason are forced
to flee.

4. The story moves to Corinth, where Medea,
Jason and their children find sanctuary. The most famous
narrative resumes when Jason marries the princess of
Corinth, who is sometimes called Glauce or Creusa.
Outraged by this betrayal, Medea causes the death of the
princess and exacts terrible revenge on Jason by killing
her own children, leaving Jason childless. This is the
famous version of the story told by Euripides, but other
variants of the myth give different reasons for the death
of Medea’s children which do not make her a deliberate
child-killer. In some accounts Jason is the ruler of

Corinth and Medea his consort, or Medea herself is the
legitimate ruler. In the Euripidean version, Medea then
flees from Corinth and goes to Athens.

5. Medea is offered refuge in Athens by King Aegeus,
who marries her in some versions of the story. When
Aegeus’ illegitimate son, Theseus, arrives in Athens
Medea attempts to poison him, but Aigeus recognises his
son at the last minute and dashes the poison cup away.
Medea may also have tried to set Theseus an impossible
task to perform. After Theseus and Aegeus are reunited,
Medea flees from Athens.

6. The final chain in the story involves one of a
number of geographical moves. Medea may go to the
East, where her son Medus/Medios/Medeios becomes
the founder of the Medes. There are also accounts which
make Medea return to Colchis. Her final resting place
is said to be Elysium, the paradise afterlife, where she
becomes the wife of Achilles.

Reference:
Griffiths, E. 2006. Medea. London and New York: Routledge, pp. 7-8.

Undying Fame

MARIANNE MCDONALD [pp. 18-21]

Medea haunts the imagination. Made famous in
antiquity by Euripides, Apollonius of Rhodes, Seneca,
Ovid, and others, she has wended her way into the
modern psyche. She is the philanderer’s nightmare: the
ex-wife who drives a dragon-drawn chariot. Medea is
the wife who kills her husband’s lover, the mother who
murders her own children. She is the Betty Broderick'
who gets acquitted, the Susan Smith’ who escapes
punishment. We read about her in the news, we see her in
plays and on the screen, and we hear her sing. We would
like to think these performances could effect some sort
of catharsis, but Medea always seems to return. She, and
her pain, and her all-too-successful vengeance come back
again and again.
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Pierre Corneille, uigi Cherubini, Richard Glover,
Franz Grillparzer, lannis Xenakis, and many others
offer variations. The twentieth century [was] especially
rich in re-workings of this myth. Hans Henry Jahnn
featured a black Medea in his biracial version, which
prefigured much of Brecht and Miiller in its critique
of society (1926). Carl Theodor Dreyer, whofilmed Le
Passion de Jeanne d’ Arc (1928), recognised Medea’s similar
heroism and wrote a screenplay about her. In 1933 Agnes
Straub, who had played the first black Medea in Jahnn’s
production, as a director of her own company revived
Grillparzer’s Medea and played her as black —
an indictment of Nazi racist policies; this play was
also revived in the 1960s.

In 1946 Martha Graham created her Cave of the Heart,
with music by Samuel Barber, a ballet based on Medea.
Jean Anouilh’s Médée was also done in 1946; in his version
Medea, after killing the princess and the king, kills herself
with her children, a grim indictment of Jason’s search for
a mediocre “happiness” without her. She throws herself
into thefire, using again the image of her externalised
passion, which destroys her. In the next year, Robinson
Jeflers translated the ancient poetry into a modern Medea
created for Judith Anderson.

In 1954 the director and playwright Félix Morisseau-
Leroy presented Anouilh’s Médée in Haitian costume
at the Théatre d’Haiti. The dictator Paul Magloire
attended the production, surrounded by his police
guard. Pier Paolo Pasolini’sfilm Medea (1970), starring
Maria Callas, celebrates Medea as an earth mother who
contrasts with the rootless Jason; she is a life principle
whose imperatives must be fulfilled. Robert Wilson has
produced various versions of Medea in plays and film,
including Deafman Glance in 1970, a prologue (1980), and
an overture (1982). In each case the murder of a child is
enacted in slow pantomime. In Overture to the Fourth Act of
Deafman Glance, a mother silently brings milk to her child,
then leaves to return with a knife to kill him. The mother
who feeds is the mother who can kill.

Peter Sellars directed Charpentier’s opera Médée
(originally produced in 1693) and his own opera Medea
(1984), based on Euripides and written in collaboration
with Gavin Bryars. Andrei Serban created Fragments of a
Greek Trilogy: Medea, The Trojan Women and Electra for the

La MaMa theatre in 1974, a work shown again in 1992
at the Edinburgh Festival as An Ancient Trilogy. This Medea
combines characteristics Euripides and Seneca gave her,
and the Senecan witch wins out: the theatre becomes

a site for ritualistic incantations of ancient Greek, and

a huge snake is charmed before our eyes. Jules Dassin
particularises our heroine in Dream of Passion (1978);

she is a religious housewife fanatically inflicting a deadly
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penalty on her Jason. Heiner Miiller’s Medeaspiel (1974)
and Medeamaterial (1982) show the abused Medea
exploited by Jason just as a coloniser exploits the
colonised and the earth is abused by man. Each victim

turns the tables on the aggressor; it is now earth’s turn

to kill man, who has raped her body for years. Tony
Harrison wrote a libretto for Medea: A SexWar Opera
(1985), commissioned by the Metropolitan Opera, but
it has not yet been performed because Jacob Druckman
did not complete the score. This text was merged with
Valerie Salonas’ SCUM (Society for the Cutting Up of Men)
Manifesto and performed in the 1991 Edinburgh Festival.
In 1988, Dublin saw Brendan Kennelly’s Medea raging
against the abuses of men, and Desmond Egan gave us
anew translation of Euripides in 1991. In 1990, Demea
was done in South Africa, with Demea (Medea) as a black
princess abandoned by the Dutch trekker Jason. In 1992,
Diana Rigg starred in a Medea newly translated by Alistair
Elliot. The chorus, dressed in black costumes, suggests
victimised and mourning women, perhaps imprisoned,
and Medea is a form of liberator for women in general.
Amy Greenfield, who made the film Antigone (1990), is
working on a Medea in which the heroine is a Mexican
woman abandoned by her American lover. A new version
was playing in Athens [in 1993], Mnéeia, by Bost (Mendis
Bostanzoglou). In this comedy Medea’s story is used

to threaten children: if they do not study hard, their
mothers will kill them. Medea even lends her name

to novels, such as Kate Braverman’s Lithium for Medea,
and poetic fantasies, such as Medea the Sorceress by Diane
Wkoski.

[...] Medea is one who both suffered and inflicted
suffering, and her wrath earns her immortality in a union
with Achilles as her husband in Elysium. She becomes
a living myth (as Seneca’s Medea says at line 171, fiam
Medea: “I shall become Medea”). She gained the kAéog
dgOrtov (undying fame) so prized by the Homeric hero;
Medea’s name is on people’s lips and she haunts their

dreams. [...]

Reference

McDonald, M. 1997. Medea as Politician and Diva: Riding the Dragon into the
Future. In .J. Clauss and S. Iles Johnston (cds.) Medea: Essays on Medea in Myth,
Literature, Philosophy, and Art. Princeton: Princeton University Press, pp. 297-323.

Footnotes

1. Betty Broderick, a former San Diego socialite, murdered her ex-husband, Dan
Broderick, and his second wife, Linda Kolkena, in 1989. She is currently serving
life in prison.

2. In South Carolina in 1994, Susan Smith locked her two young sons (aged three
years, and 14 months respectively) in her car and let it roll into a lake, drowning
them. She is currently serving life in prison.




VAA3IN

six3L + satono SUOIIBRISUBI | qsnﬁug

Archetypal Myths

KOSTAS GEORGOUSSOPOULOS [p. 21]

What is the secret? The cornerstone, the deep-
rooted myth, the ageless Aristotelian rule: myth,
of all things the greatest.

If a myth is to endure, sustain, enlighten and
illuminate all things, then it must be archetypal. When
archetypal, it can embrace Euripides and Seneca,
Cherubini and Giraudoux, Bost and Papaioannou.

An archetypal myth cannot simply be undermined
with impunity. Those who attempt it are made to look
ridiculous. Archetypal myths are like the virgin hymen
of the goddess Hera: it is broken, yet after each

penetration its maidenhead is restored.

Reference
Ta Nea newspaper, 21 June 2008

YORGOS CHIMONAS [p. 22]

Medea, twice barbarian — in lineage and in love.

Now she withdraws deeper and deeper into the
darkness that is love — love must contain darkness if the
absence of the other is to remain unseen; the barbarian
love of Medea must have contained great darkness since
Jason was never with her: not now, and so not ever. But
she was always there, she will be there till the end [...];
she never emerged from her darkness — and her ultimate
act of love towards Jason is to violently force him to face
her inside the pain he feels for his murdered children.
She is not to blame, she has no other means — there is no
other emotion of his tofind, no other emotion to use:
his pain for his children is her final, her sole contrivance
to yoke him into a most tortured and true (for no other
truth remains in their marriage) union with her. She does
not care. Jason enters into darkness.

Reference

“Translator’s Introduction 2’ [pp.12-13]

Chimonas, Y. 1989.Yorgos Chimonas, Euripides’ Medea.
Athens: Kastaniotis Publications.
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Otherness Within Self

SARAH ILES JOHNSTON [pp. 26-29]

[From at least the carlyfifth century B.C., Medea
was presented by the Greeks as a complex figure, fraught
with conflicting desires and exhibiting an extraordinary
range of behaviour. [...] [M]any of the mythological
figures who have fascinated us most throughout the
centuries are, like Medea, figures who defy simple
description. Heracles, who is probably the best known of
all Greek mythicfigures, is a perfect example: he was a
glutton, a rapist, and a maddened infanticide, and yet also
a civilising hero, a protophilosopher, and a model for the
Roman emperors. It is always possible to propose reasons
that such complex characters developed as they did, but
what I wish to emphasise at the moment is the fact that
once they had become complex, they were allowed to
remain that way. This implies that it is their complexity
itself that appeals to the artist, the author, and their
audiences. In seeking to understand the powerful hold
that Medea has had upon our imaginations for almost
three millennia, therefore, we must embrace
her complexity and look within it for the secret
of her longevity.

[...]1Thisfigure who contained within herself
mutually exclusive traits was an ideal vehicle through
whom authors and artists could explore what modern
scholarship has called the problem of “self” and “other.”
Let me briefly review what is meant by this phrase.
Typically it is employed with reference to the ways in
which an individual or group seeks to define what it is
and, equally important, what it is not. Quite often, the
two definitions go hand in hand: for every rule or custom
that is embraced by the individual or group, there can
be found a polar opposite, which is rejected. Frequently,
the opposing rules and customs are ascribed (correctly
or incorrectly) to another person or group that has
been chosen tofill the role of “other.” [...] When self is
opposed to other, and particularly when that other is
meant to be censured, there are usually no “in-betweens.”
Such absolute divisions can have a reassuring effect,
because they impose firm rules and boundaries upon the
world and because they imply that other is safely and
permanently separated from self. The whole system can
have a strong normative value, for by describing what is
unacceptable or atypical and assigning it to the other, one
implicitly describes the acceptable or typical and demands
it from anyone who wishes to belong to the group
marked self. Thus, the dichotomising of self and other
serves as an important means both of organising
the world and of enforcing behavioural desiderata.

Myths frequently express this dichotomy by means
of opposing characters. Hero myths, for example, often
set a human defender of civilised life against a monster
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who threatens to destroy it [...]; it is for this reason

that Saint George kills the dragon and Bellerephon the
chimaera. It is somewhat unusual, however, tofind the
dichotomy encapsulated within a single mythicfigure,
which brings us back to Medea. Not only does her
chequered career allow authors and artists to explore the
opposing concepts of self and other, as she veers between
desirable and undesirable behaviour, between Greek

and foreigner; it also allows them to raise the disturbing
possibility of otherness lurking within self — the possibility
that the “normal” carry within themselves the potential
for abnormal behaviour, that the boundaries expected

to keep our world safe are not impermeable. Initially,
Medea adhered to the womanly duties expected of her
by helping Jason achieve his goals; later, however, she
committed the absolutely unwomanly act of killing her
children. Initially, Medea seemed to have been tamed by
Jason and incorporated into Greek life; later, however,
her barbarian blood proved true.

[...] [Today, her] myth is used especially to express
the desperation of the oppressed and the destruction
that their rebellion — however justified it may be — brings
with it. [...] Medea has become an idol for the sexually,
politically and racially oppressed, who, like her, are
exploited and then discarded by their exploiters. [...] It
is this facet of Medea that moved to the forefront in the
twentieth century — her role as the other whose allegedly
“barbarian” actions force us to re-evaluate the depths of
our own souls. Appropriately so, for we no longer live
in a world where the other can be embellished with the
elaborate fantasies of a Herodotus or Homer and, thus,
be banished to a convenient and reassuring distance. The
other confronts us day and night in our newspapers and
on our television screens, forcing the realisation that it is
in most ways just like us, whatever we imagine “us” to be.
It is no longer possible to sanction rules that once divided
men from women, “civilised” nations from “uncivilised,”
blacks from whites, or any other group from another, as
previous societies did. Nor is it any longer possible to
pretend that terrible crimes such as infanticide do not
take place in average towns, among seemingly normal
people. For better or for worse, we live in a world
where there seem to be no limits. Perhaps this is why
Medea continues to challenge our imaginations: like our
neighbours, our colleagues, and the more distant people
whom the news media bring to our attention each day,
she evokes both our pity and our fear, our admiration
and our horror. In confronting Medea, we confront our
deepest feelings and realise that behind the delicate order
we have sought to impose upon our world lurks chaos.

Reference:
Tlles Johnston, S. 1997. Introduction. In J.J. Clauss and S. Iles Johnston (eds.)
Medea.
University Press, pp. 3-17.

ssays on Medea in Myth, Literature, Philosophy, and Art. Princeton: Princeton
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YORGOS CHIMONAS [p. 30]

[TThe fundamental rule that governs and gives
structure to Greek thought and Greek art [is] due
measure. When considering this concept, we must fully
comprehend the way in which this due measure is utilised
and applied by Greek artists — for whom due measure
means not constriction, curtailment, or inhibition; it
means, above all else, danger: to make measured that
which is beyond measure.

Greek tragedy is the sole literary form in the history
of art that manages — at least with such clarity, such
logic — to walk the agonisingly fine line between (and
to combine) the cosmos and chaos, order and anarchy
— and moreover to do so while placidly hiding its anguish

behind the grand, robust volumes of its structures. [...]

Reference

“Translator’s Introduction 1" [pp. 7-8]

Chimonas,Y. 1989.Yorgos Chimonas, Euripides’ Medea.
Athens: Kastaniotis Publications.

YORGOS CHIMONAS [pp. 84-85]

Today is the final day. Soon there will
be night and only night for evermore.
Reference

Chimonas, Y. 1989.Yorgos Chimonas, Euripides’ Medea.
Athens: Kastaniotis Publications, p. 33.

i Kostas Georgoussopoulos . 85-67)

‘TA NEA" NEWSPAPER, 21 JUNE 2008

The “Unconsumed Bush”

Dimitris Papaioannou studied at the Athens School
of Fine Art, trained alongside Yannis Tsarouchis, and first
entered the creative arena as a charismatic creator of
comic books.

All this is now well known thanks to the broader
recognition he gained with his ingenious opening
ceremony for the Athens 2004 Olympic Games. Up

until then, he was an electrifying figure known only to

i the initiated, the select, the few. Medea (1993) was his
i crowning achievement — the pinnacle of the transposition

of his talents into the realm of dance, if that which he has
created can be described as having anything to do with
what habit, tradition and even modernism conceives as
dance. It is expected that comic book artists will at some
point turn their hand to animation, and Papaioannou is
no exception. But a painter-cum-comic book artist, a

designer intensely imbued with an architectural sense

i of structure, is, truth be told, a rare phenomenon in the
i arts. He is internationally unique bar the genius that is

‘ Robert Wilson, who began his career as an architect. I

am of the opinion that Papaioannou has modelled himself
upon that renaissance-style artist, not in order to imitate
him, as some bitter and mean-spirited whispering would
have us believe, but because he found in his work that rare
balance of elements, an “arrangement of the incidents” in
the words of Aristotle, which led him to surmount the
splintering of the arts that occurred in Europe at a certain

stage and to attempt, as does Wilson and often with

i extraordinary results, a new combination of the image,

song, the imitation of action, dance, and — by means of
visual symbols — the ethos and rationale behind human
activity. Opera also attempted this, but instead of reviving
the tragic medium, it produced a hybrid that developed
into an autonomous and independent art form.

Classical ballet attempted this too, but the absolute
formalism of its coded stylistic vocabulary transformed it

iintoa wonderful world of dense abstract symbols.

And dance theatre, in turn, attempted it from
the time of Duncan, Kreutzberg and Wigman, and of

course of Graham and Robbins and so many others.
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Here in Greece, under the protective maternal wing

of Koula Pratsika, were hatched the works of Rallou
Manou, Zouzou Nikoloudi, and Sofia Spyratou’s

“Roes Dance Theatre” company, the longest-standing
group of recent years. Our generation was brought

up on the dance theatre works of Manou who inspired
composers such as Manos Hadjidakis, Mikis Theodorakis,
Theodore Antoniou, Nino Rota, Yorgos Tsangaris and
George Kouroupos to compose for her company. And
the charismaticfigure that was Nikoloudi (with her
“Chorika” dance troupe), like Manou, worked with
visual artists such as Nikos Hadjikyriakos-Ghikas, Spyros
Vassiliou, Yorgos Mavroidis, Yiannis Moralis and, of
course, Yannis Tsarouchis, that eminent artist of genius
who combined painting, theatre, popular iconography
and deep proverbial thought. Out of the workshop of
Moralis, Tsarouchis and Nikoloudi, out of the aura of
architects Dimitris Pikionis and Aris Konstantinidis came
Papaioannou — and he, in the spirit of noble emulation,
autonomously and independently undertakes the
experiments of Wilson.

I believe Medea was revived after fifteen years for two
tantalising reasons: first, to monumentalise and to impart
a mythic dimension of longevity and substance to a work
that has clearly not succumbed to the attritional whims
of fashion and the aesthetic of the moment, and is instead
genuinely modern to its core. And second, to lead the
artist Papaioannou back down the path of an austere art
that won over, and caused as stir amongst devotees and
initiates in the past, and with which he can now, thanks
to his popularity, attempt to stir up other stagnant waters
— one could even say mires — addicted to inpourings of sullage.

And Papaioannou has achieved both these objectives.
His Medea has not only well-endured the passage of time,
it has also proven itself to be ahead of its time, a sign of
what is to come, a model of live spectacle that opens rifts
in the art of dance theatre and prepares the ground, if
people are sensitive enough to pick up the tremors, for
more inspiring experiences in the future. No-one can be
naive from here on in, or unprepared; no-one oblivious,
or “smart-alecky.” The veneer, dance used as a garnish, has
been stripped back — faux-modernism and post-modern

nonsense are out.
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Sacrificer and Sacrificial Victim

Papaioannou tells the story of the eternal Medea,
which is in fact nothing more than the story of each and
every woman betrayed, who offers up everything — body
and soul — to the marital altar when love strikes her and
who, once betrayed, has no other weapon to hand, no
choice but to turn this altar into a slaughterhouse, in
which she is both sacrificer and sacrificial victim.

The manner in which Papaioannou visualises and
visually versifies the depression and manic-depression
of the betrayed Medea in the masterful scene with the
chairs shows thatfilicide is a reversion, an emesis of the
male sperm, a rejection, an abortion, a way out of the
nightmare, out of the betrayed dream, out of the illusion
that is the supposed mutual enjoyment of the pleasure of
the climax.

Just as Papaioannou’s Medea litters the stage with
the pieces of her brother Apsyrtus, breaking her links
with her lineage in order to savour, and surrender herself
to love, thus she dismembers her children, symbolically
castrating the betrayer of her love. This myth, in this form,
touches us, astounds us, keeps us constantly in suspense.

My purpose here is not to critique the work. Other
specialists will discuss, and have indeed discussed the
realisation of the stage action, Papaioannou’s team, the
musical setting and the specifics of the creative results.

I am talking about a fellow Greek who honours,
loves and respects me, who offers himself up, heart and
soul, with all his overflowing talent and the wealth of his
inspiration, and transforms me into a sensitive receiver
of secret messages, of simple and thus fundamental ideas
wrapped in the rhetoric of myth, the persuasiveness of
logic and the hunger of desire, and dipped in the font
of deep collective memory. Papaioannou’s art is, as

Odysscus Elytis would say, an “unconsumed bush.”
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Eugenia Tzirtzilaki (v 88-89]

‘EF’ FREE PRESS, 5 JUNE 2008

In a recent interview, Dimitris Papaioannou said that
he has new nothing to say about the story itself, and so is
concentrating instead on clarifying his narrative solutions
as much as possible. That is not quite accurate: for the
way in which you tell a story is the way in which you
understand it. You translate as you narrate, revealing in
the process what you see to be the story’s essence. The
narrative is the story. The form is the content. Otherwise
court cases would call upon just one witness, and no one
would have concerned themselves with Medea
after Euripides.

As light alternates with dark in Medea’s inward
worlds and her savage self growls on all fours, as she
and Jason couple with primal force beside the dis-
membered body of her brother, when the jolt to little
Glauce’s private parts knocks the crown off her head,
as the betrayed and emotionally raw Medea passes
from denial to grief and from there to anger, when
she smashes the remnants of her union with Jason and
departs more lifeless than him, it is not simply a story
being told. As the ancients knew, the story itself is not
all that important. This explains why Euripides sent a
chariot round the city announcing exactly what he was to
present on stage, allowing audiences to decide whether
to take their places in the theatre or not. And why
MEDEA’, downstage and in itsfirst three minutes,
shows us exactly what is to come.

You go to the theatre not to see a story, but to
examine life beneath the surface of the day-to-day — its
core meaning. Just like Euripides’ Medea, the work of
Papaioannou unfurls like toothpaste: the tube is squeezed
and each scene naturally and inescapably pushes the
next into being, It is the same in life: however amazed I
am by something, however much my experiences make
me laugh or give me a frisson, in reality I know what is
coming next. Because what comes next is determined
by a robust chain of reasoning and an affective logic that
conform to the laws of nature. It is not suspense that
takes my breath away.

Not so much as a cough was heard in the packed
Athens Festival auditorium for an altogether different
reason: the Doric austerity that marks the harmonious
union between the inward and outward action. The
vertical cross-sections that dissect the story, where the
depth of a single moment can be explored ad infinitum
(in other words, that which in Euripides is undertaken by
the chorus), went hand-in-hand with the horizontal flow
of the events. And the turns of the chorus were so well
measured — rhythmically, melodically and structurally
— that nothing could be lacking, The excellent, prudent
use of the dramatic, and of a human scale devoid of
any excess or ostentation, liberated performers and
audiences alike. I saw people on stage with their teeth
sunk into the very heart of the matter at hand, wired into
every moment of the here and now, free to exist uniquely
within their symbolic frameworks. And I sensed the
members of the audience (myself included) existentially
relieved, our innards gripped by strands of meaning
and truth, by a penetratingly brilliant dialogue with the
stage. MEDEA’ begged to be interpreted, its action could
not unfold without my presence, and the interpretation
of my neighbour was slightly different from mine.

And all because this achievement was alive and alert,
unadulterated by cheap cleverness or facile beauty.

From the costumes to the music, from Aris
Servetalis, Evangelia Randou and Yiannis Nikolaidis to
each and every handsome sailor, from the Tsarouchis-
inspired images to the moments of rock intensity, from
the pockets of pure silence to the explosions, everything
was in its right place, in season and in bloom.

How wonderful!
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Mirka Dimitriadi-Psaropoulou (- 89

‘ELEFTHEROTYPIA" NEWSPAPER,17 JUNE 2008

Unlike most talented artists, Dimitris Papaioannou
polishes his talents through hard work. He diligently
hones the subject of his attentions until it takes
satistactory form. And if he is to present a work again,
he develops it afresh in the light of his latest experiences.
His secret can be summed up in three words: work,
work, work. .. He is a master craftsman of spectacle.
He strives for clarity of expression until he senses the
emotionality spring from this immediacy. He offers us his
works wrapped in the velvet of aesthetic beauty [...].

History repeats itself, Papaioannou does not. And
this year, at the Athens Festival, his MEDEA achieved its

most perfect expression |[...].

Vena Georgakopoulou . 891

'ELEFTHEROTYPIA" NEWSPAPER, 3 JUNE 2008

MEDEA’ is indeed a masterpiece. The first Medea,
the one we saw in 1993 before it was raised to the power
of two, was likely a masterpicce too. But because many
years have passed since then, little had remained in
my memory [...].

I remember much more as of two days ago, of
course. In fact, I cannot stop thinking about it. Charmed
(Evangelia Randou, who plays Medea, is a magnificent
creature), I feel proud to be Greek (the show is set to
tour internationally). But I also have my concerns. [...]

It is flawless and beautiful to such a degree that it

feels alien and remote.
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SOUND DESIGN [p. 99]

Sound in real time produced using stage action stimuli.
A series of under-stage contact mics transmit the beats
produced by movement on-stage to a computer running
software specially designed for the show; in turn, this
software reacts to these beats to produce sounds.

In this way, signals from Medea’s solo with the chairs
produce (psychological) sounds perfectly synchronised
with her movements.

The software is designed to include an element of chance.

In this way, the sounds produced for each performance
are unique, just like the movements of the performers
cach night.

MUSIC [p. 116]
The production uses excerpts from the

following operas by Vincenzo Bellini:

La Straniera (1829)

Norma (1831)

Beatrice di Tenda (1833)

I Capuleti e i Montecchi (1830)
II Pirata (1827)

I Puritani (1835)

La Sonnambula (1831)

Zaira (1829)

NIKOS ALEXIOU

Born in Rethymnon in 1960. He

i studied at the Academy of Fine Arts
| Vienna and at the Athens School of

Fine Arts. He has been exhibiting
works in solo and group exhibitions
held in Greece and internationally
since 1983. In 2007, he represented
Greece at the 52" Venice Biennale.
He first worked with Dimitris

Papaioannou in 1990.

ALEXANDROS BALAMBANIS

Born in Athens in 1964. He studied
in London. He has worked with well-
known Greek artists. He Designed
and oversaw the hair styling for the
Opening and Closing Ceremonies

of the Athens 2004 Olympic Games,
and for Dimitris Papaioannou’s 2.

NECTARIOS DIONYSATOS
¢ Born in Athens in 1971. He studied

sculpture at the Tinos School of Fine
Arts, and painting at the Athens
School of Fine Arts. He works

as a painter and sculptor in the
theatre. He worked with Dimitris
Papaioannou and Angelos Mendis as a
sculptor for the Opening and Closing

i Ceremonies of the Athens 2004
; Olympic Games, and for 2 in 2006.

NIKOS DRAGONAS

Born in Athens in 1965. He is a
graduate of the Greek State School
of Dance. He has worked with dance
companies such as ‘Analia,’ ‘14" Day,
‘Ad Lib, and ‘Chronotheatro,” with

i the Greek National Theatre, and with
i the choreographers Vasso Barboussi,
i Natassa Zouka, Apostolia Papadamaki

and Persa Stamatopoulou. He was a
core Edafos Dance Theatre member.
He has worked with Dimitris
Papaioannou since 1988. He worked
as an assistant choreographer for the
Opening and Closing Ceremonies
of the Athens 2004 Olympic

i Games. Since 2005 he has practised
i reflexology alongside his dance work.
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MICHALIS ELPIDOFOROU

Born in Athens in 1981. He is a
graduate of the Aristotle University
of Thessaloniki Department of
Physical Education and Sport
Science (Serres) and the Rallou
Manou School of Dance. He is
currently completing an M.Sc. in
Dance Science at the University of
Wolverhampton. He is an A.F.A.A.
and [.S.T.D certified instructor,
and a somatic release, pilates and
Gyrotonic® trainer.

ALTIN HUTA

Born inTirana in 1972. He is

a graduate of the Tirana Dance
Academy (1990) and the Greek
State School of Dance (1998). He
has performed in Greek National
Opera and Greek National Theatre
productions. He has worked, among
others, with Zouzou Nikoloudi’s
‘Chorika’ troupe, the Haris
Mandafounis Contemporary Dance
Company, and the ‘Airesis’ dance
company. He worked as an assistant
choreographer for the Opening and
Closing Ceremonies of the Athens
2004 Olympic Games. He first
worked with Dimitris Papaioannou
in 2006 (2).

COTI K.

Constantino Luca Rolando Kiriakos
was born in Milan in 1966. Better
known as Coti K., he has been
involved in the electronic music
scene since the mid-1980s, working

as a musician, sound engineer,

installation artist and music producer.
¢ Athens and Stockholm. Since 1994

He has composed music and designed
sound for the theatre, film, television,
dance-theatre productions, and
installations. He has collaborated
with many artists, including
Tuxedomoon, Stereo Nova, Raining
Pleasure, Nikos Veliotis, Mikael
Delta, Yiannis Angelakas,

Evan Parker, Blaine Reininger,
K.BHTA, and Ilios.
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NIKOS KALOGERAKIS

Born in Athens in 1972. He is a
graduate of the Greek State School
© of Dance. He has worked with

numerous Greek dance companies,
and has performed both in Greece
and internationally. Since 2005 he
has taught contemporary dance at the
Greek State School of Dance. He has
worked with Dimitris Papaioannou
since 1998.

{ TASSOS KARACHALIOS

Born in Athens in 1978. He
graduated with honours from the
Greek State School of Dance and
the University of Thessaly
Department of Physical Education
and Sport Science. He has worked,
among others, with Jan Fabre

i (“Troubleyn’), Apostolia Papadamaki, |
i Maria Gorgia, Antonis Foniadakis, :
; and Yorgos Sachinis. In the summer

of 2005 he took part in the
‘danceWEB’ programme of the
Vienna ImPulsTanz Festival on

a scholarship from the Onassis
Foundation. He is also completing
postgraduate studies in ‘kinetic and

creative learning” He first worked

i with Dimitris Papaioannou in 2006 (2).

KONSTANTINOS KARVOUNIARIS

Born in Athens in 1975. He is a
graduate of the Athens Conservatory
School of Drama. He first worked
with Dimitris Papaioannou in 2006 (2).

COSTAS KEFALAS

i Born in Athens in 1968. He studied

physics in Athens, and film in

he has worked in film and theatre
production. He began teaching film
production at the Aristotle University
of Thessaloniki in 2005. He was the
Video Production Manager of the
Opening and Closing Ceremonies

of the Athens 2004 Olympic Games.

i Hefirst worked with Dimitris
i Papaioannou in 2006 (2).

FEVOS-THOMAS KYRIAKOU

Born in Athens in 1985. He is
currently completing his studies in
 the University of Crete Department

of History and Archaeology, and is
studying dance.

KATERINA LIONTOU

Born in loannina in 1986. She is a
graduate of the Greek State School
of Dance. She has performed both in

i Greece and internationally with the

{ “Hellenic Dance Company.’

THODORIS MICHOPOULOS

Born in the Peloponnese in 1978.

He studied film and television at the
AKMI Institute of Vocational Training,
Since 2000, he has worked as an
assistant cinematographer in film

and the theatre.

; YIANNIS NIKOLAIDIS

Born in Nikea in 1977. He is a
graduate of the Greek State School
of Dance. He has worked with

the following dance companies:
‘Theatrokinisi, ‘Airesis, ‘Choreftes,
‘griffon, ‘Zeta,’ the ‘Persa
Stamatopoulou Contemporary

i Dance Company, ‘Proschima,
¢ ‘Lathos Kinissi, and ‘Oktana.’ He first

worked with Dimitris Papaioannou
in 2006 (2).

AGNI PAPADELI-ROSSETOU

Born in Athens in 1982. She began
her dance and ‘Orff” technique
training at the Polyxeni Matey Dance

i School. She is a graduate of the
i Greek State School of Dance. She
! has worked with the choreographers

Charles Linehan, Apostolia
Papadamaki, Nadi Malengreaux,
Cie Embuscade, Andrea Crews, and
Joanne Leighton, the visual artist
Kendell Geers, and the director

Jeroen Bogaert on his shortfilm

Cocoon.
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FEVOS PAPADOPOULOS

Born in Athens in 1980. He
experiments as an amateur in the
visual arts. He first worked with
Dimitris Papaioannou in 2006 (2).

DIMITRIS PAPAIOANNOU

Born in Athens in 1964. He

studied alongside the artist Yannis
Tsarouchis. He has worked as a
painter, performer, comic book
creator, choreographer and director.
He founded Edafos Dance Theatre
and created all the company’s works.
He conceived and directed the
Opening and Closing Ceremonies
of the Athens 2004 Olympic Games.
In 2006 he created 2.

TINA PAPANIKOLAOU

Born in loannina in 1966. She
studied dance in Greece, New

York and London. She has worked,
among others, with the ‘Analia;
‘Kipo’ and ‘Oktana’ dance troupes,
the Greek National Theatre, and the
Vasso Barboussi Dance Company.
She was a core Edafos Dance Theatre
member. She has worked with
Dimitris Papaioannou since 1988.
She was the Creative Co-ordinator
and Associate Director of the
Opening and Closing Ceremonies
of the Athens 2004 Olympic

Ceremonies.

THANOS PAPASTERGIOU

Born in Larissa in 1985. He is
currently completing his studies
in medicine at the National and
Kapodistrian University of Athens.
This is his first theatre project as

a costume designer and art director.

EVANGELIA RANDOU
Born on Corfu in 1977. She is a

i graduate of the Greek State School
i of Dance. She has worked with

the following dance companies:
‘sinequanon,’ ‘X-it dancetheatre,
‘Noema danceworks,” ‘Lathos
Kinissi, ‘Griffon, “Yelp, ‘11, and
‘Quasi Stellar,” as well as with the
Greek National Opera. She worked

as an assistant choreographer for the

i Opening and Closing Ceremonies

i of the Athens 2004 Olympic Games.

She has choreographed theatre
productions, and appeared in the
Yorgos Lanthimos’ 2005 feature
film Kinetta.

VASSILIA ROZANA
Born in Livadia in 1972. She is

a graduate of the University of

i Athens Department of Economics.

She undertook drama, voice and
movement training at the ‘Akis Davis
Drama Studio.” A founding member
of ‘PROSPECTA, theatre and music
event production.” She has appeared
in productions such as: Fragments of
Barthes 11, Please Kill Me, Disco Pigs,

Apartment Welcome Paranoia, and Bad

i Hotel. She continued her studies
i in costume design at the Kallithea

Adult Education Centre and Evening
School. She regularly works with the
Athens Megaron Concert Hall, the
Hellenic Festival, film production
and advertising companies, and

fashion magazines.

ARIS SERVETALIS

\ Born in Athens in 1976. He isa 1998 |

graduate of the ‘Diomidis Fotiadis
School of Drama.” He has appeared
in the theatre productions of the
‘Kinitiras’ and ‘Omada Theama’
companies since 1997. He has

also worked infilm, television and
radio. He first worked with Dimitris

Papaioannou in 2006 (2)

VANGELIS TELONIS

Born on Crete in August 1985.

He has three sisters and his parents,
Haralambos and Ismini, run a

taverna in Icrapctra.

SIMON TSAKIRIS

Born in Thessaloniki in 1976.

He is a graduate of the Aristotle
University of Thessaloniki

School of Journalism and Mass
Communication, and of the National
Theatre of Northern Greece
School of Drama. He has worked
as a journalist, actor, dancer and
performer. He first worked with
Dimitris Papaioannou in 2006 (2).

IOANNA TSELENTA

Born in Athens in 1979. She studied
professional make-up and special
effects at the VITA Institute of
Vocational Training, She trained
alongside Angelos Mendis. She
works with film production and
advertising companies, fashion
magazines, and various artists.

She first worked with Dimitris
Papaioannou on La Sonnambula

(as the assistant to Angelos Mendis).

ALEKOS YIANNAROS

Born in the Peloponnese in

1964. He studied film at Leeds
Polytechnic. He currently works as a
cinematographer. He has won three
Lighting Awards at the Athinorama
People’s Choice Theatre Awards
(2000, 2003, 2008). In 2007 he was
awarded an Honorary Distinction
for Best Cinematography at the

30" Drama International Short
Film Festival. He has worked with

Dimitris Papaioannou since 1995.
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Image Captions

[p. 14]

Nikos Alexiou’s set

MCDONALD ILLUSTRATIONS [pp. 18-21]

Medea (1988) by Lars von Trier, based on the screenplay
(1965-66) by Carl Theodor Dreyer,

with Kirsten Olesten

Medea (1970) by Pier Paolo Pasolini,
with Maria Callas

MEDEA REFERENCES [p. 95]
Siren (4" century B.C.)

Goddess of the Snakes (c. 1600 B.C.)

GLAUCE REFERENCES [p. 96]
Katia Lisant (1968-76), Balthus

Overture to the Fourth Act of Deafman Glance (1980)
by Robert Wilson

Cave of the Heart (1946) by Martha Graham,

music by Samuel Barber, sets by Isamu Noguchi

DOG REFERENCES [p. 93]
Josferatu (1922), F. W. Murnau

The Cabinet of Dr. Caligari (1920),
Robert Wiene

Drawing (1993), Dimitris Papaioannou

JASON REFERENCES [p. 94]
Self-Crowning Athlete (c. 460 B.C.)

The Entrance of the Masked Dancers
(c. 1884), Edgar Degas

Bambi (1942), Walt Disney

SUN REFERENCES [p. 97]
Apollo, Temple of Zeus, Olympia
(470-456 B.C)

Butterfly Eros (1966),
Yannis Tsarouchis

Portrait of Evgenios Spatharis (1948),
Yannis Tsarouchis

Beach Study, Two Nudes, An Qfficer (1962),
Yannis Tsarouchis

Drawing (1993), Dimitris Papaioannou
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The Rocky Horror Picture Show (1975),
Richard O’Brien

Drawing (1993), Dimitris Papaioannou

SOUND DESIGN [p. 99]
A plot taken from the software crafted specially
for the show in the Max/MSP environment by Coti K.
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Dio Kangelari (e 122-123]
FROM THE PROGRAMME OF THE 2N° KALAMATA
INTERNATIONAL DANCE FESTIVAL, 1996

A Medea Set onWater

Despite being a production of the Edafos (“Ground”)
Dance Theatre group, Dimitris Papaioannou selected the
element of water upon which to stage his Medea. ..

The tables and chairs of the set lie like islets, the
visible tips of some sunken city. “Water and Dreams”. ..
Soporific, melancholy waters flash with menace — by
turns, the sailing seas of the Argonauts; the waters of the
Hellespont and the Caspian Sea, of the sorceress and the
atonement she demands; the milky maternal waters of
thefilicide; the womanly waters of this barbarian in love;
and the domain of the granddaughter of the gods, of the
Ocean and the Sun.

This water-bound Medea is not a dance theatre take
on the Euripidean tragedy. It focuses not on the revenge
of the heroine, but rather unravels the skein of her
broader myth: from the Argonautic Expedition and the
magic potions in Colchis, through to the contented years
in Corinth, right down to the betrayal andfilicide — and
up to the ascension.

The choreographer draws his protagonists from the
mythic narrative — the trio of the love triangle, the Sun
God, a chorus of Argonauts — and introduces a character
of his own devising, the Dog, afitting invention both as
a concept and as a performance by Grigoris Lagos. Sun
God and Dog seem to act like two sides of the same
deity: one is the fair Apollo of light, music, youth and
the oracle, under whose all-seeing eye the events unfold,
while the other, a faithful servant to the sorceress and the
personification of her darkest instincts, pulls the chthonic
strings guiding the action. This is a Medea betrayed before
the dog barks three times. ..

Zoomorphic elements, reminiscent of Egyptian
mythology, are also applied to other characters. Medea
dresses in the wings of a wild swan or of an albino bat,
or in the tail of a peacock. Glauce is as nimble and wide-
eyed as a deer. Meanwhile Jason, the Sun God, and the
Argonauts seem to have stepped out of the visual world

of painter Yannis Tsarouchis.

Above the waters, images drawn from dreams and
nightmares lay claim to the universal archetypes on show
(“Oh, beauty...” in the words of Odysseus Elytis). Mime
theatre, dance, music and the visual arts are gracefully
combined, and influences are seamlessly and creatively
incorporated into the piece. The excerpts taken from
Bellini operas add their own lyricism to the proceedings,
without constraining the movements of the performers.

Angeliki Stellatou, a leading light of the company
and of dance theatre in general, plays Medea with a
tragic mask for a face, a mute vessel of movements and
inner voices, ill-fated and indomitable. With lucidity
and intensely refined movement, she pours life into her
costume, claiming it as an inseparable part of her body.
She gushes the mysterious gestures of a dark priestess of
love when copulating with Jason. Betrayed, a foreigner
stranded with only a chair for a homeland, alone upon
the sea, she transforms a simple stage prop into a wealth
of symbols as she moves and is moved from chair to
chair: into the buskin boot, crutch or wooden leg of a
woman amputated of her love. Her mute swan song,
which expresses the extremes of erotic desire before the
climactic clash, touches upon the essence of tragedy.

Bringing his unfailing stage presence to bear on the
role, Papaioannou is a Jason with buskin-boots for a boat;
his expressive power is magnetic, no more so than in the
love scenes, and at the calamitous climax in the water.

While beauty is not the “cause of death,” as Poe
might have liked, any reservations are systematically
washed away by the freshness and vitality of the
production, and by the perfectionism apparent in its
preparation.

The multi-talented Papaioannou and his team have
added their own dance theatre Medea to the pantheon of
tragic heroines, exhausting all the secrets of the sorceress’

potions to create the magic seen on stage.

162

Medea (1993-2000)

A piece forfive performers
Edafos Dance Theatre

Commissioned by the
Cultural Centre of the City of Athens

60 minutes

PERFORMED 52 TIMES

PREMIERE

Koninklijke Nederlandse Schouwburg,
Antwerp, Belgium

28 September 1993

ATHENIAN PREMIERE
Kotopouli-Rex Theatre
20 April 1994

THREE REVIVALS
1996, 1998, 1999-2000

TWO GREEK TOURS

1994: Patras, Argos

1996: Kalamata, Chania, Ferres, Komotini,
Volos, Veria, Thessaloniki, Athens

TWO INTERNATIONAL TOURS

1998: London, Lisbon, Lyons, Limassol,
Nicosia, Larnaca

1999-2000: New York, Istanbul, Jerusalem,
Tel Aviv, Athens, Heraklion, San Marino

FINAL PERFORMANCE IN GREECE
Nikos Kazantzakis Theatre,
Heraklion, Crete

9 July 2000

FINAL PERFORMANCE
San Marino Festival
30 August 2000

Won ‘Best Choreography’ at the
Greek National Awards for Dance (1994)

SPONSORS
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Cultural Centre of the City of Athens
Greek National Theatre

Greek Ministry of Culture

John F. Costopoulos Foundation
Marinopoulos Group

ISTOS Publications

Greek Public Power Corporation (DEI)

Conceived, Directed + Choreographed by

Dimitris Papaioannou

Set Design Nikos Alexiou

Sound Design Pavlos Avouris

Costume Design Dimitris Papaioannou

Make-up Design Angelos Mendis

Assistant Director Tina Papanikolaou

Assistant Choreographer Angeliki Stellatou

The music accompanying the work is a collage of

excerpts drawn from six operas by Vincenzo Bellini.

Medea
Jason
Dog

Glauce

Argonauts

Angeliki Stellatou
Dimitris Papaioannou
Grigoris Lagos

The role of Glauce was created for
Elena Topalidou; it was also performed
by Katerina Papageorgiou, Eleftheria
Lagoudaki, and Stavroula Siamou for
the revivals.

The role of the Sun was created

for Michalis Nalbandis; it was also
performed by Fotis Nikolaou for the
revivals.

Nikos Dragonas, Antonis lordanou,
Nikos Kalogerakis, Philippos Lazaris,
Yorghos Matskaris, Angelos Mendis,
Hamilton Monteiro, Fotis Nikolaou,
Tassos Papaioannou, Michalis
Papantonakos, Stavroula Siamou,
Dimitris Sotiriou, Fotis Spyros, Dimos

Tsingakos, and Yiannis Yiaples
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Anna Kissegoff (. 1271

‘THE NEW YORK TIMES,” 17 SEPTEMBER 1998

The Edafos Dance Theatre company’s Medea suggests
a cinematic dream acted out by chalk-white dancer-
mimes who move in slow motion when not erupting
into emotional outbursts. Dimitris Papaioannou, the
director and choreographer, is remarkably coherent
in his style and vision [...]. [H]e is never off-key in
his retelling,

As Jason and Medea on their wedding night, he
and Angeliki Stellatou thrash about on a table with
extraordinary passion. After Jason’s infidelity, Medea
kills her children by dashing two hand-puppets to
smithereens.

Their red innards fall into the ankle-deep pool
below, the “sea” that Jason, portrayed as a priggish 19"-
century admiral, has crossed. The entire cast’s intensity is
striking and the Bellini recordings are unexpectedly apt.

Donald Hutera . 1281

‘DANCE EUROPE 16," JUNE/JULY 1998

Myth and Motion

Dance transcends language, just as myth transcends
— or creates its own — logic. Together they’re a powerful
formula, extended or defined anew by each generation.
Think of the idealised females of 19"-century classical
ballet, Martha Graham’s pioneering modern works,
George Balanchine’s Apollo, Meredith Monk’s futuristic
The Games, TwylaTharp’s The CatherineWheel, her recent
Heroes, and on and on. Any list of examples would be
lengthy and universal.

Although choreographers may choose to tell stories
through various combinations of plot and symbols,
dance’s mythic qualities aren’t necessarily imparted
through narrative. Myths hitch meaning to our beliefs.
Since meaning in dance is communication primarily
through bodies negotiating time and space, it’s feasible
that all dance fashioned for performance — whether plot-
driven or abstract — attains the level of myth.

Several recent, movement-based theatrical events
in London have delved deeply into mythic realms.

The Greece in Britain Festival imported Edafos Dance
Theatre to Riverside Studios with artistic director
Dimitris Papaioannou’s startling, aquatic reinvention
of Medea. Conceived in 1993, this is not a conventional
retread of Euripides’ tragedy centred on the betrayed
title character’s revenge. Rather, Papaioannou and
company place Medea in a wider mythological context
via a sexy, witty, ceremonially-placed spectacle
composed of elaborately stylised tableaux.

The piece, with a medley of Bellini operas as its
soundtrack, is littered with memorable images. Designer
Nikos Alexiou’s playing area is awash with water. The
characters strike statuesque poses atop four jetty-like
platforms that jut out towards stage centre, a setting
suggesting sunken city or flooded dining room. The
costumes (designed by Papaioannou) are in white,
silver or grey, with occasional blood-red accents. In
this garb, with their impassive, powdered faces and
flattened, frieze-like moves, the cast looks and behaves
as if in a silent film. The result is an exercise in high
style occasionally bordering on camp. Even if it doesn’t
reach the grandest emotional heights, the hour-long
production works beautifully. There’s afizzy complicity
between audience and performers, as if all know
this inexorable journey must be seen through to its
calamitous end.
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Within stylistic limits the performers excel. Slick-
haired and pencil moustached, Papaioannou himself
plays Jason as a dashing, Valentinoesque narcissist. He
nabs one of the piece’s funniest moments (Jason striding
imperiously through the “sea” in his gondola-boots, while
the ordinarily-shod matelot-sailors skitter and slosh
around him) and its most erotic scene (Jason and Medea’s
steamy, Velcro-ripping love tryst). Angeliki Stellatou is
afine, ravaged Medea, decked out in a long train used
ingeniously as peacock fantail, bat cape or wild swan
wings. Katerina Papageorgiou plays the love triangle’s
“other woman” as a deliciously kittenish tart. Grigoris
Lagos is Medea’s servile Dog and the embodiment of her
dark side, and Fotis Nikolaou makes a gorgeous Apollo.
On the basis of Medea, I'd like to see Papaioannou sink
his teeth into the Dracula myth, reportedly the subject

of the company’s latest show.

René Sirvin [ 129]

‘LE FIGARO, 16 SEPTEMBER 1998

Greece Rediscovered

This 1993 production of Medea, more reminiscent of
mime theatre, pantomime, and at times even animation
than dance, sits comfortably with the beauty of its
unusual and sophisticated visuals. Dimitris Papaioannou
imaginatively guides a rediscovery of this well-known
story, all the while maintaining the suspense and dramatic
tension of the tale [...].

[...] Dimitris Papaioannou’s narrative captivates with
its inventiveness, and with the power of its images. The
characters, seemingly carved of marble, contrast strongly
with the sad grey realism of the props. The director
humorously imagines Jason as a narcissistic ladies” man,
has Medea’s servant tied on a leash, and Apollo beautiful
like the god Helios, the grandfather of Medea who
emotionally oversees the action. It is he who gives Medea
the blood-soaked ribbon with which she blots out the
lives of her love rival and her own children.

[...]1The performers are perfectly suited to the
characters they play, moving with great restraint and in

perfect harmony with the music of Bellini [...].
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Zeyher Oral 1. 133)

‘MILLIYET,” 18 MAY 2000

The stage is dark. A white light cuts through the
darkness to pick out the figures, which look as if carved
from marble.

From the very first moment we are drawn into an
enchanted world, brought face-to-face with the very
essence of Medea [...].

[...]We then held our breaths. Rarely have I seen an
audience in the very large, and in this case packed, hall of
the Atatiirk Cultural Centre watch a performance in such
silence and with such engrossing concentration,
as if magnetically drawn to the stage [...].

[...] All the players in this theatrical game transform
themselves and their surroundings into works of art,
tableaux vivants that overspill with deep-seated passions,
paintings of true dramatic force. I was struck by the
power of the love scene. In the depths of her misery,
Medea tears across the seas, seesawing between the past
and the future, between her thoughts and emotions, and

finally moulding her pain into decisive revenge [...].
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Emma Manning [r. 1291

‘THE STAGE" MAGAZINE, MARCH 1998

With Medea, the Edafos Dance Theatre company
achieves a powerful interpretation of this tragic mix of
murder, infidelity and revenge [...]. Nikos Alexiou’s
overflowing set is breathtaking [...]. The vocabulary of the
movement is highly effective [...]. The expedition of the
Argonauts, all long gliding steps and perfect symmetry,
strongly suggests the entrance of the swans in Swan Lake
[...]. The nude love scene with Jason is pure eroticism
[...]. The element of drama in this beautifully directed
production is heightened with excerpts from Bellini’s
operas and is triumphantly theatrical to its very core.

Ora Brafman - 1321
JERUSALEM PQOST,” 13 JUNE 2000

Papaioannou’s Medea is a dramatic gem, a pure work
of inspired genius that transcends time. Set to a musical
collage of Vincenzo Bellini’s operas, the music enhances
its lyrical dimension, softening some austere stylistic
resolutions.

The greatness of this dance theatre work lies in
Papaioannou’s ability to cut right into the essence of
the dramatic components of the ancient drama, and to
solidify coherent visual concepts of set, lighting and
costume design that perfectly support the precise and
stylised slow movement phrases influenced by classical
Greek sculptures and Greek painting. He has created
kinetic-sculptured images, with intense locked-up energy,
that move in an environment of predestined drama of
volcanic magnitude.

[...] Every flick of her fingers is charged with
electrifying power, and the pair’s wedding night is a tale
of crystallised beauty and passion, acted out by the stark-
naked couple. The scene’s dichotomy is typical of the
work itself, where bold desire and restrained objectivity
coexist simultaneously in this magnificent piece of art.

This work maintains an original voice. Although in
some ways it belongs to the genre of “dance theatre” that
peaked two decades ago, it reads well in contemporary
terms, and it is relevant today and will remain so for
a long time. Medea is my victorious “contestant,” the
highlight of the dance section at the Israel Festival and
DancEuropa 2000.

Stefania Bochicchio [+ 132]

‘FOOTLOOSE" MAGAZINE, MARCH 1998

Choreographer and director Dimitris Papaioannou
spins the tale of the tragic encounter between the
sorceress Medea and the hero Jason like a visual spell:
every element, from the marble-like quality of the
whitened bodies of the dancers, to the primeval feelings
that the flooded stage stirs, and from the roundness of
the Bellini soundtrack to the discipline of the stylised
movements, is like an ingredient of a magic potion. We
know that the story will end in a river of tears and blood,
but, unable to avert our eyes, we become accomplices
in its inevitability. This is modern ballet at itsfinest, both

ground-breaking and accessible. A visual feast.

Mirka Dimitriadi-Psaropoulou [ 1331

‘ELEFTHEROTYPIA" NEWSPAPER, MAY 1994

A Different Dimension to the Myth

The difference between the Medea of tragedy and
that of Dimitris Papaioannou is that the latter, freed
from the fetters of the ancient Greek tragic tradition,
has a lightness of touch and an air of irony and critique,
taking the thoroughly simplified form of a fairy tale. By
maintaining this philosophically casual stance, the heroine
is stripped of the heavy and haunting baggage normally
associated with her name by audiences.

All the choreographer has left to do is narrate
fragments of this well-known story, something which he
does in a truly masterful manner. He offers us a skillfully
constructed series of images invested with rarefied action,
and combines the tireless pulse of the movement with
style of impeccably good taste, and an attention to the
tiniest of details.

He has used his wondrous talents to create the
visuals by means of a new vocabulary and an energy that
springs from an underlying rhythm rooted in the space.
This production of Medea is characterised by imagination,

inspiration, sensitivity, precision and ﬁtting emotion.
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