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TNEWRAV €Qymv» (00. 75 €E.) Yot yvwon eptodordynom tmv oaEmoudv doapdtoy, 2.
«Ta poropéva p6da — o Lotoprd dpdpata tov ZaEme» (00. 78 E.), dov avaliovral To.
chronicle plays, 3. «<Aohogovia, To avdtato otddio e apyopaviag (00. 97 €E.), mov ago-
0610 «Prydpdo I'"» nar 1o «Mdxfed», 4. «Ou evdgetol eEohobpeutégy (00. 135 €E.) yu tov
«Jovho Kaioopa» xantov «Aphet», 5. «Ouevdpetol “dhhor” (00. 186 €E.), ov moarypateteton
Tovg outsider mg cauEmmowriis dpapatoroyiag, tov Shylock and tov « Epmogo g Bevetiag»
%o 1oV paipo «OBEAL0», 6. « Epwrag rav hayveie, mohunrij xow téhepog» (00. 221 €E.) yua
) poion xopwdic «Towihog xan Xouoidas, yue 1o «Me 10 (810 péro», #afig 1oL «Avid-
viog xou Kheomdrpan, 7. «Ahaloveiag eEovbévaon» (0o. 258 €E.) mov éyel enlnevigo my
avdhvon tov «Baothd Ang» xar tov «Koplohavou», 8. «To “Xaipe” mg payeiag (00. 299
€€.) yu mv «Torrvpion, xar éva emhoyd regdrato, 9. «O hadg» (00. 316 €E.), Tov ouvo-
YPiCew ™ otdom tov ZaiEmne mog T gvEUTEQE OTRMMATC TOL TANBUOROY %t Gtov o [Thwol-
NG TEXUNQLIVEL TOV 0IQYIXG TOU OUAAOYLOUG. Z10 tapdptua A’ «O ZaiEmng, o “ZaiEmme”,
10 B€atpo xau ot Beatpivors (00. 337 €E.) mparypateveton ™y mapafohr] Tov xoouoBedtoou
oto. €0ya TV, %aBeg %a TG BEATOUHES OUNVES KAl TAQAOTATELS TTOV PEQVEL OTY) CRNVI] TOV,
oto apdpmpa B’, «O “ritpwvog dovhog™» (00. 355 €E.), mapovoidlet xow oxohdlel Tig ma-
pahhayég Tou fool xow Tov Toaryr0v TEEAOT (yia TV xaTarywyr] Toug BA. ko B. ITovyveg, «O
“00qdg TEAGS” 010 EVRWTAIXG BETEO ™G Avaryévvnong xat Tov Moo xa tor eAnvird
oV avtioToL a», oTov Topo: Keiueva xar aviixeiueva, Abva 1997, oo. 77-114), eve oto o~
odomua I, «Teéha vow Tighman» (00. 365 €E.), o Ihwpimg Tapovotdtet Tovg Tuprovg xou
TUPAOPEVOUS TV CUEMMEIKAY EQymv. Mua aopahas emuhextinn Prphioyoagia (00. 371 €E.)
%ol EVOL TEQLOPLOUEVO EVOETHOLO OVORATWV (00. 387 €E.) ®AelveL TOV GLOQPO %Ol TEQLERTL-
%0 T6p0. Aopaug €va omd to mpondtepa xau fabitepa fifhic tov Mdgiov IThwotm.

BAATEP [TOYXNEP

PAT EASTERLING / EDITH HALL (EDS.),
Greek and Roman Actors. Aspects of an Ancient Profession, Cambridge, Cambridge
University Press 2002, ogh. XXXI+510, 61 ewx., 2 xdoteg, ISBN 0-521-65140-9.

“Eywve mhéov ok dVoroho Vo taQarohovBijoeL kavels CuoTHorTrd To: NUOCLEVHOTaL Yiot
10 ) io eEMMVIG xa homvird dpdpa xan T Bearoun xa Beatpoeldr Tapdotaom omd Tov
7Aoo TEPTTTO aLdva Emg Ta avtoxrEaToEurd ®ou TemToputavivd xodvie. T va dwow pé-
vo o Wéa yuo ™ ouveyag avEavouevn Piphoyoagpic: n oxohaouévy iioyoagpio tov J.
R. Green, “Greek theatre production 1971-86”, Lustrum 31 (1989), oo. 7-95 yia 15 xo6via yé-
woe evevijvra oeMdeg, xow 1) aviotoun Ppioygapio yue To yoovird dudompua 1987-1995,
otte déna Yoo, avéQyetan 1jdn oe mepoodTepeg amd 200 oehideg (“Theatre production:1987-
1995”, Lustrum 37, 1995, 0o. 7-202, 309-319). O mpoxeipevog 16pog cupmepihapfdver 20 ev
PEQEL TTOAD OVOLOTIRES LENETES YLOL TV CLQY0LCL VTTORQUTLKY] %CiL TOV VTTORQUTH, OtAAGL et Yt
TG GAheg HORYES BeapdTmv xat Ta emaryyEMLOT TTOU O)ETCOVIOL fe auTd, OTmS AVATES RaL
LOUOLXOL, OQ)OTES KOt TAVTOUIHOL, TQOYMAOL ROt UIPLOL KTA., TTOV GAOL TOUG GUVORYaVEVOVTaL
070 EAMVLOTLRA OOVLL OTLG OQYAVAITELS TV «OLOVUOLIXAV TEXVITOV» (BA. Tt %ou To O
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topo €gyov tov B. Le Guen, Les associations de technites dionysiaques a I’ époque hellénistique,
Nancy 2001), mov dnpootetmxe TapdrInia pe Tov TORo AT, 0 0mTolog — T0 YVOEITW Yot
OUPUETENY QL %L EY() — katBVOTEENOE 0*ETOV Ral. “EtoL howtdv and ) o mhevpd 1) Oca-
Toohoyia pdrhov aduvartel Vo TaQoroAovB OEL CUOTUOTIXG TOL TEXTOUVOUEVC. OTO %(DQO TOV
agyaiov dpdparog xou Beduarog, amd mv dAkn Gpwg xeL vToyEEwam, TouAdyLoTov Ta dn-
HOOLEUPALTCL TTOU CVAPEQOVTCL GUETC 0TV TIOQATTOLON) VCL TOL TQOCAUUPAVETOLL KOt VOL TOL EVTG-
EgL 0m) OUVEX (S TEOTOTOLOVUEVT LOTOQIC TOV EVpWmaixoy Bedtoov. Kat o tépog owtdg ontd
OHOTEVEL VO TQOOEYYIOEL TO QOULVOUEVO, QTG JLet (1) PLAOAOYLXT], 1Y) OTTOXAELOTIRG REWUEVIXY
Aoy, Tediypo BEPana Gyt xow TG00 RavoURYLO, Yiatt To TEoPevay 1101 oL pLAGAoyoL Yim
oto. 1900 ahrd n tdon o dev €xel emnpamioet. Tovg oromos g TewTogavols ouig ou-
YREVIQOONG HEAETAV atS TV TeQ{0d0 At TOV RAUOLKG TEUTTO CuidvaL (G Te. EMVOQmUOL-
%4 o rwroPulavivd yodvia meprydgouy ot exddtes mg e&iic: “One of the most exciting
development within Classics over the last twenty-five years has been the rediscovery of the
important thruth that many of the masterpieces of ancient literature were originally designed
to be appreciated not by isolated individual readers but by spectators grouped at performances.
Scholars have been casting off the prejudices against the performative dimension of ancient
literature which they inherited from Plato, the Christian fathers and (for different reasons)
Aristotle. Interest in the ways in which arenas and modes of performance conditioned the
forms taken by literary texts has penetrated even to the study of oratory, epic and choral lyric:
recent publications have demonstrated the extent to which ancient authors were creating words
whose meaning had to be realised and transmitted through the voices and physical movements
of performers — orators, rhapsodes, chorus-members. Dramatic text, most of all, demand to
be interpreted as scripts for players, which can show in often surprising detail how meaning
was articulated and mediated through theatrical performance” (0. XVII). Auvt6 yu Bearpo-
AGyoug axovyeTaL ®Ammg outovonto, ahhd dev eivan Yo rhaowois guordyous. Qg maa-
detypara avagpépovian evdewtrd R. Scodel (ed.), Theater and Society in the Classical World,
Ann Arbor 19931 S. Goldhill / R. Osborner (eds.), Performance Culture and Athenian Democracy,
Cambridge 1999). H Beatoun mapdotaon yiveton xow €vag tomog me diepevvong tmv do-
nav mg apyalag necoyeantis xowwviog (E. Csapo/ W. J. Slater (eds.), The Context of Ancient
Drama, Ann Arbor 1995). M A tdom onpetdvetaw omy axoupgoten texpnimon tov de-
douévawv mg TapdoTaoms, TEQa otd o dEANATING KEUEVQ, NUOCLEVOVTOGS VEX QX UOAO-
yrd gvgrjpota oxetrd pe g pdoxes (to xhaowd fipiio tov T. B. L. Webster, Monuments
Illustrating New Comedy, Byrjxe 10 1995 omv toim epmhovniouévy €xdoom, o Bernabo Brea
dMpooievoe vEo vhxd amd ™ vexrpdmohn tov vnowov Lipari omy Itahic, f. L. Bernabo Brea,
Menandro e il teatro greco nelle terracotte liparesi, Genova 1981, zaw tov (dtov pali ue tov M.
Lavalier, Milgunis Lipara V: scavi nella necropoli greca di Lipari, Roma 1991, 1} et m Mwxoa-
oia, BA. C. Roueché, Performers and Partisans at Aphrodisias in the Roman and late Roman
Periods. A Study based on Inscriptions from the Current Excavations at Aphrodisias in Caria,
London 1993). Zvyyevirii e owmj my tdion Polonetan wow puet dhhn, mg texumoiwong Bearourav
Bepdrov ow vrorpuTHg TEVIG HEoa od avikeieva Téxvig 1 xou xabnueowiis xorjong oe
G mv agyoudm e, Tdypo o detyvel mv evolitam) amijynon mov elyay Béatoo xa Béa-
o omy rowavia puog ohdxAnons xthetiag (Richard Green, Theater in Ancient Greek Society,
London/ New York 1994, touv (diov pali pe tov E. W. Handley, Images of the Greek Theatre,
London 1995, reprinted 2001) xau 61 uévo o€ et popgmpuévn eAlt, omv omoila fjtav meoot-
Ta naw To dpapamind xelpevae. Me 1o xowé mg Popaixg epiddov aoyohotvion xau §60 Gh-
Aovtépot, tov R. Beacham, The Roman theatre and its Audience, London 1991 xawmg S. Bartsch,
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Actors in the Audience, Cambridge/Mass & London 1994), evd ta dpboa tov Lexicon
Iconographicum Mythologiae Classicae texpnouivouy m dnpogihio xaw evpitam yvaon ogt-
opévav dpapomndv £pynv, eEETALOVING avamaQUOTATELS, OYOMAOUOUS, AVOPORES, TaQw-
dieg now dAMa «dromerpevind» GMwv ovyyoagéwv (BA. my. A. J. N. W. Prag, The Oresteia:
Iconographic and Narrative Tradition, Warminster 1986, D. Knoepfler, Les imagiers de I’ Orestie:
Mille ans d’ art antique autour d’ un mythe grec, Ziirich 1993). To véo evOLapgQov Yo v «&mi-
Bioom» Texpmoudveton ®aw e peremipote ¥Aaoumy QLOAGY®Y, tov EETALouy ™MV «Tliym»
TV SQUUATIRGY £QYV TG CEXUEMTAG 0TV AVOyEVVIOT KL HETC (LY. N YVOOTH LOVO-
yoagia tov Flashar, fA. ™ fuhoragovoioon pov omy Iapdfaow 1, 1995, oo. 298-310, K.
V. Hartigan, Greek Tragedy on the American Stage: Ancient Drama in the Commercial Theatre,
1882-1994, Westport CT / London 1995, E. Hall / F. Macintosh / O. Taplin (eds.), Medea in
Performance 1500-2000, Oxford 2000, fA. mv magovoiaor pov omy apdfaow 5, 2003, ra
E. Hall / F. Macintosh, Greek Tragedy and the British Stage 1660-1914, Oxford 2004), xa6g
%o 0 Topog I1. Mavpopovotarog (emy.), Iagaotdoeig Agyaiov EMpvixov Apduarog oty
Evodnn xard tovg Neoregovs Xoovovs, Abiva 1999 nou yia g petagodoeis E. Iatouxiov
(emp.), H Merdgoaon tov Agyaiov EMnvirov Apduatog oe Oles tig Ihdooeg tov Kdouov,
Abrva 1995, tépovg mov dev avagpépovion oty ayyhwi Biphoyoagic. Eto xkeo cutd avoi-
yetau €va véo medio dpaomotomitwv mg xhaauris guloroyiag, oe ouvepyaoia pe ™ Oca-
TeoLoYiaL xaw ™ Beatour woTopia, 6rms gaivetal ard ™y Urakn do deBvdv mpoyauud-
v, 10 European Network of Research and Documentation of Performances of Ancient Greek
Drama tov Twijpatog Oeatoudv Zrovdav tov [avemompiov ABnvav, xau 1o Archive of
Performances of Greek and Roman Drama omv OEgdpdn.

Q01600 0WTAG 0 TOHOG APLEQWVETAL OTOV VTOXQLTY)/ BOTTOLS et TV TEYVN TOV, IOV OE
avtiBeon pe mv veéhowm wotopio Tov Bedroou omv Evpdam, yia v agyodmra dev €yet
eEetaotel ovompatxd. Tnv med™) ovomuatikg ovvBeon €xel Tapovoldoet n Paulette
Ghiron-Bistagne, Recherches sur les acteurs dans la Gréce antique, Paris 1976, eva yio. 10 pw-
naind B€aroo vmjoyet 1 6L 1600 ovvBet perét tov Charles Garton, Personal Aspects of
the Roman Theatre, Toronto 1972. Baou yio v mpok6nom tov OxeTrey peketdv tav
1 €%d00m GAOV TOV TEQAOTIOV OYETIXA e TOVS NOOTOLOUS Xat RoAMTEYVES TOV BedpaTog
enrypapuot vAxros and tov 1. E. Zreqavii, drovvataxoi Teyvitar. Zvufolrés oty Ilpoow-
moyoagia tov Oedrpov xat tng Movouxijs twv Agyaiwv EAjvav, HodxAewov 1988, mov 0d-
YNOE QUECMS OTNY TEOOTABELL VEWY GUVBETEWVY ®VQ{WS Yo To EAvIoTIiRd Yodvia (BA. ..
A. Xaviomg, “Zur Frage der Spezialisierung im griechischen Theater des Hellenismus und
der Kaiserzeit auf der Grundlage der neuen Prosopographie der dionysischen Techniten”,
Kuijua (Ktéma) 15, 1990, 00. 89-108, xaw mv modogpam ditopn povoypagic tov le Guen, 6.
7t.). Tevinag ToQamQeTon piot PETATOmon TV EVOLQEQOVTOG 0TOVS ArydTeQo dLeeuvn-
UEVOLg EMMVIOTLROUS %at EAMIVOQOUAIXOUS YOOVOUS (TTOV OUYYEVETVOUY KAl TEQLOOGTEQO
LE TV ETOYN HaS), GOV UIToQEL var utdyouy Aiya pévo xeipeva, ahhd evioniCetal teQLo-
06teQ0 0mTirG VMG %o €ppeoeg myEg. To mapadéyovral xau ov exddteg: «Our aim in
editing this volume has been to produce neither a comprehensive reference work nor an
historical narrative but a series of complemetary essays by experts in different areas —
literature, archaeology, art, history — arranged so as to cast as much interdisciplinary light
as possible on the divers aspects of a fascinating social and artistic phenomenon. Now that
scholars are no longer inhibited by the assumption that “late” must mean “decadent”, or
that only a few select types of artistic entertainment count as “theatre”, it is easier to gain a
sense of the extraordinary staying power and adaptability of the acting profession over the



BIBAIOKPIXIEY 547

whole period of Greco-Roman antiquity. We have been particularly interested in the light
that evidence from the late antique and early Byzantium centuries can throw on these
processes of continuity and change» (0. xix). "Etot 010 #€vto tov eviiagépovtog dev foi-
OXETOL OVO 0 oUpatinds vroxrQLTig/MB0omoLds, ahhd Ghot oL «gQYdTeS TOV BEAUATOS, UE-
o 0 et oAGxAnon xuhetion xat 0” Eva Yemypapurd ywo Tokl extetapévo. «By and large
we have included under the heading “actors” artist who played role in public for (mainly)
theatre audiences. This rather broad category is capacious enough to include performers of
mime and pantomime, genres which have been too easily neglected in the past, largely
because there is much less primary evidence to throw light on their content, but also because
they have often seemed to be marginal in various ways: “post-classical”, “low”, or “sub-
literary”. We have tried to avoid using very strict category distinctions so as to allow for
significant changes in perfomance practice which are not necessarily reflected in vocabulary.
Thus a solo singer in the hellenistic period and a pantomime artist under the Empire might
both be categorised as “tragic” performers, though neither would function in the same way
as actors who took part in tragic competitions in the fifth of fourth century BC» (0. xx). Av-
16 Gpwg elvan ev ToAhols GUVETELR RaL ATTGEQEOLK TGS YVOOTOTOMaNG TV dedopEvmv Tou
ETLYQAPLXOU VA%OU TT0U dMpocievoe o Zrepaviic. Zm) ouveyewa ot exddtes xaboiCovy xau
T GQLOL TOV EYYELQNIATOS KO TY) PEAAOVTLXY TQOOTTTLXY TOU ®AADOU TG EQEVVOG QUTOU:
«Above all we have been concerned, through this “holistic” approach to look for the different
kinds of illumination that evidence about actors and acting can offer to students of ancient
society. Some of the “marginal” genres, after all, can bring access to a wide range of social
classes via the entertainments they enjoyed, and anecdotes about actors can suggest ways in
which the experiences of spectators coloured collective awareness and imagination at different
periods. A book of this size must also have its limits. Much work remains to be done on the
figure of the performer and the acting metaphors that haunt genres of writing not investigated
here: the novel, for example, or medical writers. There are other large fields that we have
also had to leave unexplored: comparative theatre studies, the theory of performance at its
most general, and the antitheatrical tradition in antiquity and beyond» (0. xx).

O 20 peréteg xwpilCovran ot Toewg evomreg: 1) “The Art of the Actor” avaliel Timovg
%o Ugn mg TaQAoTaoNS, aQXoVIag He T ONUACio: TG HOVOLXIG, YLeL TV 0mTole SUoTUXMS
YV0QETovpe T600 Ay TQAYRATO, TQOYMOWVTOS 0T CMUOTLRY RIVIOT, TV EVOURAOID RO TO
VITOUQLTAG VPO, YONOLUOTOLDVTUG TIS «EUUEOES OUNVIZES 00N Y(ES» TV EQYMV, OANG ROw TLG
AVOTTOQUOTAOEL OTaL oty Yl #ou dEVTEQEVOVOES TTNYES, TG TLg BEmies TOV AQLOTOTEAN %Th.
2) “The Professional World”, oyohdCovrag myv emayyehpatizn ogydvwon twv avio@mwy
oV Bedparog ota eEMvioTd %o TwToPuCavTVd xodvia, TV avormidnoe amd ™y avd-
VA1) TG 0QYAVWONG TOV HETAXWOUREVOV RAAMTEYVAOV 1| OUGIWV RAAMTEXVAV, TOV XOOHO-
TOMTLOPG TOVG, TTOL OTNELLGTAY TAVTE 0TV «aveTEQITTON TG EMMVIXIS TToudelag xaw YAho-
00g, TV AVILUETAMTON TOUS omtd T Qpaixi] vopoBeoia xat tovg Xolouavoig Matépeg mg
Exxdnoiag, mv zowwver] B€on tov emayyéhuatog xth. Avo doboa dnpootetovy véo vhxd
yua pdoreg me mavropipag xou graffiti yuo nBomorovg tov Mipov. 3) “The Idea of the Actor”
EMAEVTQWVETOL OTNV TEXUNOIWON TS ouppohrnis eEovaiag xa dtvapng mov elyav oL vro-
HQUTEG KOL 1) VTOXQLTLKI OTOV a0 ®Gopo" oL pehéteg avtés faoiCovrar xvping oe yoou-
HOTOAOYIREG TYEG, O UGVO dpapartird relpeva, ahhd xat floyoagies, oyGAua, ONToQuXd xat
LOTOQURA ®E(pEVa, EVE TO TehevTaio dpBo eEeTdlel My ewdva Tov agyaiov vroxou| otV
emoyy) mg Avay€vvnong xou petd. Kaw o mpdhoyog tehewdver: “Editing this book has taught
us how much there is already to be learned and how much more still to be explored: a full
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and systematic account of the subject as we have defined it would have entailed many more
years of preparation. We hope the twenty chapters offered here, juxtaposing material from
different places and periods, will be a stimulus to further efforts to understand ancient acting
traditions in all their diversity. The suggestions for further reading, attached, where appropriate,
to individual chapters, and the consolidated bibliography, attempt to give both an overview
of current scholarship and some flavour of its interdisciplinary nature” (0. xxi).

Tow apyioeL n mpdT evomTa, Exouvy ToroBemBel oL eEnyrioeis Twv anewovioewv (0o.
vii €€.), 0 meprypaLrdg ®atdhoyos Tmv ovyypagémy (0o. xii €E.), 0 xatdhoyog Twv ouvto-
poypapiv (0o. xxiv e€.) xauw do ydoteg (00. xxvii €E.) ov delyvouv mv apyaie EMGda
»ou T Mirpaoia, xaBog xat my éxtaom g Popdaixis Avtoxgatopiag aviotowya. To mod-
10 p€pog Eexwvder pe €va dpBpo g Edith Hall, “The singing actors of antiquity” (0o. 3-38),
avohiovTag pe GUETES koW ERUETES TNYES TOV «UEAOSQUUATIXG» YaQUXTIOM TG ayaiag
TaAoTaomg Tov 5 awdvar Ta Avpkd Tparyovdia autd meotmieyay xat evidyinxrav omy
eEaupeTnd mepimhoxn ovvBeon mg toaywdios. H ovyyp. dwatumaver xar myv wéa, mog to
Mya xelpeva Tov Mipov, tov odtoviar otovg amipovs mg OEupeiyyov, Ba urogotioay
v lvan %o aviiyaa Tov Hovotkoy g rapdotaons. Ot TpadToL TeayLol, Tov 1ftay *at
TQWTALYWVLOTES TOV EQYMV TOUS, TEETEL Va fjTay %t ®ahol Toaryoudiatée. To eidog mg ma-
odotaong twv Toaymddv ota eAAvioTrd yoovia, TeémneL va Epolale TepLoadteQo ot solo
#0VTO£QTo Tad pe Beatoinn mapdotaon. Oavpaldtay 1) povii Tov Tayoudomi, o 1jxog
e, N xabapdmra xow 1 axpierd ™mg. Xogui povowr ouvodevel tov Mavrdpyo. Eda dev
avagépeton mua 1 wehd Bewpio tov Kvpuaxidn yia to Eexivipa mg veolhnvirig mapaho-
Y1ig antd T Taryoudia avtd, omtd ta omoia xavéva dev €xel owbel. T tov Iavrdppo PA.
xow v tehevtaia fihoyoagio: E. J. Jory, “The drama of the dance: prolegomena to an
iconography of Imperial pantomime”, N. W. Slater (ed.), Roman Theater and Society, Ann
Arbor 1996, 00. 1-27 xawtov (drov, “The pantomime assistants”, T.W.Hillard / R. A. Kearsley
/ C. E. V. Nixon / A. M. Nobbs (eds.), Ancient History in a Modern University, Michigan /
Cambridge 1998, tép. A’, 00. 217-221, yia Tovg Toorywdovs twv eAknviotirady xodévav P. E.
Easterling / R. Miles, “Dramatic identities: tragedy in late antiquity”, R. Miles (ed.),
Constructing Identities in Late Antiquity, London / New York 1999, oo. 95-111.

Kau to devtepo dpBpo aoyoheitar pe T povowr: Peter Wilson, “The musicians among
the actors” (00. 39-68). [Todxertan ®VE{WS YLt TOUG AVANTES, TOV amoTeAOUoaY, OT0G Pai-
VETOL ATT6 e OELQA. OTTG EUUETES TNYES KOL TNV CLYYELOYQUEPICL, CVOQOIQETO THIIOL TNG KAC-
ouig napdotaons. To toito deboo, Tov Khota Bakdxua, EmREVIQHVETAL OV %{VNOM TOV
ooparog Twv nBomowdv: “The use of the body by actors in tragedy and satyr-play” (oo. 69-
92), Eexuviveag omtd T ouyva XKApPOUEVT TAQATONOM TOU OTOTIROU TOUEIHOTOS KOl TG Té-
Mg xvayiag Tov Tomtrod Adyov (Jifi Honzl xu dhhot) xat tig aviibeteg oyetrés ma-
oamoijoei Tov Roland Barthes (L’ obvie et I’ obtus. Essais critiques 111, Paris 1982, oo. 78-
85), mov diver Eugaam omy magovsic Twv cunudtmv oty agyain reaymdia. H magarion-
on tov Oliver Taplin, twg ta agyaia Beatoind xelueva Oev €(ovv ornVIREG 0dnyies, mOTo-
00 gupéomg TeQLypdpovon kot xafoelovral Gha Ta dRMEVE 1| HETE OTOV EXPMVOUUEVO
OxVIRG AGYO, EmTEémeL TV avalion TEToLmy TANEogoQLdY (OTdom ®at #ivion Tov ae-
HATOG, (ELQOVOLES, avTLre{ieva, pdores, EvOupaoieg) ota (dia ta relpeva Twv ToaywLHY
(M ppe avuroaBiotaton and to mpoowmnelo). Elval yvmotég ou avagoég Tov Agiotoqd-
V1) 010 peyahontQemés Ugpog Tov ALoyihov ®at 1o peathotind maiEyto mov moPAEmovy o
Toaywdieg Tov Evouidn. To dpBo tehetdver pe e aiyrotom avdueoa otg téleg Tov ap-
yaiov Bedroov (atovg phoug Tov Kpgovrog, mg Mijdetag rar mg Paidoag), 6mmg deiyvo-
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VIaL 0V ayyeLoypopia xat oe gutoyoagies tov Mounet-Sully xaw g Sarah Bernardt yo-
ow ota 1890. Me magdpoto Bépa aoyoheitar xot 1o t€TapTo ®epdAato, Richard Green,
“Towards a reconstuction of performance style” (00. 93-126), eEetdCovrag ®vping To omti-
%6 VARG, OTWg OOTETAL 0TV AYYELOYQUPIC %Ol O oycApatidie Twv EAANVIOTIRAY YOGVaV
ue Timovg mg Néa Kopwdiog. Tivovrar avalutirég TogamioeLs yia m otdon #at ®ivy-
01 TOV OORATOS, TN} YELQOVOuia, TV eviupacio ®Th. Zuvolnrd 48 amelrovioels, HEQULES At
aUTEG OLUVOSETOVY TO KEIUEVO, AVOATOVTOL %AT VTGV TOV TEGTO KL AVOPEQOVTOL OVahy-
Tra o€ po@1] xatahdyov, pali pe tagameioets xat fiioyoagpio oto téhog tov dpboov.

Idwaitepo evdlapépov €xetto doBoo Tov Eric Csapo, “Kallippides on the floor-sweeping:
the limits of realism in classical acting and performance style” (00. 127-147), avaiiovrog €va
a6 Timua, o mpayparetmxe 1ion 1 Hedwig H.Kenner, Das Theater und der Realismus
in der griechischen Kunst, Wien 1954, mg onolog 1 egyaoia dev avagépetar xaféhov atov
T6po owtd. Eivar 1o Gjmpa tov peahopot xat ta 6pLd tov oy ayaio tagdotaon. To do-
600 atd, og avtiBeon pe To TEONYOUpEVO, deV EeXLVAEL A6 TIG OTTTUKES CVOTAQAOTAOELS,
MG TG neLeVIES eVOETEELS: TO TTRWTO Ywolo eiva ot mv otz tov Aguototédn (1461b
34-35), 6mov évag nbomoldg mg emoxiic Tov Awoyvrov, o0 Muvvioxog amoxahel tov Kohhu-
71dn, TEoPavAg VEGTEQD CUVAdEAPGS TOV, «tibnro», «mg Alav vrepPdrhoviar» om piunom.
H évvola tov ywpiov givan mwg mbnxiCet, Mhadn ppeitor cav m paipol to mdvie, oxop
%O YELQOVOLLES XaBNUEQWVES Hou AiREG TOV TOOPANLOVV TO EXAEXTIRG et OLHQLUTIRG Vepog
™mg toaymdiag. Avtés o Kahhmidng epgpaviCeton xat og €vo omdoaypa mg XAuEVNG *mpum-
Slag Tov Aguotopavy, «Zxnvds Koatahapfdvovoaws, dmov avagépetat, oty anddoon tov
[ohvdetny, «wonep ev Kahmidn ent tov xopijpatog »abéfopan yapai», 1o omoio -
veveTan pe Tov opartdve 1e6mo (BA. tov titho). O ovyyo. oxohdler xau To yvooTd yweio
10V «Batpdywv» yo 1o peahotind vgog tov Evputidn, xabag dvo dila ymeia tov Agt-
ototéh (TTowr. 1460b 10-11 xaw 1460b 34), Gmov ovyxpivetar o Evourtidng pe tov Zogoxhn.
“Yotepa eEetdlet 1o «peahopd» g pipmons mg goviig ex p€QOug Twv N00ToLdY, TOU gt
pavileta ruing omv xmpwdia xat pdhota om Néa Kopmdie. Enpeidver: “In large part
the growing realism of the language of our texts presupposes the developing skill of
contemporary actors in capturing different personalities through voice and gesture. The actor’
s interest in developing the precision and diversity of his mimetic talents is in turn largely
driven by the large economic incentives of the developing star system. The initial most powerful
stimulus to the development of the star system for actors was the spread of theatre from
Attica to the rest of Greece, which can be dated to the final decades of the fifth century BC.
For this reason the characters of Euripides and New Comedy are generally better individualised
by their vocabulary, style, register, dialect, modes of delivery, metre, and syntax than the
characters of Aeschylus and Sophocles, tragedy, and Old Comedy, respectively. By the time
of Menander the mimicry of individual speech patterns is systematic and extensive” (0. 139).
O Znpdxng GAoTe €xel eXpEATEL TV Aoy, TImg TO star system Loy et dg €va fabud 1idn
yuee v »haowij tepiodo (G. M. Sifakis, “The one-actor rule in Greek tragedy”, A. Griffiths
(ed.), Stage Directions: Essays in Ancient Drama in Honour of E. W. Handley, London 1995,
00. 13-24). Q0t600 QTG 0 «QEAMOUGS» OEV EXEL KOG OYEON PE TNV EVVOLOL TOV «QECAL-
Opov» Tov povrépvou Bedroov 1j Tov 19” audvar axdpa xar ot Néo Kopmdia xveiton nd-
via ote Thaioa eveg TUIohoyoU Thouoiov, Tov EVIAoOEL GAa Tt TQOOMTCL OE ROWMVIXES
HOTIYOQLES KOt YOUQOXTNQEOAOYLOUS TUTOVG. ZTOUG TEQLOQLOROTS TOU QECMOUOT aVIjXeL kail
10 YEYOVAG, g dev avagépovion xmpia ot E€veg YAbooeg povo otoug «IT€poeg» vado-
YOUV OQLOUEVES HOQPOAOYIRES KO AEXTUHES «OTTOYQWOELS», OTLS «InETdeg» au OF peQurd dA-
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Ao ompela Tov QemeQTopiov. Aurgogomoinom g YMDOOAG ROoTd ROV TAEN Moo
Qi péhig 0o Mévavdo. OAGxMQa aaTEAMITTC KOUUGTLOL CUVOVTLGVTOL UGG otov Mi-
HO TOV UETAXQLOTLAVIXAV XQGVOV. AUTAE 0 owEaviuevos peahopde om Yhwoouris anddo-
OMG TG XOWMVIKIGS TQOYHATIXGTITOS GUVOdEVETOL MOTE00 THROdGEWS LLE Lo TAOM TG EV-
dupaoiag o Tov moowmeov mog To peyahompenéc. Sta xefpeva Spmg 1) oawoBn T mg ehi
HE TaL EXAETTLONEVE TG YOUTTa %atehdpBave xow il ™ Becrouui TaQAYWYY], TOL OV
enoy1j Tov Evpinidn eiye dcioer ydo o€ mo «owvd» yovota.

Anoxhewotnd tov AgiototéM) eEetdCel o TonydoLog Sngdxng OYETHA JLE TNV TEXVN TG
vroxguuiig: “Looking for the actor’s art in Aristotle” (00. 148-164), Eexvaiviog UE TV V-
voua Tov «ijflovg» o€ oyEom e Toug TxVIROUS YaparTipES («amovdaio, «avAow» )’ G-
rew o “moral qualities characteristic of broad categories of people” xau Gy Y10 aTopL-
0 XAQURTQLOTXA EVES ORNVIROT TIpGomTOV. Tl 10 YAwooud tgog ( «A€E15» ) rau OV T06-
710 MG amayyehiag Tov («omoxguiui 1 «ayovioru AEELg» ) foioxovian dragpunonrd yo-
ola ot Pyroguxif, ) omoia dev duagépet ovoLaotind amd ™ dovheld Tov nBomotov* ko oTg
dvo meQurtdoels To #eljievo dev moopletan Yl avdyvmon ahhd amayyehio proootd oe
*OO}0. AVOQEQETAL EWOLRE. OTO A0TVOETO, TV ETAVAMYI ot TV ¥AUGROON 0C onroguxd
o dpapomxd péoa. Em ovvoyn Tov GeBoov o Engdunc TQOYWEEL O ONUAVTLRES draut-
OTHOELS, OV APOQOTY TV OVIGTITCL TOV VTOXQLTH PEGEL 0TIV apyaie TadoTaom, Tov dia-
PEQEL AQUETA O TIG ONUEQWVES aVTILMYELS: TEQLOOGTEQOD Eiva TOQOVOLALOTIS TOINONG
UQOTTd 0" €var 0w d (To omoio djbev dev vdgyet oto BéaToo Tg Yevdaiobnong). H €v-
VOLeL TG «UTOXQITEMS» YonopomoniBnxe eE (oov yia T onroguxii: “The key to the style of
Greek acting is to understand that the actor was at the same time an impersonator as much
as he was a performer of poetry, conscious of the audience to which he addressed his utterance
directly or indirectly. This is why his art, hypokrisis proper, was used as a reference in
discussion of the art of pubic speaking, which came to be called hypokrisis, also. [...] It follows
that skilful use of voice ... was a Greek actor’ s principal qualification, hence it should hardly
surprise us that Aristotle equates hypokrisis with voice management” (o. 161). A6 mv dh-
M) Sev moénel va Beworicovpe v expood TOu Tay1#0T AGyou oAU ouMCaplopévn o Ag-
ototéhng Entd va Aioouy «tequrdTmg» (e o6 QUOLKG).

To endpevo, €Bdouo xeqdhato, Eric Handley, “Acting, action and word in New Comedy”
(00. 165-188) onuewdver mv GmaEn oMY aoivaeTwv, exel Tov UVIBOS YonaomoLE(-
T 70 «xaw». Tiamy avdhvon tov vorpLTxob Gpous Tov Mévavdpou xonaiuomote o yvo-
0T, p0oaizd oto onin Tov Xmeagd, om Muthivy (BA. tekevtaio yia to 6éua E. Csapo,
“Mise en scene théitrale, scéne de théatre artisanale: Les mosaiques de Ménandre a Mytiléne,
leur contexte sociale et leur tradition iconographique”, B. Le Guen, De la scéne aux gradins:
thédtre et représentations dramatiques aprés Alexander le grand, Toulouse 1997, oo. 115-133),
UG EMPETES THNVIKES 0d1Y(eg OV Bolowovian oo (dict Ta nelpeva, xon divel Wuaiteon éu-
(aon ot SL@oQOTOMOT TG YWVIS, TOV GTCUTEITAL OF OQLOUEVCL onueia, %abog xow my
agnynuoam arédoon diahdyov Grov avti onwodiirote xoewdtetar. To 6ydoo #eQAhano,
ov Richard Hunter, «“Acting down™: the ideology of Hellenistic performance», (00. 189-
206), wov LY%Q{VEL TO TPOG TG VTORQITLXG IE TOV KAOMUEQLVE RGHOLACL OUUTEQLPOQAS TO
EXAETTUOREVO Vepog Tou Mevdvdgou, evdewntind yia éva B€argo Tg ehit, ®an T0 xovdpo-
%OPPEVO ToV Mipov xaw Tv dhhav Beapdrov tov elnviotndy xo6vov.

To detteQo % 0 100 PEEOS ExOVV Pvo €EL veqdihaua. To detrego Eenvdet ue doboo
mg Jane L. Lightfood, “Nothing to do with the technitai of Dionysus?” (00. 209-224) avehiet
70 endyyehpa Tov Bedpomog oo EMvioTind: ko eopaixd yodvia. Tuo to B€uo: dev vdoyovy
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600 %E(PEVO UG EPIETES TNYES, OV dtapTiCouy TV UrapEn xat ™y xowmviry B€on tav
CTEYVLTOV TOU ALOVIOOU», TO PETORVOUREVO B0 TOUG, TV TteQLbmouanii ohhd ouyva xaw Tyum-
uévn B€om Toug. Eenvder 1o eEaupeTind evdlagéov dpBpo mg wg eEiig: «Until quite recently,
few bothered to take the history of Greek theatre beyond the end of the classical period. On
the traditional view, drama underwent nothing but decline from the fourth century onwards.
The polis had been swallowed up by the Hellenistic kingdoms; drama, especially tragedy, was
the self-expression of the polis; therefore ... and there is hardly any need to complete the syllogism.
Yet newer studies emphasise that the transformation of Attic tragedy into an art form of
international potency is very far from being a story of decline: drama was one of Athens’ most
successful long-term exports, and was one of the most important signifiers of Greek culture in
the vastly expanded horizons of the hellenistic world. The main problem in redressing the
balance has proved to be the loss of texts themselves, a loss more grievous still for tragedy than
for comedy, and one which had been held to speak for itself about the quality of the works
involved. But in fact quite a lot of evidence of various sorts does survive for Hellenistic drama,
though most of it is not literary. Inscriptions, however, survive in large numbers - civic decrees
in honour of esteemed performers; didaskaliai and fasti and archons’ records which list competitors
and victors in festivals and the performers who participated in recitals and shows; correspondence
between cities about the institution of new festivals or the reorganisation of existing ones; and
a large body of evidence relating to the technitai of “Artists” — or better still, “Artisans” — of
Dionysus» (0. 209). Ou teyviteg Tov Atovioov pévovy ouviiBwg oe e w6An wg privileged
outsiders, cAAd 10 oot TOUG YOQARTNOLOTLG E(VOL OL TEQLODE(ES” VITAQYOUV TWQCL %atL (E-
OUPAN %o VEES HOQYES EVOS «BupeMrOU aryivosy, rat oL TOAeLS arymviCoviow VoL EXOuy aore-
1005 06 awtols. Ydoyouv oupfoata, Evag kwdirnag CUUTEQLPOQAS e TIRMQIES ®TA. 2 av-
T0Ug avijrovv: “singers and instrumentalists, actors and dramatic poets, and those concerned
with theatre in other ways, mask-makers and suppliers of costumes” (0. 212). £’ awvtotg dev
avijrouv “mimes, conjurers, tight-rope walkers and dancers who were no less part of the festivals”
(0.212). Baowj myi yv o m ouvdmalotixy ogydvmon twv enayyehudtov tov Bedpuortog
elvon 0 Zreqaviig (6. 7., B now 1o okond perémpa tov E. Ziebarth, Das Griechische Vereinswesen,
Leipzig 1896, 00. 74-92, o 1o vedtego Twv Csapo xau Slater, 6. . 0. 239-255).

To endpevo debpo megvder om Paoun: Peter G. McC. Brown, “Actors and actor-managers
at Rome in the time of Plautus and Terence” (00. 225-237) mov mparyporteveTaL Ty maQa-
povij %ot doaomELOTNTA TV EAMMVIRAY BLldomy ot Avom: eV aQyxd GhoL oL «texvita
1frav mohiteg g Popainic Avtoxpatopiag, apydtea toyxvel n “infamia”, 0 amoxAelouds
0V Beatpivov amd avmiv xal 1 amayépevon yapwv pe mohites. To enduevo dpboo, Tov
John Jory, “The masks on the propylon of the Sebasteion at Aphrodisias” (00. 238-253) on-
nooteveL véa gvpfpata ard To weo ™ Mikpaoiag: eneldr oL pAoxes auTég £X0VV 0TGN
#heLoTd, meéme va eivan Tov Iavrdupov, o omoiog, ot avtiBeon pe Tig eEMMVIRES TRaxTL-
#EG, OTa QWUAIXA XdVIa Topovoldotxe pe pdoxa (BA. E. J. Jory, “The literary evidence
for the beginnings of imperial pantomime”, BICS 28, 1981, 00. 147-161). Eriong véo vAxé
a7é TO PRQACLOTIRG X0 dMpootevet To emdpevo GoBpo, mg Charlotte Rouchée, and g
avotouanég avaorapés o “Egeoo, “Images of performance: new evidence from Ephesus”
(00. 254-281): mpduettoun yio graffiti oe mérpa, mov delyvouv avBpdmva oxjuata: oL agyL-
®ol avaoragelg megvovoay autég Tig amewovioels oe Skizzenbiicher (R. Heberdey et al.
(eds.), Das Theater in Ephesos, Wien 1912), mov fjitav 160eg TOAEG, ov pévo €va delypa
UToQOUOE VoL SNpootevTel. AVApeoa 0 auTd VGO0V KAl OTTELXOVIOELS UE ETLYQUPES, TTOU
POIVETOL TG TEOEQXOVTOL TG ULHES TAQAUOTACELS TWV QOUATRMY YOOVWV.
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Idiaitego evdagépov mpoxahel to dpBoo s Ruth Webb yiua “Femal entertainers in late
antiquity” (0o. 282-303), ov omoieg amoxheiovian and Tovg Aovuolaxols Teyvites, g foi-
onovpe Gpwg 0o Mio, xat ol omdvia 1o 08 QAT ROUMIG OTC QOUOIXE XOGVLKL
(H. Leppin, Histrionen: Untersuchungen zur sozialen Stellung von Biihnenkiinstlern im Westen
des Romischen Reiches zur Zeit der Republik und des Principats, Bonn 1992, 0. 43). Ktgua -
1 BéPoua etvan 1 Iotopia mg Oeodwpag and Tov ITpoxdmo, n cuvaEaguaxii topio: g -
nddag Ayiag Iehayiag, agnyrioes Snhadr otpatevuéves pe ouyxexQuév otoxoBeaia, Tov
mpémeL va yonowomomBouv pe mpoooyy (BA. E. A. Fisher, “Theodora and Antonina in the
Historia Arcana: history and/or fiction”, Arethusa 11, 1978, 00. 253-279). Aimha 0” awtég vdio-
YoV Ta EToLrd doxipua Twv Aovriovou, Auddviov xat Xopixiov mg TdCag, arhd ra dA-
A, g 1 emrdgio emypari Yo ™ pupddo Baooha omy Aquileia g Trahiog (3% a.).
Ta yoamtd tov IMatépnv mg Exxnoiog dev EeywpiCovv Beatpind £idn xou ovyratakéyouy
s Bearpives pe g npveg (BA. W. Puchner, “Byzantinischer Mimos, Pantomimos und
Mummenschanz im Spiegel griechischer Patristik und ekklesiastischer Synodalverordnungen.
Quellenkritische Anmerkungen aus theaterwissenschaftlicher Sicht”, Maske und Kothurn 29,
Wien 1983, 00. 311-317, 660 mov aryvoeiton BEPona omy aryyroxporotpevn Ployoaic).
Yrdgyouv ot X0QeUTQLES, OL «OQYNOTEIdES», «OpYNOTRlow, “saltatrices”, xaBKS %o oL puud-
deg’ wou tor dvo eidn dev epgaviCovion pévo oe xavovirég Beatourés mapaotdoets ahhd xat
g «voUpeQa» ot oupmdota, YAévaua xth. (BA. tdpa R. Webb, “Salome’ s sisters: the rhetoric
and realities of dance in late Antiquity and Byzantium”, L. James (ed.), Women, Men and
Eunuchs: Gender in Byzantium, London 1997, oo. 119-148, O. Weinreich, Epigrammstudien I:
Epigramm und Pantomimus, Heidelberg 1948, 60. 97-105, H. Leppin, “Tacitus und die Anfénge
des Kaiserzeitlichen Pantomimus”, Rheinisches Museum 139, 1996, oo. 33-40" yia 0 pipo,
ext0g ad ™ povoypagic tov Wiemken 1972 xou mv mehaudteon fihoypagia otov Reich
1903, BA. emiong R. W. Reynolds, “The Adultery Mime”, Classical Quarterly 40, 1946, oo. 77-
84). Zug hoyotexvinés Ty€g ™mg Syung Popoinic avtorpatopiag avagpépetar auyve éva
unruly lifestyle xaw vipye o Beopds tov tribunus voluptatum, mov enéPhene to dnpdoe Bed-
noro. omd N0y dmoym (R. Lim, “The Tribunus Voluptatum in the later Roman empire”,
Memoirs of the American Academy in Rome 41, 1996, 00. 163-173, au tov (diov, “Consensus
and dissensus on public spectacles in early Byzantium”, Byzantinische Forschungen 24, 1997,
00. 158-179), ahhd o meQrypapinés yég detxvouv mog ot pupddeg eiyav training xow wa-
vémreg om dovkeld Tovg. Zm Pdun ot «ovaxrnvoi» tov Miov 1jtav 0pyaveougvor oe pua
Societas Mimarum, 7tov podvtiay xaw yio my xndeia twv pehav toug (Roueché, 6. w., 0. 126,
F. M. Ausbiittel, Untersuchungen zu den Vereinen im Westen des Romischen Reiches, Kallmiinz
1982, 0. 42). Aev gaiveton vo vmjoye ewdun] exmaidevon Yo g wpddeg, chrd urpég pmi-
®av o) dovherd % Epabay mv téxvn and g untépes toug (BA. J. Blansdorf, “Der spétantike
Staat und die Schauspiele im Codex Theodosianus”, Theater und Gesellschaft im Imperium
Romanum, Tiibingen 1990, 0. 266). H zowovirij Tovg B€om xaBopildtav and m pwpoix
infamia, mov e@dopooe TEWM gopd o Caracalla To 212 p. X. dev E€povpe av €xel woyioet
»ow otV Avatoh] (J. Evans Grubbs, Law and Family in Late Antiquity, Oxford 1995, oo. 41,
97 €E.). Tlavtg avagépovat ouyvd Laopol ppddnv, xabwds vdoyeL ®on To avéxdoTo Tov
avtoxpdropa Heliogabalus mov avdyxaoe Tig ipddes va kAvouy moaypotire £00te om) ox-
vij 1j va. Bavardvouy avBpdmovg omy mapdotaom puboroyirdv oxvav (K. M. Coleman,
“Fatal charades: Roman executions stated as mythological enactments”, Journal of Roman
Studies 80, 1990, 00. 44-73). A6 T popoixy] dwonoaivn xabmg xow amd ) xoLotavizy Oon-
oxelo avupeTmmifovion mg TOEVES, TOAYIE TOV PTOQEL VoL avTLoToy el !ig éva fabud omy
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mpaypoTirdmTa 1oV Toug emPhibnxe (D. French, “Maintaining boundaries: the status of
actresses in early Christian society”, Vita Christianum 52,1998, 00. 293-318). Qot600 1tav me-
omreg yLo Tar Bedparta TV TIGAEWV, RO HEQIKES POQES ATEXTNOY ONUOVTLKY] ROWVWVIXY
empon. Kaw 1 otdom g Exxnoiag eivar dupogotpevn: and m pia 0 Xouodotopog (1) ®u-
0LoTEQEY TN Yot oL Bedparta g emoxiic) BAemeL To ®OWO TV Beapdrov tofnurd Bipata
TETOLOV YUVaLR@Y, artd ™V dAkn Toug avayveoltet to duraimpa Tov évapov Plov, dtav moo-
onAuTotovv 010 XUoTLaVIOUG® OL GUVAEXQLAXES LOTOQIES 1oL LGS ®ow pipovg Ayloug emt-
Bepardivouv my Tdon avt. A6 TV ®oTAOTAON TV TYEV 1 OUYYQ. CUpTEQVEL TG 0T Pod-
1 Tov Gpov 4% au. (. X.) epgpaviCeton “the apparent shortage of women available for the
public spectacles into context and helps to counter the strong impression given by the legislation
that fewer and fewer women were willing to perform” (a. 299). Ané mv Ghkn o amaryopev-
oeig g Exxhnotog dev gaivetar g émaoay témo. Zto téhog Tov dpBoou 1) ouyye. dnpoot-
eUeL ) ouyrwvnTRY ey Yo to Bdvato mg upddag Bdootkha and my Aquileia tov 3™
aL., oV aQLEEMOay ot «auvadehpo» ot opdtexvol mg. To 14° xepdharo, W. Puchner, “Acting
in the Byzantine theatre: evidence and problems” (00. 304-326), cuvoyiGel Ta emyeLnpata,
yuart Y10 BeoTQurés HOREES UToEOTpE Vo whjooupe povo yio my pwrtofuiavvij tepiodo,
EV() YL0L TNV ELXOVOXAQLTTLRI] KOl PETOELXOVOXAOOTLXI] TTEQ{000 OEV VTTAQYOUV CORETA TEXIY-
QLo TTRETEL VaL VTOBETOUE, TG M oM ®aw Sy Pulaveivii teeiodog rrav xwelg ogyavm-
uéves pop@és Bedtoov, mpdypa ov €xel xupimg Beohoyirotg Adyous (ewovoroyio tov Ayi-
ov Iwdvvn tov Aapaornvoud, amayGpevom g pipnong).

To tpito puépog Eexwvdel pe éva dpboo g Pat Easterling, “Actor as icon” (o0. 327-
341), maporohovBadvTag T dudoia ELXGVL IOV EXE O LITOKQLTIS OTOV EVEU RGOUO" TNYES
elvat oL Aoyng ameRoVIoELS, otV ayYELoyQapia, 08 HWOUXd, O€ TOLLOYQAWLES, OF KEle-
va, emya@Es, avéxdota xth. Ilpoymeel ot fdoum vadbeon twg avaueoa oTig «eQaot-
TEYXVIRES» TAQUOTACELS TG ¥AAOLKI|G TTEQLGAOV XAl TOUG «TEXVITES TOU ALOVUGOU» TQETEL
VO UTTQYE WLt XOTAOTAO, GTTOU RUQLOQYOUCOY T «UTOVAOUXL», dSNAadi} OtroyeVELOXOL
Blaool mov meQLddevav g emayyehuoties od TOA O€ TOAY, TEOCEPEQQV TIG VINQETTES
ToUg o Emanlay To ok EEnEQRTGELO. Ol TUQAOTACELS THOX YIVOVTOL ¥VRING TEWTAYM-
VIOTIXEG, TO EVOLAPEQOV ETLXEVTQWVETAL OTOV )HOTTOLG, %atL OL TOPOVOLATELS CUTTEQUAC|L-
Bdvouv now asmoryyehio, Toayoudt xt GAAw, G L pOvo o€ INUGOLES TAQAOTATELG AAAG RO OF
OUUTGOLLL, OLOYEVELORES YIOQTES ®TA. (BA. C. P. Jones, “Dinner theater”, W. J. Slater (ed.),
Dining in a Classical Context, Ann Arbor 1991, 0o. 185-198). E1duxd tov 4° cudiva, peouxot
nBomotol amoxtovv peydhn dvvoun ko ThoUTo, ko VITAEYOLY e OELQd o avéxdota
YL0L TOVG X 0QLopaTinovg avtots mpwtaywviotég (P. Easterling, “Actors and voices: reading
between the lines in Aeschines and Demosthenes”, S. Goldhill / R. Osborne (eds.),
Performance Culture and Athenian Democracy, Cambridge 1999, oo. 154-166). Aev evdia-
PEQEL TG00 M PACLUGTNTOL TOV TEQLEXOUEVOV TV LOTOQLWY CUTAV, CAAG 1) OUYVETTA TOVg
%A 1) AvToYY TOug HESH 0TO XEGvo. Auté cupfadilel xaw pe po avEavouevn «Beatours-
mrax» g dnudotag Conjg ota eAviotikd yoovia ev yével (A. Chaniotis, “Theatricality
beyond the theater. Staging public life in the hellenistic world”, Pallas 47, 1997, ao. 219-
259), yio. mv omolo vrdeyovv mohd mapadelypata (“culture of onlookers™), fA. . . mv
7TEA™ upAavion tov Anunteiov Tov ITohopxnt] petd my xatdinyn Twv ABnvdv o 294
epgaviomxre oto BEatpo pe Tov dio T1P6mo Gmmg €vag TpayrGs nhomorde. H «oxnvobe-
ooy Tov MpdoLov 1o aTopkoy aoBijpatog €xel xal dhheg expavoeis: o Toayrdg 1bo-
mowdg ITohog wg HAéxntoa éBake tv moorypamin TE@oa Tov vexQou Vot Tov (Y oydha
C. Garton, Personal Aspects of the Roman Theatre, Toronto 1972, oc. 37 €£.), 1j 0 mpoon-
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MTopdg 010 XQLoTLaviopd ®atd ™y Tapdotaon) ex HEQOVs 0pLOUEVOV uipmv (BA. xou C.
Panayotakis, “Baptism and crucifixion on the mimic stage”, Mnemosyne 50, 1997, oo. 302-
319), 1 otopies yLo mpognTird Gverpa, 6o nBomotol Tporéyouy to puéhhov (IThovtagyos,
Biog Anuoobévous, 29). “Seeing the actor as a kind of mouthpiece for powers beyond human
control was not incompatible, of course with giving him psychagogic functions. The more
compelling the actor, the more effectively he could awaken emotions that lay below the
surface and outside the control of the rational consciousness” (0. 339). EWdwd ota ehn-
VIoTiRd Ye6via dnutoveyeltar and Tovg Qrhoadpoug xat 1 Wéa Tov xoopobedtoov (M.
Kokolakis, The Dramatic Simile of Life, Athens 1960, xav tov (dtov, «To dpdpa Tov fiov
el Tov Enlvtntov», otov topo: Pilodoyixnd Meietijuara eig tyy Agyaiav EAMnviajy Foau-
uateiav, ABjvar 1976). Zrov Maximus Aurelius 0 #60pog eivar amhaig pa peyoriteon
OUNVI, RO VTTAQYOVV ORQETES TETOLEG OVAPOQES OUOUA OTCL EMAVOQOUaind YoovLa. Av-
16 eVio VOoE ORONC TEQLOOGTEQO TO image Tov NBomoloy oV xowwmvia.

To 16° vedhato aoyohreiton pe o aheEavdpvd rau fulavivd oydha ota doapatind xeil-
UEVEL TG OO ALGTITAG, KL TL UMK TTQOOQEQOVY OyeTird ue v vroxputiky): Thomas Falkner,
“Scholar versus actors: text and performance in the Greek tragic scholia” (00. 342-361). Kha-
OLXG YLet TOV TOPED ™G TORAd0MGS TOV XEWUEVWV TG COYULGTITOS TTUQAUEVOUY 1) HOVOYQX-
@iatov L. D. Reynold / N. G. Wilson, Scribes and Scholars, Oxford *1991, xafd¢ xau 1o ma-
houdtepo PiBiio Tov R. Pfeiffer, A History of Classical Scholarship from the Beginnings to the
End of the Hellenistic Age, Oxford 1968. Nedtepa pehemipara €yovv xdver onpaver mdo-
do otov topéa awtd (BA. Th. Papadopoulou, “Tradition and invention in the Greek tragic
scholia: some examples of terminology”, SIFC 16, 1998, 00. 202-232, mg (dwag, “Literary theory
and terminology in the Greek tragic scholia: the case of plasma”, BICS 43, 1999, 0o. 203-210).
Ta oydha v AheEavdpvav dev elvon pévo delyporta doromg Aoyloaivng ov €yve otov
@vtioévio mtipyo g PLprobriung e AheEdvdpetag, ahhd avivaboegrtiCouy xow m Bea-
Touxij Canj g emoyrig xow ™) «BgarouedtTon g dMudolag Lunjs ota eAMviotird xedvia (J.
J. Pollitt, Art in the Hellenistic Age, Cambridge 1986, 00. 4-7, 230-242, P. Green, Alexander to
Actium, Berkeley 1990, 0. 92 €E., P. E. Easterling, The Cambridge Companion to Greek Tragedy,
Cambridge 1997, oo. 218 €. xar Chaniotis, 6. 7.). Tl To B€pa awté avakioviar oguopévo
AVTITTROOMTEVTIXG ToQadELypaTaL. ‘Qg €var omuelo 1 gyaoic Tou NHOTOLOY %o TOV OO
o emrahimTovtaL, eL0d pnetd to 386 . X., Gtav doyLoe 1) MUovEYIe TV «xavGva» UE TG
EMAVAMPPELS TOV TTOALOYU QETEQTOQIOV TWV UEYAAWY TOUYLAMY, ILCL TTQUATLAY] TTOV ATEAEVBE-
QWVE TOV VITOXQLT] atd Tov o™ %ou Boroxdtav Eagvixd oe BEom va txavomonoeL To you-
ot Tov %owou tov (Easterling, “From repertoire to canon”, Companion, 6. x., 60. 211-227).
“Their role in the process of canonisation was further enhanced by their rising social and
political status and professional organisation in the guilds of Artists. Performance and scholarship
represent parallel processes by which a selection of plays came to secure their privileged cultural
position in everything from festivals to school curricula” (0. 348). Avté odnyel oto oupmépa-
o, TG HEQOS TOVAAYLOTOV TwV aYoMmv meémet va BewonOel avaypoviotxd, Tovdyiotov
GO0V 0OQd TI TRNVLRY] TOLYUOTOTTOOT, TTOU ®UBQEQTICEL L0 CYPLUES %O OVYYQOVES QU
®urég (1o mpdoeEe 1dn o Oliver Taplin, The Stagecraft of Aischylus. The Dramatic Use of Exits
and Entrances in Greek Tragedy, Oxford 1977, 0. 369). Ta oxShia exhapfdvouvy ouyvd to dpd-
O (G ONTOQLXG PEGO TS TRGRANOMG CuvaaBnpaTirls HEBEENGS 1o avVApETTL OTIC TEYVIRES ov-
Té¢ oyoMdCouy ewdind ™ dwovgyio «ExmthnEng». “Exouvv ratahdfer m Aertovgyio tov €u-
HECWV OXNVIXDY OOMYLOV RO RQUTRAQOVV OUYXQ0VOUS NBOTOLOTS YLar cuTOoYEDONEVES
npoobhixes, over-acting xou unnecessary padding of the text (0. 359).
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Tig mapaknhieg avdpeoa o virorguux ®ou errogurt] ot Popaixn hoyoteyvia eEetd-
Ceun Elaine Fantham, “Orator and/et actor” (00. 362-376), eva n Catharine Edward aoyo-
Aettan pe oxmvoBemuéveg ornves avtoxtoviag, 1600 oto BEatpo 600 xow o Conj: “Acting and
self-actualisation in imperial Rome: some death scenes” (c0. 377-394), deiyvovrag pe Tig me-
QUTTDOELS TV CUTOXTOVLAY TOU Zevéra xat tov Népwva, tog 0 tapahhnhopds me Tong ue
10 B€atpo 1jtay abid pillmpévog ot otmur griocopica xat T uaix oxéym ev yével. To
mpotehevtaio xepdhao, mg Ismene Lada-Richards, aoyoheiton pe “The subjectivity of Greek
performance” (00. 395-418), mpoomafaivag va diaputioet Yuxohoywés dadiwaoieg otov
VIOXQLTI} OYETA e TV TadTLon pe 1j amootactonoinoy and 1o pbho (I. Lada-Richards,
«“Estrangement” or “reincarnation”? Performer and performance on the classical Athenian
stage», Arion 5, 1997, 00. 66-107). To tehevtaio xe@dhalo TQOOPEQEL, GTMS KOL TO TTQWTO, 1)
Edith Hall, “The ancient actor’s presence since the Renaissance” (00. 419-434). O oyxzwdng
6pog tehewdver pe éva Glossary (00. 435 €€.) ehhvinady raw hatvirdv termini technici, m
BBhoyoagpio “Works cited” (00. 441-478), mov xwduromotel Gheg Tis empuépovg fiphoyoa-
@ieg, 1o index locorum (00. 479 €E.) xaw 10 yevird evpemjoro (00. 484-510). H ouviibeia, o
téuottov Cambridge University Press va otouygloBetovvrat zat tumavovran xdmov otov Toi-
10 Kdopo, omv mpoxrewpévn mepimtmon otg Ivdies, odnyotv Gy uévo oe xabuotéonom ahrd
%o, wed myv eEovuytoun empéleia, oe afheyies, tov mahadtepa dev vmjpyav O TETOL
€ntaon. Eviémoa telelng mopeummtéviog tétowa Adbn oug oeh. xix, 71, 342, 447, 467, 474
oto. Yohhnd, eEMvind adhd xau ota ayyhMrd. Oa vdoyouy xat dhha, adhd avtd gaiveta
TG €VOL 0 «QGQOG TYUIS» TOV TANQWVOUE OTO YOAWLUO e To computer. AAAwoTe avtd Tov
€yeL onuaota elvar To YEYOVG, TG 0 TOROG CUTAS TTOGYEL ONUOVTLAA TN YVAOOT) HOG YLt TOV
QY0 VITOXQLTY), TNV UTTOXQLTIRY] %0l TO LOVOdRG 0GAO TOL Bedtoou oty agyaie xowwmvid.

BAATEP ITOYXNEP

PAVLOS MATESIS,
Contemporary Greek Theatre, vol.2. Guardian Angel for Rent, Nurseryman, Roar,
Towards Eleusis, London Arcadia books 2002, ogh. 258, ISBN 1-9000850-53-2.

O Tawihog Mdrteotg eivan xmQis apgporica, péoe oty medm YEVED TG HETATOAEIURYG
doaparoyoagiag, £vag ouyyeagéag ue WLITEQX LXVEI} aVTOTEOoMmTTC, TOMOUS TOdTOUS
Youprs aAhd €va oxedGV UovHo dixtuo cupBGrav xat TEAETOVEYLDY, TV EuTAOUTILETAL %o
TOQUAGOOETOL %att TOU OLOKQIVETOL YLet OMUAOLOAOYIXY] EVQUTITCL %L EWTTAOXY TOV - VLY V-
om/Beam) omv egunvevtri dadiracic, pohg Behjoet va «xatahdfers. To BEatod Tov pénet,
OTIS (DQLULEG EXPAVOELS TOV, TOOG EVOL «OTTLRG» BEaict, GTTov dpupeva va wralopeva. et oun-
vijc alCovv 10GEL0 GAO e T TrNVIKG AGyo. Autd amotehel e eEEMEN rdmmg adrevTon,
HEOQ oMV ETXQATNON TOV AOYOXEVTQLOWOD OTO Ovyypovo eAknvixd Béatpo, ahhd Wiaitepa
evdlapEQovaa 1o yonteviri, yuard Thdber ewoveg peyding opoqids (B oe emhoyi: X.
Mmaxoviréha-T'ewgyomoviov, «Ou mapdves vexrpot ato BEatgo tov Iavhov Mdteow, otov
opo: Kavoves xai eEaupéoeis. Kejueva yia to veoelmvind 6éaroo, Abiva 2000, 0o. 132-139, T
TTeqdwng, «ITruyés Tov Toarywot om Apaporovpyic tov ITavhov Mdteow, otov tépo: Odua-



