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OyULoG, 600 %at 0 ZogoxAig ™V AVaTTioooVY XL TV AvIeTmniovy avoytd: atov Evouti-
dm eviote vovopevetow, eviote mpoPdher raahutry. O wibog evoagraveL To duvapd Tov
avérxhntov, eva avafdhhel, pEom mg apgromuiog, ™ TAdng ®aL TG OUYXQOVONS, TV EX-
TMEWOT] TOV. ZT0 B0 VTAQYEL TTAVTOTE LKL «TTQOCUOVI]» VOTUOTOG, E(TE LECTLAVIXOU EITE CLVTL-
UEOOLOVIXOU - PAETUG OL Bdxyes, paotug o avavupos «EvayyeMopde» tov povoeiov twv Bou-
EeMadv, Gmov, iom and v TapBévo mov Aapfdvet To wijvupa Tov ayyéhov, vdoyet po -
#OVOL TG OTOEmOG. / Aum 1 avexmAjomT Teocdoxic Yevvd my eAknvirn Toaymdic kot mv
#aBLoTd aveEGVIANTOL avoLT] OTIG AVAYRES Pag Lo %oraveno [...]. Qotdéoo, o wibog xaw
oTpdtevoT Tov 0to VrTePaTind elva TOL YeVVd, o emBdAher, TV duvayiky ™G Enaveppav-
one, Mg emavarmyng (repetition: ovtd o «va Eavalntds») péoa atov ye6vo.

H dh xatetBuvon, Ty omola Ba 0eha va egevvijom, elval avm] Tov oxieypdgnoa
adpd 0€ €vo TEONYOUUEVO REPAAALO: 1) VIGBEDT] oL GTL oL ®UQLOL EAAVIXOL PiboL elvat
eviuwpévol oty eEEMEN ™mg YADOoog pag 1ot LOLTeQa TOV yooupuotikay pag. Edv 1 dt-
aloBnoij pov eivar owot, xat eda Gha pévouy mpog anddetEry, Gtav whdpue, phdue pe op-
yavird vrohelppata tov pubov. EE ov xow n evonuui maovoia omv vootoormict xat Tov
ToMTLOPG pag Tov Owimoda xow g Eévng, tov «Egota» xat tov «@avdtov», tov Ao~
Aova xow T1ov Alovioou [...]. Avt] my oty ot dvBpmmor pavidCoval, oxrégroviat, Lovv
véeg «Avitydveg»” 1o (o Ba oupfaivel xat avglo» (00. 468 €E.).

O t6pog ®heivel pe €va eveeTiiplo ovoudtmy (00. 471-488) na €va eL4OVOYQUPILS UE-
00G ILE UYYELOYQUPIES KOl POTOYQPIES 0O BEATOIRES TUQUOTATELS. ZUYYAQNTHOLE OTOVG
UETAPQUOTES YLOL TNV TOOEXTLXY dOVAELd, OuyyaonTioLe aTov ex00Trd oixo Kakévm, mov
eyrauvidalet pe to fLprio avté m véa oelpd «Mubot xaw AGyow, xaL ouyyaenmioLa, T€hog,
oto E6vixd Kévrpo Biphiov, mov evioyuoe owovopund myv €xd00m awt.

BAATEP ITOYXNEP

THOMAS P. FINN,

Moliére’ s Spanish Connection. Seventeenth-Century Spanish Theatrical Influence
on Imaginary Identity in Moliére. New York etc., Peter Lang, 2001
(Currents in Comparative Romance Languages and Literatures, vol.81), ogh. 178,
ISBN 0-8204-4121-X.

H evdLapgQouaa ApeQURaVIXT] HOVOYQOIDL Y10 TIS LOTIOVIRES ETLOQATELS TGV OTIG ROPMOTES
10V MOMEQOU ROMUTTTEL €V ONUAVTLHG KEVO OTN OYETLXY) EQELVVA, YLOTL €0DG TWQE EXOVV EML-
onuavOel povo ot ttahirég Tov emdpdoels, omd my comédie italienne oto Iapiol xar mv
commedia dell’ arte ev yével, eve) gaiveton mBave, av xou dev €xovpe dueom anddelEn, tmg
%ol Tig 16y00veg meQUTavIioeLg Tov e 1o Beatird Tov Blcoo om véto Fakhic 1jpbe o ema-
1] %O PE TO LOTIOVIXG QETEQTOPLO TG ETTOXIIS. AUTS Poget var amodetyBel amd T ovyyévela
HEQURAV OIS TOUG TQOTALYWVLOTES TV XMUOIUDY TOV, TTOV EXOUV LOTAVIXE TOOTUTTCL, OUYHE-
rouéva 1 xouw 1o yevird. Tl o omtd g faotnés mopapétpovg mg Lomavikig comedia Tov
siglo de oro xaw 1o 17° cudhivar eivan To oy vidL pe TG TG TES: 0 KEVTQIRGS 1pwag ahhdlet,
UETOTTOLE 1] €V YEVEL YONOWUOTOLEL TOGOUOUQC MLOL WEVTIAY HOWVWVIXY TOVTOTNTCL, WECW UE-
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Tappieons, dMhwmong wg eivon GALOG *TA., YLoL VoL TETUYEL RATOLOV OROTG" PUOALS TOV PTAOEL YV-
olTeL oty aywi Tov vdotaom o 1 TdEn amoxabiotatot. Avtd To oyjue 0 MolEQog To
YONOWOTOLEL pe piat ®Ammg dapopeTtinr] atoyoBeaia, pe pue evootperj dudotao), axdpo Bo
UTTOQOVOE VOL TTEL XAVELS, TG TO XELQILETAL AVTIOTEOPCL: OL HOWES TOV AAAGLOUV ROWWVLXI] Tow-
TomTa, ahhd Totevovy ot (dlow omv chhayr] cuTi xaw ®kAVOUV TO TTAY, TO KOWWVIXG TOUG TTe-
QUBGAAOV VoL TULOTEYEL RO EXEIVO 07 CUTITV T} DLOPOQETLXY VITGTTALON TO KOWWVIXG TTEQLBAA-
hov Spmg eda dev meiBetan, emuéver omy arordiuyn me Yevdaiobnomg xat mg mhdvng Tov
Nowa, ®ot 1o TEAOG «dLogBuivovtow To oy vidia et ahhayuévng tovtdmrog xou n ohrjbelo
amoxevreetat. H evoorpépea mg mpoommun|g emoifnong, mov crodetrvietal mhdvn, omv
Lomovert] xopwdia frav 1 eEwotépeia g Thdvng Twv Aoy oy vrneesia ®AroLov To-
OmmROU o TUVARK XOWovIroy oxomov. To Béua Biyer o ouyyo. €€ apyric omv «Ewoaywyri»
(1 €&.): “Like Moliére’ s plays, comedia plots turn on how to deal with an individual who defies
societal norms by adopting an identity outside of those sanctioned by the collectivity. The fact
that most of these characters eventually comply with community standards leads some critics
to believe that the comedia subscribes to and advocates conformity of the individual. Rejecting
this totalizing view, other scholars reason that the reader/spectator cannot simply dismiss a
character’ s assumed persona or peculiar behavior as requisite comic relief, inserted solely to
provoke laughter. Instead, this current of thought contends that these common comedia ruses
are a subtle subversion of an oppressive society that disallows all identities not contained within
arestricted sphere of acceptable categories” (0. 1). To oyjua mg tomavis xopmdiog dev umo-
¢l va megLogLotel o draduraoic mg armoxatdotaong pag ataSiog, Tov TEoxahovy oL To-
omoLoUpeVES aMhay€g TavtdTTag, va eivar dnhadn aréhuta €va GYavo *oWmviroU kol 10L-
%00 EAEYY OV, hAdL elvou ToTY OV Hait EVa oy VIdL TTELQAUATIXG, CVEXVEUTIRG, TL ElvaLL ETOL-
M xowavic va dextel, vow T edion eAeiBeQNS ULOVEYIHS X CUTOTROYUATMONS TOV EC-
100 VTdQEY 0LV Yiat To pepovopévo dropo. “This study argues that Moliere tended toward this
latter view, seeing the comedia as a place of possibilities for exploration and experimentation
with the notions of individual identity and that, as such, the comedia had tremendous impact
on his theatre. The Spanish theatre’ s numerous examples of characters disguised as or pretending
to be someone else expand the very idea of what individual identity is, how it is created, and by
whom. These issues are reworked and reinvigorated in Moliere’ s universe where the French
playwright’ s characters constantly attempt to reinvent themselves” (0. 2). Zmv womovixt xot-
vavia, ™V LEQUOYMUEVN %al AVELUTTLXY], ILE TOVG LOYVQEOUS BONOXEVTLXOTS KoL XOOHKOUS Be-
OOUG IOV ETTCYQUITVOUV Lot T TENom ™G NBukis xau xowmviri TaEng, cuts Tov xoNoLpo-
TOLE(TOL WG TEVOOU, YLOL V& OTOPBWMOEL TO GTOUO AATOLL CUTOTQUYUATOON, 0T0 MoMEQo
yiveta pua eontegurr dtadxaoior TAAvg, TV 0TS MELHES ROUWOES TTaipVEL OYEdGV TooyL-
%EG OLUOTAOELS, Hail ™V OMOiaL [LE KOO TO HOWWVIRG TeQpdrloV dropBivel. Eva o Iomavdg
XOPOA0YEAPOg TelpaportiCeTal pe Mioews ote adEE0da a dIMupaTar Log RATavoyRaoTL-
i rowwviriig TEng, 0 Mohépog divet e To0mo «puy0BeQameVTIRG» TOQTEETE CTTOXAVOL-
001G KOWVVIXIG CUUTTEQLPOQAS, TTOV OTat TEAOG «Bepautevovaws pe Tov éva 1j Tov Ghho Tedro.
Orte 10 womavixd Bateo ovte 1o yohhxd elvan TOTES %aBEEPTING ™S KOWMVIXIC TQYIATL-
romrag mg emoxns (BA. B. Iovyvep, «O Xovadg Auwdvag xau n wohtri: H tupavvoxrtovia
oto €pyo Fuente Ovejuna tov Lope de Vega. "Eva epunvevund mpdpinuon, otov tépo: Ev-
owraixij Oeargotoyia, ABva 1984, 00. 95-138, 00. 417-437 vroonpeLdoeLs, ®ouw tov dlov, «O
MoMégog xat To yehxd B€atpo mg emoyiig Tov», otov (o Tépo, 0o. 159-182). O pekemmic
Suarumaiver m drapopd wg eEric: “The French playwright’ s characters constantly struggle with
the dilemma of how to create or promote their individual identities, how to set themselves apart
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from the collectivity at large, while simultaneously seeking societal approval or recognition of
the identity that makes them different. Conversely, many of the main characters in the comedia
step outside of societal norms of identity only in order to correct the behavior of another who
has already committed a more serious violation of the social code. This usually involves a young
lady who has been seduced under the promise of marriage, only to be abandoned by her suitor.
She then finds herself obliged to use disguise, trickery or both, in order to find and force her
paramour to honor his promise, thus restoring order to society. Whereas Moliére’ s heroes/heroines
go to extremes to proclaim their differences, comedia protagonists are forced to be less than
honest only to assure conformity to the social code” (c. 2).

To Bépa howtdv potdter evolagépov, 1600 amd totoguer droym 600 %o oG dopuxn. Yrdo-
YL ®a e dAdn avtiBeon: ou Iomavol fipweg xatopBdvouy péow mg mpoamonong my eni-
TeVEN TEOCHUAMDY OTOYWV, TTOV OUVITBNG CUNTIITTTOVY IE TV ATOXATACTALON TNG XOWMVIRIG
GENG atov MoMéQo oL 1jpmég Tov, Bipata mg dukg tov tpoomonamg, dtonpevdovon xot adv-
VOTOUV OTO VOt TIE{TOUV TV #OVOVIDL YLOL T VECL TOUG TOTOTTOL: A€V TQOOTOLOUVTQL, Eivatt, Oh-
MG 1o Eivaw toug givaw ) (dtae 1 hdiv). At eivon éva BEpa TooyIS, #ou GVIODE HEQUXES K-
pwdieg Paditovv ot TeVIMPEVO OROWT avapEsa 0To RS %o 1o Tearyd. Tlow tavtéuta
elva 1o «owomi», 1 xowmver 1 1 mpoowmx; H xopmdio emfdiler my empPefainom mg
HOWOVIRIG ATTOYNG, TNG CUALOYLXITS VOQUAS, X0 TUHMQEL TV vVuTTaxon] e T Yeholomonom.
Tpog 1o Téhog 0 MoMépog oav va maipver Gho Aydtego BEom om duapdym avni. O Ta-
viéMho aydtepa Bt eivan avemQUANATC VITEQ TOV OTGHOV: TTRAYUATIXG EIVELL OUTS IOV O %0t-
Bévag pog Bempel moarypomnd. “Moliére’ s genius lies in his unique ability to capture the comedia
characters’ carefree attitude of game-playing and infuse it into his universe where the stakes are
higher, almost tragic. Moli¢re’ s characters must face the destruction not only of their plans, but
of themselves as well. Nonetheless, he rarely loses the comic tone despite serious implications
for identity that lie beneath the surface laughter. Moliére stages not so much a struggle between
good and evil as a testing ground for the veracity or falsity of identity” (c. 8).

To mpTo eLoaywyrd re@dhato (00. 1 €E.) divel rat pua emBemENom ™G g THE XL~
TG %o EAEMG yiar To B€pa mg Lomavints comedia xat Tov MoAgov, amd mv ewduri av-
i orrrir Yovio: Tov seuvidLot Tmv xowmvirdy tovtonjrov. To devtepo xepdhato, “Emulation
and Competition: Franco-Iberian Political and Literary Exchange During Moliere’ s Time”
(00. 15 €E.) eEetdlel omd wotopurr] dmoym tig mbavomtes, 0 Mohépog va €yt deL Lomavt-
%EG TOQUOTATELS 1] VO EYEL YVWQIOEL TO LOTOVIXG QETEQTOOL0 TG €moyNS. Ta oTowyelar wov
pavepwvovra eivar amoxalvmtird: ot vota Fakhio oy pévo Lovoay womavipavor Efoai-
oL a6 10 duwypd Tov 1492, ahhd %a LOmAVEPMVOL LOVCOVAIAVOL S TO dLmyud Tov 1609
0€ PEQUXES TIOMELS UTAQYOUY %O LOTIOVOPMVEG 1] LEVKTES OUNVEG, HETAXLVOUUEVOL LOTIOVIXOL
Bicoot Edwoay mapaotdoes xou fopeims Twv [Tupnvainmy, xdumoool Fdhho Bearourol ovy-
yoageis dronevaoay omavird épya yiom Bepotin toug, ayioviag pe tov Pierre Corneille,
7ov petd mv emruyiotov “Cid” (1637) draonevaoe oto €pyo “Le Menteur” (1643) éva woma-
vixd tpétumo, 1o “La Verdad sospechosa” tov Alarcén, eva avdpeoo omyv moat admret-
oa dooxeLs Lomavikol mpotimov amd Tov Jean Rotrou 1o 1627 €ng to Bdvato tov Mohié-
00V 10 1673 amodetymray i T 72 yohhud Beatourd £0Ya 1S LOTAVIRES OLLOREVES, Rat
elvaw Toh mBavd ot fiphobixn tov Mohépou va foioxoviar vaw Tummpéveg ouhhoyég
g comedia. AvBpwmot mov yvapLLav ta wmavird vmjpyav mokhot oty Faddio.

Me 70 110 ®EPdAaL0 peTapepdpaote in medias res, eEeTALovIag OUYREXQUIEVH TOQO-
delyuata: “Reputation and Imaginary Identity in Le Menteur and La Verdad sospechosa” (00.
23 €E.). To womavixd €pyo Tov Ruis de Alarcén yodgmue avdpeoa oto 1619 xar 1o 1622, 10
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€oyo tov Corneille to 1637 vtdoyel dMhadij xdmora «toyimra» agopoiwong. To xépakoo
4 orpégetan YoteQa 0Tov MoMEQo, #uTdviag ®AToLo YQOVOROYIXI} OELRE 0TS XMUMOIES TOV:
“Failure and Legacy: Les Précieuses ridicules” (00. 41 €€.)' n ayarmmj omv EAdda 1jdn tov
19 cuddvar rwpwdio yodgmnxe 1o 1659 xow pupettar, gaivetat, To povieguotind ¥eog tov Luis
de Géngora (1561-1627), to AeySuevo “culteranismo”. To méprto xeqdhauo €xeL Tov Titho:
“Expulsion and Conversion: El Marido hace mujer, La Dama boba, L’ Ecole des maries and L’
Ecole des femmes” (00. 55 €E.). Ov avuotowyieg eivar ot e&iic: «To oyoheio Twv ouilywv»
(1661) avriotoyel oto mewro €oyo tov Antonio de Hurtado (1643), «To oyoheio tov yuvar-
%v» (1662) om poper e Agnes omyv xwpwdic tov Lope de Vega, “La dama boba” (1613).
To €x10 ®e@dhawo @égvel wa A avuotoryio: “Manipulating the Collective Imagination.
La Princesse d’ Elide and El Desdén con el desdén” (00. 77 €E.). Eda 1 tagimua mpdohmymg
éxeL aEnBel: 1) xopmdic Tov Mohégov divetar To 1664 xatd T IGQKELD TOV EOQTAOTIRHV
exdnhioewv oug Bepoakhieg pe Tov titho “Plaisirs de I” Ile enchantée”, mov €dwoe o Baot-
Mdg "Hhog moog yuiv me untéag tov Anna d’ Austria xaw mg yvvaixog tov Maria-Theresa,
%0 OL QU0 LOTOVIXIG ROTAYWYG, %ol TO TEOTUMTO elvan i xwpwdio Tov Augustin Moreto,
7ov yodgmxe o 1654. To €Bdopo xepdhaio mpoabetel €va dAho mapddetypa, Tov dev eivar
1600 oagég: “Inconclusive Conclusions: Marta la piadosa, Ta Traicion en la amistad and Le
Misanthrope” (0. 93 €E.). Aev vdoyet fdoym €vdeiEn, 6 0 MOoMEQOS yviQLoE ™V ¥muw-
dicetov Tirso de Molina (1614/15) xaw v G tov Maria de Zayas y Stomayor (1628-32), av
%o oL avahoyieg elval yrummrés. Tétoeg avuiotoryies eEetdlel xou 10 eTUEVO REPAMoNO:
“Exposing Societal Complicity: Dom Juan and El Burlador de Sevilla” (00. 109 €E.), 6mov n
Yvoom| poe@t Tov crjfoug xapdroxataymi (1665) powdlet pe Tov mpotaymvioni tov Tirso
de Molina (1616-20, 1625;). Enavéyetaw n zopmdic tov Lope de Vega (1613) oto €vato xe-
@dhawo: “Forcing a Concession: La Dama boba, Don Gil de las calzas verdes and Le Bourgeois
gentilhomme” (00. 131 €E.). H yvoomj xopmdia tov “Don Gil” eivar tov Tirso de Molina
(1615). Zto %e@dlato ot yiveTar v EXTEVIIS avapopd oty enidpaon TG omavikg Hov-
ourg xow Tov (00U ota comédie-ballets, ota ool avijxel 0 «AQYOVTIOXWELATG.
AxohovBel axdpa o “Conclusion. Extending the Moment” (00. 149 €E.). O ouvyyo. PAé-
TEL e yoauu, wov odnyel amd mv womavix comedia otov MoAEQO, xaL amd %€l 0TOV
Beaumarchais ota mpdBupa mg F'ahhniig Enavdotaong: to dixowo tov atépov yo myv %ot
VOVIXI] TOV TEVTOTTO VIO YQaUCETon A0 10 Eviove vou emBAiheton TeMxd omy emxparovoct
rowovix Tdén (Figaro). O MoMépog, otig dyueg xmuwdieg Tov, foloretal xdmov om uéon:
dev odnyel m avyrpovom petTall aTtépov %o xowmviag ata dxoa, ahhd eniong dev my Bew-
el amhidg évar oy vidr eog TEEYM 6mwg ot Iomavol. Me Tig petapqiéoets xo ta peedépa-
T0LTTOLOG E(VOL TTOLOG DV %vdUVEDEL N ®OWMVIKIS TAEN. “Identity that could be conjured out of
the mere individual or collective will to believe, the idea that an illusory persona would not only
be admitted, but deemed useful and, finally, accepted as a part of society; this is the trajectory
we have followed in tracing Moliere’ s debt to the Iberian peninsula. Spanish protagonists fight
fire with fire, that is, they contravene the norms of an ordered society in an ironic project to restore
order. Yet, the potential for a new vision of the world is already present in the mere fact that
the only way to make things right again is to commit the second wrong of reinventing oneself.
The ostensibly definitive endings of the comedia, which seem to favor society’ s prerogative to
decide identity, cannot, however, erase the efforts of the individual to recreate him/herself. By
manipulating the traditional signs by which others gage social station, wealth, sincerity and even
gender, comedia characters take advantage of social stereotypes and prejudices to create a new
persona, and in so doing, promote the idea that identity is a product of the imagination. While
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the individal may be helpless to determine the criteria used to decide social roles, s/he can mold
and rearrange those criteria to deceive the collectivity. Despite the illusion of order restored,
Spanish protagonists have opened a Pandora’ s box of possibilities for the individual that society
will not be able to contain” (00. 149 €E.). To wmaviré BE0TE0 TV «XQUOOT Cudivey EmRahe(-
TOL %OU TTQOVOLALEL pLa xowwviri] Td&n, 1) omolor Sev vdoyet et (To ovvdgopo Tov «Aov Ki-
yam» oto Béaro, BA. B. Tlovyvep, «O Xouads Awdvag xou 1 mohtx): H tvpavvoxtovia oto
€0y0 Fuente Ovejuna tov Lope de Vega», otov tépo: Evowrnaixij Osatgoloyia, Abiva 1984,
00. 95-137), mewpapatietar woT600 ®QUPA, KO HEQIKES POQES KOL TO QUVEQU, tE TG Ba-
vomTeg ehevBeQiag OV aVOLYOVTOL Lol TO GTORO PECE OE [LOL KOWWVIC ATOMBOUEVOV Q-
XAV, IOV AOTEMOUV puict PLTivar, OV avIoutoxQIvovTa GOS TiLa 0TV TRatyportrdmTet. AMwag
0 MoMgpog: “While there is no strictly linear pattern to Moliere’ s opus, we have seen that the
French playwright would continually revisit the individual/society conflict, favoring individual
autonomy with each play. Nonetheless there is never a decisive battle” (0. 150). «Ever aware
of the awesome power of the collectivity, Moliere nevertheless instills his individual protagonists
with an immense and durable resilience. Although they are nearly always defeated, and just as
seldom converted, his work expose and analyse the constant, and sometimes painfully slow,
progress of each individual as s/he resists society’ s efforts to dictate identity. It would seem the
French playwright becomes more indulgent of his creations’ idiosyncrasies as his career progresses.
From the brusque and perhaps cruel ending of Les Précieuses ridicules to the melodic, almost
harmonic, dénouement of Le Bourgeois gentilhomme, it is clear that an abrupt and definitive
unmasking of the supposedly eccentric individual takes on a less prominent role in the work of
Moliere. He seems to become more and more satisfied to allow a truce between the individual
and society rather than to insist upon a clear victory in the struggle for the right to create and
determine “authentic” identity» (00. 151 €E.). Eivau dtoroho va amogooioet xavels, ompewd-
VEL 0T0 TELOG 0 GUYYQ., av avm] 1) 7o aupPiBacturi Bom tov Mohéov ouig woipes xmuwdieg
TOV, TPOEQYETOUL OIS TV TTQOOTIAHELA TOV VOL ATTOPUYEL TIG TTEQUTETELES TNG TIQWLUNG KUQLEQUS
T0L 1j athadg VaL TEQYEL TLO ATOTEAEOPATIXG. TO ax@oamioLd Tov. ITdvw om) oxéyn avmi PEPaic
YWEAEL et OAGANEN CUETMON YUt TOUG PNYAVLOROUS TNG XWUMTKS, YEVIXA Kot ELOKOTEQ
omv enoyy tov om Fadhic, 1 Bempeiton xopund xTh. TIdviog paiveton g o MoMépog ago-
poiwoe amd Tovg Iomavols Tov ETOWO P UVIORS TOU TOGORALQOV PAOKAUQENATOS, GOV OTO
TELOG M TEOOWTIdK Qi VETOL %o 1) AL (1) TTQOLYHOTURY] TOWTOTTCL) ATTOROAITTTETOL" TTHQE
TV TETopévn pdona xou mg €dwoe vEa Lanj: ot mpwTaywvioTtég Tov dev mailovy xdmoto Ba-
TR0 TQOG TV ®owwvict, ahhd maiovv B€atpo mpog Tov eavtd Tovg, BEaTpo oL BewEovv Tpary-
pomromyre. Qg eda Bajray 1o T0QTEETO eVEg aELarydmmTov 1LGTEomov, Alyo TEEAOU: chhd -
165 moonaDel entipova va emBdiler xan oty xowwvic To B€atod Tov. X avt ™ pdym xave,
1 TAdv1) Tov Pave@veTar xat To B€ated Tov amodewrvieTal g amdm mov Empake Tavw O0To
£0T6 TOV, «E0UTOVEEQTOTOREVOS». ['LorT0 TToog €xet dlxato, 0 MoMEQog xpatder ohogva e~
0L006TEQO 0VOETEQY OTAOM, divOVTag TNV ROUWOICL TIS VTEQOYES CUTEG TOUYIRES VOTES, TTOV
dmdivouv 1o prhocogmuévo fadog.

H evduagépovoa ovni pehém tehewdver pe my mhovota fihoyoagpio (0o. 153 €E.) nan
éva evpemiouo (00. 174 €E.). H ovlijmom omo(etan xuplwg o€ »ouvoigyta apeuravin (rat
hydteo evpomaixn) Pipioyoagio tdve 0to MoMEQO %ot TV womavix] comedia. Alvw pe-
owd mpdogara tapadetypata yio evuéowon: P. Dandrey, Moliére ou I’ esthétique du ridicule,
Paris 1992 G. Défaux, Moliére, ou les métamorphoses du comique: la comédie morale au triomphe
de la folie, Lexington, 1980~ St. Fleck, Music, Dance, Laughter: Comic Creation in Moliére’ s
Comedy-Ballets, Paris 1995- J. F. Gaines, Social Structures in Moliere’ s Theater, Columbus,
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Ohio 1984 H. Knutson, Moliére: An archetypical Approach, Toronto 1976* R. D. Lalande,
Intruders in the Play World: The Dynamics of Gender in Moliére’s Comedies, London 1996° Ch.
Mazouer, Moliére et ses comédies-ballets, Paris 1993 D. L. Drysdall, “Moliere and Spain: A
Bibliographical Survey”, AUMLA: Journal of the Australasian Universities Language and Literature
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BAATEP ITOYXNEP

CIANE FERNANDES,

Pina Bausch and the Wuppertal Dance Theater. The Aesthetics of Repetition and
Transformation. With a Foreword by RoseLee Goldberg and a Preface by Susanne
Schlicher, New York etc., Peter Lang 2001 (New Studies in Aesthetics 34),
oeh. XIX + 147, 9 ew., ISBN 0-8204-5251-3.

T woaio fiprio! Mua Boatihdva yopettota, pabritoua mg Bausch, xou xabnyitoia tov
performing arts ot Bpalihia, avaliel mapaotdoelg mg tdpvtotas tov Wuppertaler
Tanztheater, o onoo mailel onpuavié p6ho o SLPGEPMON TOV OUYXQEOVOU X0QOU Xat
OUVOEEL TLS LOLOGTUTTES Y0QOYQUPIES TG PE TV LOTOQIC TOU EVQMTCIXOU KOl CUEQLROVIXOU
prakérov xau m Bewpla, YONoLHOTOUBVTOS ®URImS Yuyavehvtirég pedddovs. Avtd yivetal
GUmG PE EVaY TG00 UN-oradNpaing, kG %o dLELTdUTIXG TGO, MTG %o aEQLTTO, OVOLOL-
OTXG RO OUVTORO, «OQEVTIXG» Bat ELeYa, TOV TUQUTEQVEL RO TOV QAVOLYVADOTY O€ OLOUOVL-
%EC RIVITOELS TOV VOU %o T Yuyns. To Aéer dhhmore 1) agiépwon: “To those who have danced
this and so many other creations with me. Including you, reader”. Eivau e ad g evtvyeis
oTyuEg me moayrotivg oUCevEng emoniung xow téxvNg. Ot evaioBntes xow axoiPeis et
YOUPES ®aw 0L CUVEVTEUEELS ouvdudlovian pe Bewonuxrovs meofAnuatiopois xdbe T tex-
HNOLBVETOL APUECMG PE TNYEG 1] TAQATOPTES OF E1OUREVIEVES HeAETES %o 1) BLphoyoagla e
vou ThovoLoL o EVHEQWUEVT. AUTES TIG Y Goeg voyoauuiCel xon o Tebhoyog mg RoseLee
Goldberg otd To Havemonijuo mg Néag YSprng (ovyypaggag mg novoypagiag Performance
Art: From Futurism to the Present, mov fyijxe 1o 2001 om devtegn €xdoom), evdd 1 Susanne
Schlicher antd to IMavemonijuo Tov Apfotigyou tovitel mv xAnoovoud xaw my eEEMEN Tov
yeopavixov Ausdruckstanz (eEmpeotoviotindg 500066) A Tig AQYES TOU cumva Emg OYHeQa,
7oL draxdmnre s 1o vaLiotrd rabeatis xau forire ouvéxeia xupimg omy AyyAlo xawmy
Apeou, lydtego omy dua m egpavio. H Bausch eivaw pddhov wa eEaipeom.

H Wrotuztio tov xopoypagpuidy me Pina Bausch, mov ovpepa avijxovy théov omv wotopic,
yuari onuadevovy Paoxd tg dexaeties 1970 xau 1980, aoiCovral, 6mmg €xel Toviotel TOMES
popég om PLphoyoagia, xupimg omv emavdhmpn ko T petopdopna (fr. oe emhoy: S.
Schlicher, TanzTheater, Traditionen und Freiheiten, Hamburg 1987, J. Schmidt, Tanzen gegen
die Angst: Pian Bausch, Miinchen 1998, N. Servos / G. Weigelt, Pina Bausch Wuppertaler Dance



