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YVG TORAPEALouY VIaQXRTES TOaYmdiES TS agyadmTas. AMA autd eivar éva xepdlaio
axdpa hydtepa diepeuvnuévo arr’ 6,1 0 Zopoxhg 0To YEQUAVIXG OUHAVLONG. XAon oty
ToQadeLypoTr auti povoyoagia n wotoia g meAoAnymg ™mg apyaiag dpapatoroyiag
omv Evpdmn tov vedtegmv yoovmv €yve ol mo thovota.
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ARNOLD ARONSON,
American avant-garde theatre: a history, London / New York, Routledge 2000,
oeh. XIV + 242, 32 ewx., ISBN 0-415-24139-1.

TTpdxertan yut pio ToAD evolagépovoa Mpooievon uag «Lotoiag oe aTaBpovs» ™G ape-
QUavLxg TEWTOmoQ{ag, TV pgavitetal yipn ota 1950 pe xdnng diagpogeTtrés tpoimo-
Béoes, a’ 6,1 omv Evpddnm, 1600 otV *Aaoixn Tg ooy oTLg apyES Tou atdvo 600 Rou
om véa avant-garde petd 1o AgvteQo mayrGouo Tohepo. And ta téhn g deraetiog Tov
1930 1 Apegurrj d€yetan pua ouveyy o1 xahhtexvirdv tahévimy ar’ 6An mv Evpdmn, mov
YO1iyoQa oTREeTOL EVAVTIQL OTIG Soap operas Twv media, v mapaywyy Ttov Hollywood 1
%aL 10 epmourd Béato tov Broadway. O agyirég Tomobetioeis xat emdiwEels dev elvan
oM drapogetinés and v Evpdmy: “Avant-garde performance strives toward a radical
restructuring of the way in which an audience view and experiences the very act of theatre,
which in turn must transform the way in which the spectators view themselves and their
world. Traditional way of seeing are disrupted so that habitual patterns, which inevitably
reinforce social norms, are broken. A change in an individual’s attitudes, associations, or
beliefs is effected not through a straightforward presentation of ideas but through a
fundamental restructuring of perception and understanding. In other words, the very notion
of what is theatre is brought into question” (0. 7). Avtd mov Oeparomoteiton eivon 1) oot
rowmvixy ovpBoon omy oroia Baoileton To B€ato: To JTt 0 nBomolds TpoomoLElToL TWS
elvar GALog eve) To xowvd déxetar mv «amdm». H emxowwvia toug € el wg mpoindBeon
TG OL ONUAGTES TTOV TOQAYEL 1) OXNVI] EIVOL ROTAVONTEG TS TOVS BETEG. AuTG Ovopdle-
tau theatrical competence. “Much of the history of the avant-garde can be seen as an attempt
to create strategies that will undermine theatrical competence. Normal systems of
communication - the recognition and interpretation of signs - are thwarted or disrupted;
signs become divorced from their culturally accepted signification, or the cumulative effect
of the signs cannot be understood in any historically or culturally accepted way. Framing
devices become vague or unfamiliar, so that the difference between life and art is brought
into question [...]. For much of the avant-garde, the emphasis shifted from questions of
meaning of a focus on process” (0. 8). “Eva ané ta xagoxtoLotixd mg mpwtonogiog and
™V 0Q)1] TOU audva gival ko To yeyovas, twg 1 Bempia oonyeital g Beatouriic moaxtt-
wic. Andtepeg piCeg ™ apepuravirtg mpwtomogiag foloxroviar otovg Wagner, Brecht,
Artaud, xou f€Para oy Gertude Stein, Dada, pouvtovploud xth. O mpdites expdavoels
€xouv Tov yapaxtioa Twv happenings, Tov 0OTEEPOVTaL EVAVTOV TOV TQOOTOWTOV TG «Be-
TGy, Ol %ouQol To EPEQaY TOL XVIILOTEL CUTA VO YIVOUV TTOAU YOI7YOQ %at TTOMTL-
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%a. Tty emPol tov «tapaotdoemv» xat tehéoewv dev vmijoye ToA peydhn aviiota-
on, Yt tapddoon ato ehit-0€ato dev eixe 1 Apeon, T0 ®OwG fitav xvping Adixd xau
70 TOA aoTLrd, ®au To mélodrame xvLAEYNOE OTIG OXNVES OmTG TIS aEXES Tov ardva. “Etot
n avant-garde pépeoe va amopQogrioeL oyedov amd v apyy peydho pégog me tvrehht-
YREVTIOLUG TNG YOG %o elval avTd Tov duovpynoe €va «Evieyvor» B€ato. O ouyyp. To-
moBetel To TEAOG TN MEwTomopiag Yipw ota 1990, yoti Téte éxel emPAnBel oTo oivOro TOU
Bedroov xaw amotehel TAEoV 10 «emionpo» B€atpo twv Hvopévav Mohtewdv. H mpwrtomno-
ola €ywve rabeotdc.

O ouyy. avahiel 0pLOUEVOUS OTaBROUS %ol OQLOUEVE OYjIaTa, XVEIMS 0T YA TOV
Eenwviuatog Toug, pe xpovoroywj oelpd eELOTORVTAG TV TOQE(D TOVG. ZT0 TQWTO REPd-
Aowo aviyvevel Tig aQy€g ™g apepwavinis towtomopiag (“Origins of the avant-garde”, oo.
1-19), divovtag pa ETOTTELC OTLS KOWVOVIKES, TOMTLES, RUAMTEXVIRES %ot BEATOLRES TUV-
Brireg mg Apepurng om dexaetio ov 1950, pua xardotaon apretd diagpopeTir and avti
omv Evpddmm mg (duag emoxnis. To devtepo xepdhato, “Theories and foundations” (0. 20-
41), avahiver g OewenTuinég xatafOAES TV xuvNpdTwv Tov pgaviCovion om dexaetia av-
T o €xovv ouvOEoeLs e v xhaow avant-garde mg Evpdmng oto mpdto wod tov 20™
awive. Edud tujpora agrepdvovion otov Antonin Artaud, myv Gertrude Stein, xow tov John
Cage (to happening tov maviota “4’33”), aArd xal tov Mmpéyt xar fefaiwg to Black
Mountain College, mov eidape xar mponyovpévas. To toito expdhato TapaxohovBel Tig
apyés diapdpmv oynudtov: “Off Broadway, Happenings, and the Living Theatre” (0o. 42-
74), eoudlovrag 1o goxd mpdta otov Julian Beck »av myv Judith Malina, potiCovrag tov
71p00devTivG pGAo ov émauEe ) American Educational Theatre Association, ov eE€dmoe
10 Educational Theatre Journal (aQydtega Theatre Journal) wow 1o Tulane Drama Review.
“Eva uépog aoyoheitan pe o Living Theatre o tig moateg mapaotdoeig tov, to happenings
tov John Cage xou tov Allan Kaprow, pe myv nepigpnun nagdotaon “Mysteries and Smaller
Pieces” #au TIg EVQWITAIXES KUL VOTIOUUEQIXAVIXES TTEQLODE(ES TOV BLdoov. To Té€TagTo ne-
pdlaio agrepwvetal ot dexaetia Tov 1960: “The 1960: collectives and rituals” (o0. 75-
107), avaivovrag to Open Theatre, wov Eemjdnoe and to Living Theatre, xal g epyaoieg
Tov drevBuvey tov Joseph Chaikin, Tov ouveydomue pe tov Grotowski xat tov Brook. Ot
TOWTES TAURUOTACELS €yLvay 0To rageveio LaMaMa, oxnvoypdgog piag omd Tig Tapaotd-
ogLg frav xat o Bob Wilson. Extiong aviyvetovrar ot agy€s tov Andrej Serban xat to
LaMaMa, ov ayxd eixav wiaiteon advvapio omy agyaie eAAnven] toaymdic. To wé-
it re@dhato avaliel dGhhovg otabpovs mg mpwtomopiag: “Smith, Wilson, and Foreman”
(00. 108-143) %o TEQLYQAPEL TIG TOWTES EQYUOTES TOUG, TO €XTO0 REQAAMIO E0TLALETAL OTNY
agyj mg ®aoLépag tov Richard Schechner: “Performance Art (and the origins of the Wooster
Group)” (0. 144-180), eoudCovrag mv mpoooyy Tov xat otig didgoes cadopaloylonnég
exdoy€s mg body art, eva) o €Bdopo xedrato diver m ouvéyewa: “The Wooster Group, Reza
Abdoh, and the end of the avant-garde” (00. 181-204). H “conclusion” (00. 205 €€.) eEnyel
yuari 0 ovyye. Bemel, g 1) TpwTomogia €xet Teheldoet (€ywve kaBeoTis). Axohovbel T0
Tjpa pe g vroonpewdoels (00. 212 €E.), n fifhoyoagia (00. 224 €E.) xou 10 €vpeTiOL0
(00. 233 €E.). To Bifrio draPdtetan evydorota xon diver pua yorotun ovvoyn tov eEehiEe-
WV IOV 001 YNOAY 0TO ONUEQVS AUEQRAVIXG BETQO, YWOIS VO TQOOTOLE (TaL TANEGTTCL 1]
eEavrinom tov Bepdrov and wtoprr droyn).
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