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Mepidnym

To Beatpikod barter, 6Twg mMpoodlopionke amod tov Eugenio Barba kot to Odin
Teatret oTi§ apyég TG Sekaetiog Tov '70 KAl avatpo@oSoTNONKE WG OTUEPA UUE
To «Batpo ™G apoBaldTnTAgY, TIPOTEVEL Eva cLUPBAY, KATA TN SLAPKELX TOU
0TI0{0V ATOCTIACUATA TIAPAGTACTG, TAPASOCLAKA TPAYoUSLla 1] Xopol, eMSelEeLg
AKPOLBATIKWVY, TONJUATA 1} LOVOAOYOL ATIOTEAOVV TO GCUVAAANCGOUEVO «VOULOLLO»
avapeoa o€ Vo opades Spwvtwy. To onpeio eotiaong Tov Beatpikov barter dev
€lval TO AVTIKEINEVO TNG OUVAAAXYNG, OXAAQ oL {510l Ol «CUVOHAANGCOUEVOLY, )

EVEPYELA KL TO SUVUULKO TNG SLASPAoT§ TOUG.

H mapovoa petamtuyiakn Statpfn emiyxelpel va SlepeuvnoeL T YEVEST Kal TNV
eCEALEN Twv barters, 0TIWG KAl TOUG LETACYNUATIOUOVG KAL TOUG CUCYETLOHOVG, Ol
omoiloL evepyomoloUvTal OTn OeaTPK] TPAKTIKN KAl OTN OUYKEKPLUEVT
KOLVWVIKOTIOALTLKT] KOl TIOALTIOULKT] TIPXYHATIKOTNTA OO TIG TIOALTLIOTIKEG QUTEG

OUVOVTIOELG.



Summary

Eugenio Barba and the Odin Teatret embraced the theatrical barter in the early
1970s and continued to further develop it until today through the theatre of
reciprocity. In Barba’s notion, a barter is an event in which actions, fragments of
plays, traditional songs and dances, displays of training exercises and acrobatics,
poems or monologues consist the currency of exchange. The theatrical barter
doesn’t focus on the commodities exchanged, but on the traders and their

interaction.

The current M.A. dissertation aims to examine the origins and the development
of barters, the transformations and the interrelations that are generated for the
theatrical practice and the socio-political and cultural context of the places and

the communities involved.



Evyaplotieg

0 xUKAOG TWV EVXAPLOTIOV WIAG WHETATITUXLAKNG Slatpng elblotal va
APLEPWVETAL O OAOVG OO0LG vToOoTNPLEAY TN ovyypaen Tneg Qotooo,
alocOdvopal TNV avAyKn va EVXOPLOTIOW EKEIVOUG, OL OTO(OL TIPOGEPEPAV
eumodia. H owkovopikn kpion, n kowwvikn eEabAiwon, n adé€odn emayyeApatikng
TPOOTITIKY, 1| VTTOBABULIoN TG aglag ™G Tadelag KAl TOU TIOALTIOHOU, 1| ASIKY,
avion Kol ex0pLK AVTIHETOTILON TNG Sla@opeTIKOTNTAS otV EAAGSa kaL to
eCWTEPIKO LTMPEAV TO EPUATIIPLO YA TNV EPEVVA KAL CUYYPAPT QUTNG NG
Statpfng w¢ amavtnon, oavtidpaomn, oyxvpomoinon kat PePaiwon pag

BaAAGEVG TIPOCWTILKTG TAUTOTNTAG.

TUpUTapaoTATnG oty Tpoomdbeld pov vmpée 1 emPBAEmovoa TG StatpLprg,
Kabnyntpix Avpa ZidnpomovAov, pe to ave§dvtAnto mabog tng ywx to Beatpo
Kal TNV €peuva, TNV TOAVTIUN KaBodnynom, TNV EMOTNUOVIKY KAl NOKN
VTIOGTNPLEN TNG Kol TNV euxaplotw YU auto. Tig evxaploTies pov ek@palw Kol
otis kaBnyntples Avwa ToixAn kot Ztapatia Neopltov 'ewpyiov, ol omoleg
SEXTNKAV VX GUUUETEXOLVV OTNV TPLUEAT emLTpoT] afloAdynons. Oa 1beda va
guyaploTow emiong tov Eugenio Barba, ™ Roberta Carreri kat tov Kai Bredholt
Yyl TOV TOAUTIHO XpOVO TIoU S1€Becav, TPOKELUEVOLU vV PE SEXTOUV KAl Vo
vTofANB0VV 6 OLUVEVTEVEEIS KATAHAUTIKEG yla TNV €peuva pou. Evxaplotw
Wwaitepa tnv Julia Varley yia tv moAvtiun apBpoypagia ¢ kot tov Frans
Winther ywx ™ Swakpitikn Bonbeld tov. Oepués evxaploties amevbBivw ot
Sabrina Martello, vtevBuvn Twv Odin Teatret Archives, yia Tnv kKaBoploTikn

OUUPOAT TNG 0TI HEAETN HOV.

TéAog, euyxaplotw tov Aviwvn Awxpavty kot v Oppa Xtovvtio yla To
nakpoxpovio Beatpikd takidt [Mdvw amd 0Aa, Ba BeAa va evxaploTiow TNV
aded@n pov, KuBéAn AmootoAomovAov yia Thv wbnom Kal T CUUTAPACTACT) O

oplopEVEG SVOKOAEG OTLYUES, TOUG YOVels pov, Tov Bevidédo Bpévtlo kal ta



oSl pov Odvocéa kat MeALTN yla TNV VTTOPOVT] KOL TNV KATAVOT 0T TOUG KAOE
@EOPA TIOU M UEAETN HE avayKale va €MAEEW TNV AMOCTACN KAl TN «OLWT

AGUPUATOU».

What image do we have of a dreamer? A person who leaves the land
and takes to the water. But not just to discover or to reach other shores.
Some, although they seem to isolate themselves far out in the water,
nevertheless wish to remain close to others. They try to build fragments
of land upon the lake. These are the floating islands. The floating islands
are not a means of making the vast waters of Texcoco and Titicaca
useful and fertile. They are a means of survival.

The floating islands cannot be handed down to one’s children; as soon
as you cease maintaining it, your field ceases to exist. It is a small,
unstable garden that bears fruit, but whose dimensions and whose very
existence are conditioned by the currents. It is born out of the need to
sink roots. But in an uprooted reality.

Eugenio Barba, Theatre, Solitude, Craft, Revolt.
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Elcaywyn

dwtoypagia tov Tony D’Urso, Carpignano Salentino 1974. H Iben Nagel Rasmussen

mailel TOpmavo, evw o Nando Taviani kpéuetal amod éva axovi.

'Htav kamote pia opdda mepimlavwpevwy nomolwy mov {ovoav ot
Avtikn ToutAdvén. Tagidevav o xwpLd Kot TTIOAELS, OKAPPAAWVAV GTO
ynAotepo ktiplo, £devav éva oxowvil ot oTEYN TOU KAl TETAYAV TNV
GAAN akpn tou oyowloV otov aépa. ‘Emelta, mepmatovoav mMAvw o
aUTO, ATOPEVYOVTAG TNV TAPAUIKPT) AavBaopévn kivnom, n omola Ba
UTTOPOVCE VU SLAKIVSUVEVCEL TNV LOOPPOTILX KL TNV TTOPELX TOV ATOUOV

Kal 0AOKANpnG NG opddoac.[..] Ta xpoévia Tepvovoav Kal oL



TepLMAavV@EVOL NBoTolol cuvéyLllav va kavouv To (8lo Tpdyua. Agv
avavewdnkav, 8gv TPOCAPUOGTNKAV GTOVS KalpoUs. XpMoLLoTIolovoaV
éval oYowi, yla va (TACOUV GTOV 0UPAVO, AYVOWVTAG TIG GUYXPOVES
TEXVOAOYIKEG EQEVPECELS: EAKOTITEPA, QEPLWOOVUEVA AEPOTKAPT,
mopavAoL[..] Mwa pépa efagaviotnkav oto kevo. To oyxowl Toug
altwpnnke o’ évav BueAdwdn ovpavod, Bapy amo padpa CUVVEQPX Kol
Slamepdotnke amd gy aoctpamn. Ot otdxteg evog Kapévou BiffAiov
émecav otn yn. M povo oeAlda eixe amopeivel aképan. Eypage:
«Exkelvo mouv mpémel va mpdelg, mpémel va 1o mpadels. Kot pnv

ap@BAaAAeLs, pnv ap@Baiieg» (Barba 2000, 201).

['a Toug 'Tvkag, «o dvBpwmog glvatl kvoOpevn yr, yn Tov Tiepmtatd» (el hombre es
tierra que anda) kat ywa to Odin Teatret kat tov Eugenio Barba, autd to
TEPLUTAAVWLEVO KOUUATL YNG GUVOETEL TNV TTATPiSa KAl TNV €0TIX TNG TTPOCWTIKNG
kal Beatpkng {wng Toug (Barba 6.m., 200). To barter amoteAel pa Ek@pacn Twv
SLSOYIKWY  AQVATIPOCAPUOYWY, TWV HETEWPWV YEQPUPWOEWY SLUQOPETIKWV
KOOUWV, TNG avaXwpnong Kal NG EMOTPOPNG GTOV EAVTO HECW TNG CUVAVTNONG
He tov «AAdo»: px Slapkng kivnon vmépBacng amévavtli 6To €UTOSIo, TNV
advvapio, TNV avaykn, M@ EUTPAKTN, EUPlX  AQVTATIOKPLON OTEVAVTL OTO

AKATOVONTO, AKATAANTITO, AVO(KELO, AAAOKOTO.

Q¢ TéTol0, avBioTatal o€ MAylWHEVEG oTABEPES Kol BeapoBeTnuEVEG BewpnoELS Kot
UTIOXPEWVEL TNV EPELVNTIKY Oladlkacioc O0€ OULVEXN] AVATIPOCAPUOYN KoL
avaBewpnon. KabBws ta barters amoteAovv SLaypovIKEG KAl SLATOTIKEG SPACELS
OUYKEKPLUEVWY avOpmV KL YUVALK®V, ATOUIKEG OE0Elg Kal TPAEES 0 Ul
ToAVOXL8T] TOTOYpPA@IN KL XPOVIKT) GUVEXELA, VTIOKELVTAL O€ TIOLKIAOHOp@ia Kot
POIKOTNTA. AEVv OLUVASOLV HE TN YPUUWKOTNTA WG aKaSNUAIKNG gpyaciag, M)
OTIol KATAANYEL O€ EVAL CUUTIEPACHA, YIXTL 8V amoTeEA0VV Ypauplkn Stadikaaoia,
ywtl €aptovtat amd Tov avBpwto, o omoiog Sev elval eAeyyxOpevVos Kal
adla@opomonTog MAPAyovTag, aAAd kal ywati n agla toug dev €ykeltal ota
OUUTIEPACUATA KOL TX ATIOTEAECUATA, OAAQ 0T Snpovpyla VoG xwpoxpovou yla

ouvvavtnon, okéym, ap@ofnmmon, ekepaoct, ocvlntnon kKt avayvopton (Young-



Jahangeer 2017, 13). Emopévwg, 1 OULVETMNG HEAETN TOUG ATALTEL AVOLXTH)
TPAYUATEVOT], ATOPEVYEL TIG ELSIKEG KATNYOPLOTIOMOELS KoL QPKEITAL OTNnVv
KATOypa@ kKol ovvBeon autng TG SLHAEKTIKNG Topelag xwpls va a&lwvel ™
HOVIHOTNTA €VOG TAYIOU CUUTEPAOUATOG KL TN YPOAUUIKOTNTA €VOG KAELOTOU
eMAGYov. H Satpn) aut emiyelpel va e§eToel TNV TPAKTIKY TwV barters tov
Odin Teatret, VIOOETWVTAG TN HETALXULAKT TOUGS StdoTaot). Aev Tpoo@épel, SnAadn,
OPLOTIKA KAl QUETAKANTA CUUTEPACUATA, OAAQ TAUTI(ETAL PE TNV LOLALTEPOTNTA
TOU QVTIKEWMEVOU TNG £PEVUVAG TNG, TO omolo Bftel gpwTnuata kot epebilel

QPETNPLEG OKEYTG.

‘Eva pépog g épevvag 8ie€nxdn oto Odin Teatret, pe apxelakn HEAETN Twv
BiBAoypagikwv mywv twv Odin Teatret Archives, KaBw¢ Kot cu{NTHOELG UE PEAT)
Tov Beatpov, 6w 1 Julia Varley, n Else Marie Laukvik kat o Frans Winther, ot
omoiol Tapelyav tn {woa pHapTLPLa TOUG Kal SLEVKOALVAV TN HEAETN HE TIPpOOOETA
avekdota dpBpa. H épevva cupmAnpwbnke and ocuvevteLielg Tov Eugenio Barba,
™¢ Roberta Carreri, 1 omola cuppeteiye ota mpwta barters tov Odin Teatret 1161
To 1974, xat tov nBomolov Kai Bredholt, o omoiog ouveyilel v mapadoon twv
barters, €eAlooovtag Ta pHEoa AmO TNV TILO OVUYXPOVN @OpUa Tov theatre of
reciprocity. ENUELWVOUE, ETUTAEOV, OTL 1] YPAPOUOA £XEL CUUUETACXEL 0E KUKAOUG
EKTIALSEVTIKWV OEPVAPiwY, TAPOVCLACELS Kat ouvavTtioel pe to Odin Teatret
omv EAada kat 1o e€wtepikd, kabws eival 1 Sl tep@oOpuep TG BeATPLKNG
opadag Omma Studio (‘Oppa Ztovvtio), n omola cvvdéetal pe to Odin o€ emimedo
KAAALTEXVIKO KOl EKTHLSEVTIKO €81 Kol TOAAG XpoOvid, evw EemMITALOV elval

oLVVSLoPYAVWTNG TOV gvpwTAikol Tpoypaupatos Caravan Next! (Koapofaviy, n

1 To Caravan Next eivar éva peyding xAlpakag kowwvikd, cuAAoylkd TTpdypaupa yia to 82atpo
otmv Kowdmnta, 1o omoio ouvdéel emayyeApatieg KOAATEXVEG e KOWVOTNTEG Kal TIOATEG péoa o€
éva 8{KTLO BEATPIKWV 0PYAVIGUWV Kal TOATIOTIK®OVY W8pupdtwv ¢ Evpwmmge. To KapafBave £xet
Stdpkela téooepa xpovia (2015-2019) kat amapTifeTal amd SeKATPELG CUVELOPYAVWTES KAL TPLAVTA
ouvepydtes amd 0An v Evpwmm. To Nordisk Teaterlaboratorium / Odin Teatret sivat o kUplog
Sopyavwtig (lead partner) touv KapaBaviov, €govtag tnv €uBUvn TOU GUVTOVIGMOU KAl TNG
Stoiknong touv. To mpoypappa £xel OkOmO va ToPAKLVOEL KGBe kowvoTnTa, kKGBe dtopo va
avoAoylotel Tov evepyd poilo Tov w¢G Euvpwmaiog ToAitng oeBduevog TG oUYXPOVES

KOWWVIKOTIOALTIKEG KL TIOALTIOULKESG TIPOKANOELS, Kol va opapatiotel Tnv Eupwmm tou péAdovrog.



Tuvéxelan). To Yeyovog auTO a@EVOG ELOAYEL €VH  AVATIOPEVKTO OTOLYELD
UTIOKELLEVIOUOU OTNV EPEVVA, APETEPOV EEVTINPETEL P CUVETECTEPT) TIPOGEYYLOT
touv Eugenio Barba w¢g BeatpavBpwmov, aAld kal wg avBpwtov, dvo OYELg, ot
oToleg Yl Tov (8lo ouvdéovtal appnkta, aAAnAotpo@odotwvtag Tov Blo kal To

£pyo Tou.

‘Etol, ot Swxtpifn] auth, opyIKd ova@EPOUNOTE O YEVIKA OTOLXElX TNG
Bloypagiag kot Twv mapactdoewv tov Eugenio Barba kot tou Odin, wote va
avadeiovpe v appnKTN CAANAETISpaoT KAl KATAAUTIKY) Sp&oT TOUG GTT YEVEDN
Kal €EEALEN TNG TPAKTIKNG TWV ouvavTtnoewy. Ekkivolpe amod to @A0co@IKo
uTtoBabpo Twv barters, Tov avapyxlopd tov Pyotr Kropotkin kat to kapvafaiiko
tov Mikhail Bakhtin, wote va mpoo@époupe pia fabitepn katavonomn g Evvolag
TOU ATOHOV KAL TNG GUAAOYLKOTNTAG, 1] OTIOLX OTOLXELODETEL TNV KOLVWVIKOTIOALTIK)
0¢om Twv SpwpEVWY aUTWV. AKOAOVOWG, 0TO TPITO KEPAANLO, KATAYPAPOVE TA
TPWTA barters, Ta oTolo KATASEIKVUOUV TOV TPOTO avaASUGOTN G TNG BEWPNTIKIG TWV
barters péow NG (Slag TG MPakTknG toug. Emiong, oe emdpevo ke@dAato,
ava@epopaote o€ barters, Ta omola SNAWVOUV €VOBEWG TNV KOW®VIKOTOALTIKN
0¢on tou Odin Teatret xat Ttou Eugenio Barba, 6mwg autn ex@paletal vmo to
Tplopa TG ATOWKOTNTAG KoL TNG SLAPOPETIKOTNTAG. ZTNV avadpourn ovuT,
EKOETOVE OCLUTIEPACUATA, GUVSEOVTAG T WE TNV TEPLYPAPT] TOU GUYKEKPLUEVOU
barter, katd to omoio avadvOnkav, WOTE va TANPOVV TOUG OPOVS TNG AVOLYTIG
EMKUPWOTG KAl SLAPKOUG avampooappuoyns tous. Ev ouvexela, kataypda@ovpe
TPOSPOUIKEG KUl TAPAAANAEG EKQPAVOELS Twv barters, OTWG TI§ TAPACTACELS
minstrel, Tqv awoOnTikn ™G rasa touv Richard Schechner, T MoOAlTIoUIKES
avtaAdayeg Tov Peter Brook 1 Touv moAwvikov Beatpikov opyaviopol Gardzienice,
HE OKOTO HIX TIHPAAANAN ETXEPNUATOAOYI(X TIPOCEPEPOUEV] ATO QAVTIOTOLXES

SpAoelg AA WY BEATPLKWV 0PYAVIGHUWV.

TéAoG, eMXEPOVUIE U TIPOCGEYYLON TNG SIATIOAITIOUIKOTNTAS WG TBavo medio
KOLWVWVIKOTIOALTIKNG  aAANAEmiSpaonG kKol  TPOGSlOPLOHOV  TIOALTIOMLKNG
TAOUTOTNTAG, Ul CUVOESN TWV TOPLOUATWY TIOU €§AYOVTAL ATO TN HOVASIKOTN T

TwVv barters, €(ovtag KATd vou OTL Ol OeATPIKEG QUTEG TPAKTIKEG (OUV KL
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efedlooovtal N oTiyun Tov ypa@ovpe 1| Stafdlovpe tn Statppn avtn, padll pe to
B€atpo, To omoio TI§ Yévvnoe kat eEakoAovBel va TiG yevva. Eival onuoavtiko va pnyv
Eexvape 0tL To Batpo autd ektivale otov aépa éva oxowl, To omolo Sev £xel
akopa XTummBel amd v aotpam), aAAQ (MTATAL, AVUKOXAVTITOVTAS KAOE @opa
VEOUG TPOTIOUG VO LOOPPOTINOEL OTO SIAUECO TNG TOALTIKNG GUYKPOUONG KAL TNG
KOLVWVIKNG GUVUTIAPENG, TNG TOALTIOWIKTG oVVBeoN§ Kat SldoTtaong, Tou Eyw kat

tou Epels.

dwtoypapia amod to Spwpevo tov Kai Bredholt Circus on the Edge otov @dapo Tou

Bovbjerg ot Aavia to 2009.



Kegpdarawo 1

Odin Teatret xat barter

1.1 Eugenio Barba xat Odin Teatret

«TuL elvar B€atpo;». ZOp@wva e tov Barba, elvat «évag ovykekpiluévog tpomog
ueta[ovy]kivnong» (Barba, Barba 2017, 2). H aiobntiki eotia kot 1o Beatpiko
N6og tov Bedtpov Odin aviyvevovtal péoa amd tov (5o tov Wput tov, Eugenio
Barba, ™ petatomi{opevn yewypa@ia TwV VEAVIK®WV TOU XPOVWVY, TNV qUOTNpN
amopdvwon kat mebapxia Twv SaokdAwv tov otnv IoAwvia kat v Ivdia, Tov
QUTOTIPOGSLOPLONO TNG TOAVWPNG EKTAISEVONG KAl TN HAKPOXPOVIX, XOKNTLKN
TposTolpaoia yia kdbe véa mapaywyrn. O Barba yevvietar oto Mmpivtill ¢
NoTwag Itadiag otig 29 OktwPpiov 1936. O matépag Tov eival a€lWUATIKOG TOV
oTpaTovy, vTooTnpilel Tov MovGOAIVL KAl TIOAEUA GTO TTAELPO TWV PACLOTWY OTNV
[omavia kot otov B’ Ilaykdouio moAepo. Katda tn Sidpkela touv moAépov, o Barba
KQL 1 OLKOYEVELA TOV petakivouvtal otnv Gallipoli, éva pikpo mapabaracoio xwpod
Yapadwv. To 1946, 6tav o Barba sival §éka etwv, o Tatépag mebaivel, yeyovog
Tov BUBIZEL TNV OIKOYEVELA OTN PTWXELX KAL VTTOXPEWVEL TN UNTEPA TOU VA TOV
EVTALEL 0TN OTPATIWTIKY oX0AN TG NamoANnG o€ nAkia Sexamévte etwv, To 1951.
Kata 1 Sidpkela Twv KaAokalpvwv SLaAKOTIWV Ao TN OTPATIWTIKY OXOAN, O

Barba amo@acilel va tagidePel kavovtag wtootom otnv Evpwm.

0 Barba amoé to 1954 £¢w¢ to 1957 Sev taidevel povo otnv Evpwmm, aAdd kat tnv
Iv8ia, ™ Méon AvatoAr, v Appikn, ™ Aamwvia kat ™ ZkavSwvafio kot eEaokel
Sapopa  emayyeApata, Boypa@wvtag To OSImoAo ™G &evotTnTAg KAl NG
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OLKELOTNTAG, TNV au@onuia ™¢ Staopds kat t¢g apolBatdotntag. Metd
nabnteia Tov and 1o 1961 éwg to 1964 oto Polish Laboratory Theatre tov Jerzy
Grotowski kat tnv mapapovy tov to 1963 otnv akadnuia kathakali, Kerala
Kalamandalam, oto Cheruthuruthy tng Ivéiag, o Barba mpoodSiopilel To Béatpo wg
AeLTOVpyNUA Kol €yelpel w¢ amapaltntes TpoUToBEoel yia Tn Oeatplkn
evaoyoAnon TNV amoAUT MOVWOT KAl CWUATIKY GCUVELWSTOTNTA, TNV QUTO-

emtyvwon tov nBomotov (Watson 1995, 13-15).

O Barba 15p¥et to Odin Teatret tnv 1" Oxtwfpilov 1964 oto Oslo g Nopfnyiag
Kal TpoeToLualel v mapdotaon Ornitofilene (OpviBo@dia) pe 1 Bonbela tov
vopBnyov cuyypagéa kal aktiflot) Jens Bjgrneboe, o omoiog Tov mapaxwpel to
Beatpikd €pyo tou Fugleelskerne (Ou gpaoctés Twv TovAlwv). H mapdotaon
meplodevel oto Aarhus, to Viborg, Aalborg, Askov kat v Komeyyxayn g Aaviag. H
Inger Landsted, voookopa amo6 to Holstebro ¢ Aaviag, TapakoAovBet oto Viborg
KOl PETAPEPEL TI§ EVIVTIWOELS TNG oTov Anpapyo tng moAng tng, Kaj K. Nielsen
(Laukvik 2018, 49-50). To dnpotikd ocvufBovAo touv Holstebro amogacilel va
emboTtnoel T oltion TG OUASAG Kol VO TIPOCPEPEL VA KATAAVUA YL T Slopovn
Kal TS TPoPeg Twv nboTmoLwy, oTNV TPOoTADEIA VA EVIOXVOEL TO TOALTIOTIKO
TPO@IA TOL SMUOV EVAVTL TOU EUTIOPIKOV, HECK OTA TMAXIOLX TOU TOALTIOTIKOV
Tpoypaupuatog tov Ymovpyov IloAttiopoV, Julius Bomholt (Fowler 2018, 12-14).
KaBwg o Barba dev emiboteital otn Nopfnyla, amodéxetat v mpoo@opd. Tov
Iovvio Tov 1966, amopaocilel va petakivnBel oto Holstebro ¢ Aaviag pali pe
Toug vopPnyols nbomolovg tov, Else Marie Laukvik, Torgeir Wethal kat Anna-
Trine Grimnes, 16pvYovtag to Nordisk Teaterlaboratorium. Qotdco, ot n6omoloi Tov
Odin €yovv amoppupbel amd TN oxoAn tov EBvikov Beatpov ™ Nopfnylag kat
XpeLdlovtal Beatpikn TEXVIKN eKMaidevon. Agv UTAPXOUV, OUWSG, EMAPKE(G
OlKOVOULKO( TOpoL woTe va KaAL@BoUuv apolés SaokdAwv. Q¢ amdTtoko NG
advvapiag autng, n Oeatpikn ekmaidevon AVAOKELALETAL EQEVPIOKETAL KOl
Kataokevaletal amd Tovg §loug Toug nbomolovs, yivetatl Tpoidv cUoTOLXO HE TA
0pLa, TIG TEXVIKEG Kl SuVapKEG TouS. Katd ta mpwta d€ka £tn Asltovpylag Tou
Odin, n ekmaidevon dev kablepwvetal HOVo wG epyaAeio amoOKTNONG BeATPIKWV
Se€loTTwY, AAAQ Kol WG OYMUa auTo-£peuvag Twv NBoTolwy, aflwvel TOAVWPEN

QTOUOVWOT), CUXVA YlIX SWOEKA WPES TNV NUEPQA, ATIOKAELOTIKY SEGUEVOT, ATIOAVTO
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EAeyxo TG SLVONTIKNG, CWUATIKNG, @WVNTIKNG SUVAULKNAG TOUG, KL ETOUEVWG,

eloywpel Kot emMPBAAAETAL 6TOV KOLWVO BeaTpiko Kat kabnuepvo Bio Tovg.

O E. Barba avtlel amd TiIg a@etnpieg kal Ta KEKTNUEVA TNG EKTAISELONG AUVTNG,
(WOTE VAL CUYKPOTIOEL TN PEVOTY, TOAVOTUELXKT], CUVONAWTIKY Spapatovpyla Twv
TAPACTACEWYV TOV, Ol OTIOLEG GUYVA AELTOVPYOVUV OE €V KAELOTO KOO €EnvTq,
oySovTa 1 €KaTOV TPLAvTa atopwv. H emdoyn auth, n omola TPOKAAEl plx
TIOAEULKY], OTAV YIX TIPWT QOopa& viobeTeltat amod tov GrotowskKi, dev amoppéel amod
QPLOTOKPATIKY LOgoAoyla KL EATIONO, aAAG amoTEAEl Pl aloBNTIK] KAt nOKN
EMAOYN 000V Q@OPA Tn Asltovpyla TOU BedATPOL WG AULBEVTIKY eumelpiaq,
SLATIPOCWTILKY) ATIOTIELPX GUVEVPEDTG KL OXL WG TTAONTIKN KATAVAAWGT] UNVUUATWV
N HallkO KL aUTOUATO TOAAATAXCLAOUO Vvonudtwy e’ amelpo (Odin 2018i, 122-
123). Ol TApACTACELS AUTEG XPTOLLOTIOLOVV TO KEIPEVO HOVO WG ONUELD EKKIVIONG
Tov autooxedlaopoV 1 To €EofBeAilovv EvavTl €vOG QUTOVOHOU TIAPACTACLAKOV
KELWWEVOU BACIOUEVOV OTO TMPOOWTIKO PBLWHATIKO LVAKO KoL TNV PuX0oWUATIKN
exmaidevon tov nBomolov. H mpoeTolpacio Twv mapaywywv amattel Kabnuepveg,
TOAVWPEG TTPOLBES pe eTola 1] SLeTh SLAPKELR, KATA TIG 0TO(EG oL BoTOoLol, e TNV
kaBodnynon Ttou Barba, epydlovtat o€ Bepatikovs avtooyeSlaouovg,
Tpocdlopiovv emavaAAUPAVOUEVES CWUATIKES SPACELS, EQAPUOLOVV CUOTOAN KOl
SLOTOAN] TWV OCWUATIKOV KoL @OVNTIKEOV OKOAOUOLWV TOUG, ETIYXELPOVV
TAPAAAQYEG KL ATOXPWOELS TWV PLOUWY TNG TAPTITOVPAS TOUG, APOUOLWOVOUV
CUUWOELS TOV TPOOWTILKOU BLOHATOS TOUG. To pHovtal Tou oknvoBETn akoAovBel,
TAPAYOVTAG SPAUATOVPYIA HE GUVAPUOAOGYNON TWV SLAITEPWV ACVUPWVLOV TOV
TAPACTACLIAKOU VUAIKOU TwV TNOOTOLWY, «TOTMOOETWVTAG TIG SPACELS OE €va
TEPPAAAOV TIOV TI§ KAVEL VX TTAPEKKAVOUV amd TNV adlap@lofnmtn onuacio
TOUG», AVAKALVI(OVTAG TIG TPAEELS Kol EEWOWVTAG TEG TTEPAV TNG ETEENYNUATIKNG
onuaciag Tovg, elcayovtag plav €kpnén ocvpfoiwv (Barba 2008, 214-220). Elvat
OTNUAVTIKO VA KATAVONOOUHE OTL AUTEG oL L8Ld{ovoeg cLVONKEG TOV BeXTPLKOV Kal
KOWWVIKOU TiepBdAdovtog tou Bedtpou Odin yivovtal kal ot yeveoslovpyol
TAPAYOVTEG, OL 0OTIO{0L VTTOYPAUUI{OVY TNV ECWOTPEPELN, TNV EPUNTIKOTNTA EVOG
KEVTPOUOAOV, «HUOTIKOU» BEATPOV, TPOOTATEVHEVOU GTO SLAKPLTO TOU KOUKOUAL,

oto Woypago «mepBdAiov» Tou (Barba 1999, 43-46).



To barter onuatoSoTel T QUYOKEVTPO HETAKIVNON €VOG BEATPLKOV CUVOAOL UE
QTOKPLUOTUAAWUEVN BE0T Kal OIOAEKTO OpApd TIPOG TA AKPA TOU YEWYPAPLKOU
OUOTNHATOG, TN O6XAGCT EVOG SUVAULIKOU BEATPLKOV TTUPTVA TIPOG TOV £Ew KOG Ho. To
Odin mapdyel Spwpeva yla Eva Koo avolytod, ToAVTIANBEG, evpueTafoAro, KivoOIEVO
1N lowg Tuyaio kat cvumTtwuatiko. H eEwotpepng avtn petakivion amoppéel amo
™ Beatpikny eykvkAomaideia Tou Eugenio Barba, ywati mpoxkUmrtel amd Tov
QOKNTIKO EYKAELOUO KAL TNV EMAYYEAUATIKI] A@LEPWOT Tou daokdAov Grotowski
Kal ™G oxoANg kathakali, ol omoieg SopoVv kal €5pALWOVOUV HIX CUUTINYT KOL
AC@AAT] TAUTOTNTA UIKPO-KOLWVOTNTAG. QoTtd00, o Barba xpnowomolel autov tov
Befatwpévo eauTo TNG BEATPLKNG OUASAG WG OTEPED EPAATI|PLO GCUVAVTNONG LLE TO
«AAA0», TO €KTOG, TO Sla@opeTikd. 'ETol, to barter amoteAel amdkAion tov Barba
amd Toug SAoKAAOUG Kl T Beatplka SI8AYHATA TOUG, EK@PAoT TNG avOpwTLVNG
@OoNG TOL Kal HOPEWON NG BeATPIKNG MPOOWTIKOTNTAG TOU, OTWG QaUTN
ouvioTaToL TN SLPOPETIKOTNTA, TN GUVSLAAAXYT) KAl TN YE@UpwoN. Me to barter,
To Odin avakaAUTTEL OTL 1] SeKaeT G KaBNuePLVY ekmaibevon kat cupPiwon Tov
group, ol KaBNUEPIVEG KOLVEG SpaaTNPLOTNTESG TOV, BEATPIKES KAl [, BEPEALDVOLY
HLOt KOLWVI] UVNUN Kal loTtopla, €va KOO HOVTEAO OUUTIEPLPOPAS, Ul KUPEAN
SLPOPETIKWVY TIPOCSOKIWV HE KOO Opaua, M [HiKpo-KovAtovupa. To kaipto
EPWTNUA CUYKPOTEITAL: 1] KOUATOUPA QUTHG TNG KOWVOTNTAG UTTOPEL VA TIPOKAAETEL
éva gp€BLoU YL ATOR IOV SPOUV EVTOG TWV KOLWVWVIKWV SOUWV KL EKTOG TOU
Beatpkov mediov; To Odin avapeTpd TOV EQUTO OTNV EEWOTPEPELN, CUVAVTA TNV
TAOUTOTNTA TOU O€ OXEON HE TOUG GAAOUG, HETAPPATEL TNV ETEPOTNTA TOVL

QVTLTOPATACCOEVO LLE TO EEWTEPIKO TTANIOL0, TO CUYKEIEVO, TO GCUUPPALOEVO.

1.2 0 opog barter

0 6pog barter peta@pdletal oTa EAANVIKA WG AVTITIPAYHUATIOUOG Kol SNAWVEL Pl
QYOPATIWANGLA TIOV YIVETAL PE APEOT) AVTAAAXYT (TIPOIOVTWV 1) UTINPECLWV), XWPIS
™ xpnowomoinon xpnuatog. O Eugenio Barba ypnowomotel yia mpwtn @opda tov
0po og oLuVEVTELEN Tov otov Stig Krabbe Barfoed ywx tn Savikn tnAedpaon, kata
™ Stapovy tov Bedtpouv Odin oto Carpignano tng Notwag ItaAiag to 1974. X1
ov{nmon avutn, emeényel v 8éa Tov barter, mapaAAnAi{ovtag To pE TN

ouvvavTnon Tov SLe€ayetal avapeca o€ SV0 SLPOPETIKEG, AVTOVOUES (PUALG, oL



omoieg Couv OTIG amévavTL OXOEG EVOS TOTANOV, 0AAG KWTNAaTOVV Kal Slaoyi{ouvv
TO TOTAUL, Y& VO AVTOAAAGEOLV «AlYO OAQTL Yl €V KOUUATL V@aoua, Eva TOEO Yo
LIt XOU@PTA XAVTPES», TTPOOSLOPIlovTaS TA AVTAAAXCCOUEVA TIPpoiOVTH TOv barter
w¢ moAtopika (Barba 1986, 159). O Barba cvoxetilel to barter pe Tig mMAGKeES
OPUKTOU OAQTIOU, TI§ OTOIEG, OUUEWVA UE AVOPWTOAOYIKEG UEAETEG,
XPNOLUOTIOLOVV TIPWTOYOoVeEG PUAEG TG Kevtpikng A@pkns wg vouwopa. O
Ferdinando Taviani avtiototyel tnv paktikn Tov barter pe to Kula, To olkovouiko
ovotnua Twv vnowwv G Néag Tovwéag otov Notwodutikd Epnviko, O6Twg
neAemOnke amd tov [loAwvo avBpwmoAdyo Bronislaw Malinowski: epidépaia kot
TEPLPpaxlOvIae amd KOXVALK, XwpI§ agla xpnoTiky 1] KOOUNTIKY, Tagldevovv o€
QTOUOKPUOUEVEG TIEPLOXES KAL TIPOTPETIOVV GTNV ETAPT] SLAPOPETIKWY aAvVOpWOTWYV,

ETILTPETOVV TOV SO0 SLaopeTIKWV TTOAwV (Taviani 2018a, 8-10).

e avTISLAOTOAN HE TNV EMKEVIPWOT TOU OLKOVOUIKOU QVTITPAYUATIOHOV OTO
QVTIKE(EVO NG oLUVOAAXYTNG, TO onueElo eoTiaong Tov Beatpikov barter eivat ot
(8lol oL «CUVAAACGOUEVOL», 1) EVEPYELA KAL TO SUVAMIKO TNG SLASpaom§ Toug.
[IpoKeLTAL Yl «TN XPNOUOTNTA TNG OTIATAANG, TOV potlatch», ™G SLAOTIOPAS TWV
EVEPYELWV KAl SPACEWY, L€ OTOXO OXL TNV TPOCKTNOT TPOIOVTWVY 1) AVTIKEILEVWY,
QAAG TNV evepyoToinom oxécewv, cuvdécewyv, cuoxetiopwy (Taviani 1979, 102-
103). Barter onpaivel yia tov Eugenio Barba «avtoAdayn, pla apoifaia, aAid
oLUVTOUN SECUEVOT, LI ATIOTIELPA VA ATTAWOOVHE TA XEPLa TPog To AAAo» (Barba,
Watson 2009, 259). To Bsatpikd barter, 6Ttwg mpoodlopiotnke amod tov Barba kot
To Odin Teatret otis apyés tng Sekaetiag tov ‘70 TPOTEIVEL KL EPELVA €va
TOATIOTIKO oupPadv, KATtd TN SLAPKELA TOU OTOIOV ATOCTIACUATA TIAPACTHOT,
Tapadoolaka Tpayovdia 1 xopol, emSelEels akpoBaTik®wy, TOMUATA 1) LOVOAOYOL

ATOTEAOVV TO CUVOAAAGGOUEVO «VOULOUA» AVAUESA OE U0 OPASES SPWVTWV.
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Kepdiaio 2

P 060@PLKO VTTOBaOpPO TV

barters

2.1 Pyotr Kropotkin

A&llel va OSiepguvnioovpe To @LA000QIKO LTIORaBpo auTwV TwV BexTPIKWV
TPaKTIKWV. E8ko evlia@épov mapovoldlel 11 mTPooEyylon Tov BewpnTikoy Kol
aktTBlot @ocdé@ov Pyotr Kropotkin oxetikd pe tn ovotaon plag eAevbepng,
avtopuBuLlopuevng kowvotntag. Tn Sekaetia tov 1890, o Kropotkin mpayupatevetal
TIS Bewpleg Tou Yl TN peAAovTikn kowwvia ota BiBAia tov La conquéte du pain (H
Kataxkmon touv Wwpov) (1892) kau Fields, factories and workshops (Aypoli,
Epyootdowa, Epyaoctipla) (1898). Baoiletal otig {woAoYIKES, avOpWTTOAOYIKES,
LOTOPIKEG YVWOELS TOU KoL OTNV TPOOWTILKN] TOU EUTELPIA ATO QYPOTIKES

KOLOTNTEG 0T ZInpla kat xwpld Twv mir, obshchina? kaw Doukhobors? ot Pwola,

2 0 6pog mir onuaivel «kowwvia» KL 0 O0pog obshchina onuaivel «kowoTTA» 1) «KOWOPLO».
[IpdkelTal yo aypoTiK& KowdpLa ¢ pwaoikhg auTokpatopiag, Ta ooia 0pyavwvay TV aypoTik
Tapaywyn otn B&om TG KOWOKTNUOoUYNG TNG YNG Kal TNG aAAnAeyying twv pedwv toug. Ot
TpwTtoyevels deopol Twv mir xat obshchina Snplovpyovvtav e TOV YAHO, 0 OTOLOG GUVEVWVE
owoyéveleg. H ekpetdAAevon TG KOWNG YNG YWOTAV €K TEPLTPOTNG ATO TIS OLKOYEVELEG, EV
UTMPXE YEVIKY] OUVEAELON HEAWV Kol oULUBOVALO apynywv, Ta oTola €KTEAOVOOV TAKTIKOUG
avadaopovs KL eméAvav Sla@opés. OL OLKOYEVELEG GTOXEVAV GTN GUAAOYLKY KATaBOoAN @Opwv, TNV
TpocTACia ATd TNV KEVTPLKN e§ovoia Kat TV aAAnAofonfela.

3 0 6pog onpaivel «mvevpatikol poaxntég Tov XplotoU». Tpdkelrtal yia OpnOKEVTIKY XPLOTLAVIKY

PWOIKY KOWATNTA, TA HEAN TNG oTolag NTav epnviotés Kat {ovoav ae kowofia. Ou Doukhobors
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OTIWG KAL ATTO KOLVOTNTEG WPOAOYOTIOLWV G0TO EABETIKO KavTovl Jura (Oved 2018, 3-
4). MMiwotevel 6TL oL avBpwmol Satnpovv amod TN @VON TOUG TO EVOTIKTO TNG
aAAnAofBonBeiag (mutual aid) KL OTL TO PHOVO TIOU XPELALETAL YIX TNV EKTANPWON
™G Wewdovug eAgvBeplag elval 1 appoviKny TAOTLON PE TOUG VOUOUG KAL TIG APXES
auTtng ™S @vone. O Kropotkin eEavBpwmilel Tov apepfatiopo, mapadidovtag tnv
LoXU TOU OTO ATOUO KL (PALPWVTAS TNV EE0VCLACTIKI EMBOVAN TOU ATPOCWTIOV
NYETN KAL TOU UTIEPOTITIKOU YPAPELOKPATN. Ol AdvBpwmol evepyolv eAevBepa KL
VTEVOVVA WG EKTIPOCWTIOL TWV SIKWV TOUG ETMAOYWV, KABOPLOTEG TWV SIKWV TOUG
VOLWV Kal TIPOoSLOPLOTEG TWV SIKWV TOUG UTIOXPEWCEWY, CUVELGPEPOVTUG OE [
Kowwvia ovAAoywkng avtovopiag (Fowler 2018, 8, 14-15). 'Etol, o Kropotkin
opapaTIi(ETal Mt KOWVWVIO OoTEPLOPLOTNG SLAPOPETIKOTNTAG KAl SUVOULKNIG,
QVOLLOLOYEVELXG KL O(VOXT)G, OTNV OTOlX TO ATOMO EVOWHATWOVETAL KL eEeAlooETAL
eAeVBepa KAl adLAKOTIr CURPWVA PE TIG TIPOCWTILKEG EUTIELPLEG KL TTPOSLABETELS
Tov, opilovtag To ocUAAOYLKO UEAAOV ouvepYaTika kat aAAnAéyyva (Kinna 2018,

16-17).

Ol apx€G MG SUVUUIKNG ATOUIKOTNTAG, EVOWUATWUEVNG 0TI GCUAAOYIKOTNTA, HLXG
SLPOPETIKOTNTAG, €V €EEAIEEL CUVTOVIGUEVNG OTOV KOLVWVIKO LOTO aVAKXAOUVTAL
ot Oepedlwdelg katevBuvoelg touv barter. AuTOG 0 TUTIOG GUUUETOXNG KOl
SLASPAOTNG ETITPETEL TNV TTPOCWTILKY KATAOEOT EUTELPIAG KL EKQOPAOTG, TIPOTPETIEL
OTNV QVTITAPABEST VTOKEUEVIK®OV TAPOAAAY®V KAl QTOTIU|OEWY, UETATPETEL
™mv atopkotnTa o opadikn eumelpia. To barter dev emppwvel v avdykn
€ELOOPPOTNONG 1) OUOLOUOPPIAG TWV SLAPOPETIKWV CUOTATIKWV OTOLXEIWV TOV,
aAAa tpoodokel va e€eAicoeTal ATO TIG CUVIOTWOESG SUVAELS TOU Kol YU AUTEG, va
SLTPAYUATEVETAL OTNV  AVOLXTOTNTA KOl TOV GUCXETIOHO, va Tapepfaivel

eVOOYEVWG, aLTOBOVAA KAL LBLOCUYKPACLOKA.

QTEPPLITTAV TNV ISLIWTIKY SLOKTNOlA Kol TNV KATATIESN TNG PWOLKNG XUTOKPATOPLAG, TN PWOLKN

0pB0680&N YxpLoTIAVIKT LEPOGUVT HE TN AATPEIX TWV EIKOVWV KL TO TEAETOVPYLKO TNG.
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2.2 Mikhail Bakhtin

BapiUvovoag onpaciag elvat Kat 1 €mppon TG €vvolag Tou «KapvafaAlkov» Tou
Mikhail Bakhtin otn Beatpikn Bewpnomn tov barter. Zta BifAia tov, Problems of
Dostoevsky’s Poetics (Zntuata ¢ [Momtiknig tov Ntootoylépkol) (1929) kot
Rabelais and his World (0 Paumelai kat o ko6opog tov) (1965), o Bakhtin
XpnouoTolel To emiBeto carnivalesque yia va cUUTIEPIAALEL TO (810 TO KapvaPaAl,
aAAd kot kaBe Aaikn yoptnp tov Mecalwva kat g Avayévvnong, n omoia
SLakpIlveTal Ao TO XAPAKTNPLOTIKO TNG Adikng evBupiag. [Swaitepa mapadelypata
amoTteAoVV a@evos Ta kapvafaiia s Paoung, tou IMapiotov, thg Nupeuépyngs kat
™m¢ KoAwviag, apetépov ot I81wTIKOL 0IKOYEVELAKOL E0PTACHOL KAl TA AYPOTIKA
Stafatnpla €0, OTIWGS 0 TPUYOG KL 1) EBUOTUTIKT) 6@ayn {WOV, TO CUYKEIPEVO
TWV OTOlWV TPOCOUOLAlEL OTO AVTIOTOLXO TWV epevvwuevwy barters (Bakhtin

1968, 218-219).

To kapvaBail Slacwlel TEAETEG Kol SPWUEVA, UAOKEG KL TPOOWTLS0QOPOUG,
TAPAPEPVAALN TIAPWYNUEVWV AXTKWV E0PTACTIKWV EKSNAWOEWV. Q0TOCO, T
yopt 8ev LVTIOSNAWVEL KAVEVX XPTOTIKO, TIPAKTIKO OTOXO KAl GUVELPUO, QAAA
€YKaB18pVEL LI TTPOGWPLVT] OUTOTILKY] AVTLOTPOPT) TWV SUVALEWV KL €El0WON TWV
Stagopwv (Bakhtin 1968, 276). To kapvafaAl apveitar Touvg agloAoyikolg
TIEPLOPLOUOVG KAL TIG OUOTNUIKEG KATATIECELG, TPOKELTAL OUWS Yl ploy €0Buun
APVNOT TWV VOULLOTIOW)CEWV KAl ML PUXAYWYLKT], E0PTACTIKI] AVACTOAN TWV
amayopevoewv. ‘Etol, mn  amopvBomoinon Tou umEP@PLOIKOV  §Eoug, KABe
APTNPLOCKANPWTIKNG oVPBacng, TG LlEpng 1n NG emiyslag dpyovoag TANg
ouvTteAeltal pe To Aaiko YEAL0. OL LEpaAPYLIKEG VOPUES VTILETWTI{OVTOL HECW UG
«BETIKNG &PVNOTNG», LLAG AVTIOTPOPNG TNG «KAVOVIKIG» TAENG, AVATIPOCAPIOYTG KL
e@appoyns g KoapvafoAkng mpaypatikéotntag (Bakhtin 1968, 403). To
KapvafBaAl kataAvel v emionun oAndela, aAAd kot owkodopel T Sikn Tov.
Ak0A0V0wWG, N AVATPOT| TWV KATACTATIKWY 0plobfeToewv Sev vmepkabopiletal
amd pUNSEVIOTIKOUG UTTALVIYUOUG, 0AAG aTtd TNV AVOYEVVNTIKY UETAUOPPWOT TOU
AQKOU OWUATOG, SEV EMTUYXAVETAL HECH ATIO TNV AP PNUEVT) OKEYT), AAAA pHEC

amd ) {woa epumelpia (Bakhtin 1968, 274-275).
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QG €K TOUTOV, 1] YEAAOTIKY) KOUATOUPO GUVOETEL TNV KOLWVWVIKTY Adikn) ocuveidnomn. H
ETMAPN HE AAAA CWUATA OTN YLOPTWVH] ayopd kKal To KapvafoAikd TAN006
EYKAWVLALEL TN CUUUETOXT O €va SUVAUEL YOVIUO, SLHPKWS AVAYEVVWOUEVO AXTKO
owpa (Bakhtin 1968, 92-93). To mpo@avég PBACIKO VLTOOTPWHA QUTHG TNG
KOLWVWVIKOTNTAG elvat 1 avolytotnta. H otevr) kat StaotpefAwpévn aoTikn
KOVATOUPX aVOLYEL KL TIPOOKOAEL EMOKETTEG EEVOUGS Kl SLAPOPETIKOVG, HECA OE
e a@bovia @ayntol, evOLUAGCLWVY, OTOACHWY, EVXWV, TALXVISLOU, XOPWV,
@apoag. To otolelo ™G PBPwoNG TOU OCUAAOYIKOU €0PTACTIKOU YEVHATOG,
vToypappilet tn SLddpacomn ToOv CWUATOG UE TOV KOGHO, T CUV-0UGLA TOU ATOUOV
He To 6Aov ™G @LoNG. Tavtoxpova, To opadikd @ayoTdtL dev TTposdlopilel o
BloAoywkn), Cwikn avdykn, aAAd o@payilel ™MV Kown MPOooTABEl WG KOWVWVIKO
YEYOVOG €viG ovAdoyikov ocwpatog (Bakhtin 1968, 281). To cwpa avtd, kabwg
KATATVEL KAl KATATIVETAL, BLOVETAL 0T HEYAAOTIOMOT KoL TOV UTIEPBOALOUS TOV,
ELOAYOVTAG TIG YKPOTEOKEG HOPPEG, TOUG YIyAVTEG KL TOUG VAVOUG, T @Llyovpa
TOV ATOOTEWUEVOL BaVATOU 1] TOU TEPATWSOUGS {Wov, TNV WLOppLOUT, au@ionun
HOpPPY] TOV av8pOYLVOU, TOV SICWUATIKOV Kal Stoumootatov (Bakhtin 1968, 343-

344, 409-410).

M avayvwon tou barter umo to piopa Tov «kapvaaiitkoV» evtomilel cuyyevelg
avaywyé€g kat ouvdéopoug. H owkovopia tng ayopdg ev mpooetatpiletal to barter,
KaBWG auTd Sev XPNOLUEVEL WG TIPOIOV EUTIOPLKNG CUVUAAXYTG, XAAL E5PALWVETAL
otV YPuxaywywkn avtaAdayn moAltiopikwv ayaBwv. To barter avatpémel ki
ETMAVEPEVPIOKEL TOV KOO0, «PEPVEL TA TIAVW KATW», AVATIPOOAPUOLEL TN cUVHON
TPAYUATIKOTNTA NG TOANG, EloXWPEL 0 SpOUOVGS Kal TTAATEIEG, SLATAPACTEL TIG
KATECTNUEVEG KOLVWVIKEG LEPAPXIEG KAL KATAOTATIKEG TAELVOUNOELS, aTtoppuOUileL
™ POUTIVA TWV KEKTNUEVWV CUUTIEPLPOPWV, YIX VU EYKATACTI|OEL TOUG SIKOUG TOV
A0ylkoUG mpoadloplopovs (Barba 1999, 154). Amotelel Pl avolyt TTPOCKANON,
OTIOV TO OWHX eKAAUBAVETAL WG dpwoa euTelplar Kol TO YEALO OULUVOETEL Pl
KOLWVWVIKN Aaikn ouveldnon. To cuAdoyikd yeOpa cuvavtatal o€ TOAAG barters wg
emPBpafevon tou kool poxbou ki emiBeBaiwon Tov cUAAOYIKOU UTIOKELUEVOU.
EmumA€ov, elval oKOTILUO VX ava@EPOUE OTL HEoQ 0TO TAXIOLO TNG KAPVAPAALKNG
vmtepfoAng, ot nbomotot touv Odin elonyayav ota barters vepUeEYEOELS, YKPOTEOKES

KAl avOPOYUVEG LOPEPEG. INUELWVOUUE SVO OTEPEATUTIOUS YOAPAKTIPEG TAVW OF
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Evdomodapa, Tov Mr. Peanuts* (kOplog PuoTikng), Eévav oKeAETO e emionpo Eviupa
@ayNToU, TNV avépdyuvn HOPEY UE AEVKI) HAOKA, LOUPO KAl KOKKLVO KOGTOULL,
HOKPLA VoYL Kol Hodpo OovAApL amd ToUToVAQ, dAAG kal Tov vavo tov Torgeir
Wethal, o omolog mpomopeleTal TWV TAPEAACEWY, POPAEL HACKA KL QEPEL
o@LPIXTPA KAL UTTAYKETA LAESTPOU, 1) TOV avSpdyuvo TtuTo NG Roberta Carreri, n
oTola opA& UAUPO TAVTEAOVL HE TIPAVTEG Kal Aevkd Tovkaptlco (Watson 1995,

112-114).

Kupiwg, to barter, 6mw¢ kot 1o kapvafail, eival plo Tapaotaon «xwpic eota
paumac», xwpic Siakplon nbomowwv kal OBeatwv, 6ev TpooyeSldleTal ovTe
mpoypappatiletal akplwg, oxeddv Sev emiteAeital, mMpoOTOOETEL TNV €VEPYO
ouppETOXN KU emkowwvia (Bakhtin 1968, 265). KapvadAt kot barter
TPOUTODETOVV I CUVOT KT IOV «EVOTIOLEl, CUUTIAEKEL, CUVOVALEL TO LEPO E TO
KOOWULKO, To LYNAG pe Tto Yvdalo, To omovdaio PeE TO AONUAVTO, TO GOPO LE TO
VoM TO», AVATIAGDEL TO «OTIOVSULOYEAOLOV» TWV apxaiwy, EVe Kavéva amo ta 600
Sev epAapBAVEL «@ENPNUEVEG OKEPELG OYETIKA [LE TNV LOOTNTA KoL TNV eAgvbepia,
TN GUVAPTION TWV TAVTWYV 1) TNV EVOTNTA TWV AVTIOETWV», AAAQ «aLoOTNPLAKES,
EMITEAEOTIKEG “OKEPELS” TTOV BlwvovTal Kal TEAOLVTAL 0T HOoP@N TNG (Slag g

Zowo» (Bakhtin 1984, 106, 122-123).

4 0 Mr. Peanuts mpe to évoud tov amd tov Tom Fjordefalk, «e€attiag Touv oxfjpatog Touv Ke@aAlon
TOU KL WG OVA@POPA O £vav TAOUOL0 KAAALEPYNTIH] @LOTIKL®WV, O OTO(0G €YLVE TPOESPOG €VOG
atlocePfactov £€0voug». Tpdkertal yw évav TuTOTOWpUEVO Xapakthipa (stock character) twv
mapeAdoewv Tou 0din, o omoiog @opa EvAoTOSapa, HKPO KOGTOUL, AEUKO TIOUKAULOO KL YAVTLA,
KOKKLVO HETAEWTO (POVAAPL KL £va Kpavio aTnv Kopu@r] Tou kKe@aAilol touv nbomolov. H Julia Varley

«KANPOVOUNGE» TOV YapakTipa autdv petd tov Fjordefalk (Varley 2018a, 10).
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KegpdAawo 3

[oTtopkt) avadpoun: v T

YEVEOEL

3.1 San Sperate kat Orgosolo, Zapdnvia /
Iavovaplog 1974

Enyelpwvtag va dounoel éva modus operandi, o€ Ta0TION KL OAANAETIEVEPYELA [UE
éva modus vivendi, To Odin, 18n v 11 NogpuBpiov 1973, avarappavel va Ste€ayet
nabnuata Bedatpov oto Hgjskole (l'vuvaowo Texvwv) tou Holstebro. Neapol
HoONTEG xwplg BeATPIKEG YVWOELS Kol EMISIWEELS ELGAYOVTAL OTNV OUASA TwWV
HaBntevdpevwy nBomolwv Tov Odin kat o€ 6A0 To VPO TWV SPAGTNPLOTITWV TOU
amd v ekmaidevon, To brainstorming KoL TOV qUTOOXESIAGHUO, TNV KATAOKEUN
OKNVIK®WV OVTIKEIHEVWVY KAl TIG QPXLTEKTOVIKEG TOU @WTIOUOV, OAAQ KoL TnV
KaBnuepwvn epyacia ylr T OUVTHPNGOT TWV KTIPLAK®OV EYKATACTACEWV.
Metaoynuatidovtag tn péBodo SidackaAlag amd maBNTIK) TapakoAovbnomn oe
EVEPYO GUUUETOXN OTIG KAOMNUEPLIVEG TIPAEELS, KATACTAOELS KUl OYXEDELS, O TTUPTVAG
TOU HOONUATOG UETAKLVEITHL ATIO TO AULYWS SPAUATIKO OTO EUTEIPIKA OHASIKO
(6mov M €vvola «Spdpa» TAUTICETAL PE TNV KEUTELPIA ULOG OPASIKOTNTAG») Kol
QTOTELPATAL Ul KoTtavonon touv Eavtov o€ avagopa pe tov AAlo, Tov

AAANAOTIPOOSLOPLOUO TWV CUVTEAECTWY ATOHoV-opadag (Taviani 1978, 261).
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Ev tw petatd, 1én 1o 1972 1 véa mapaywyn tov Odin Min Fars Hus (To oTitL TOU
TAaTéPA Hov) Tapovolaletal otn Bevetia kat meplodevel oty ItaAia. Ity
TAPACTAOT CUUUETEXOVV oL nBoTolol Jens Christensen, Ragnar Christiansen, Tage
Larsen, Else Marie Laukvik, Iben Nagel Rasmussen, Ulrik Skeel, kat Torgeir Wethal.
Ma mpwtn @opd, To 0Odin Snuovpyel plx Tapdotaon €EoAokAnpov amod
TPOOWTILKOUG QUTOOXESIOUOVG KOl  QVTISPACELS TWV  TPOAVAPEPOUEVWV
nbomowwv oe yeyovota tn¢ Ploypaiag touv Fyodor Dostoyevsky. EmiAéyovrtal
yeyovota amd Tt (w1 Tou ovyypa@éa, Ta omola Sleyelpouv TAPAAANAESG
AVASPOULKES aENYNOELS TWV NBOTOLWY, OTIWG 1) amopovwon Tov Dostoyevsky o
ZiBnpla kat n amopdévwon tov Odin oto Holstebro, n aduvauia ap@otepwv va
TPOCEYYIOOVV TO KOO, €lte -0tV Tepimtwon touv Dostoyevsky- efaitiag tmg
amaydpevong twv BAlwv Tov amd tov XZTdAwv eite AOyw NG TEPLOPLOUEVNG
euBérelag pag pkpnG OeaTpilknG OUASAG OTO YEWYPAPKO TeplOWPLO TOU
EVPWTATKOV TIOALTIONOV, KABWG KoL 1] 6XECT TOU GUYYPAPEN |E TOV TIATEPA TOU
Kal n avaloyn twv nbomowwv pe touvg yoveis toug (Watson 1995, 130-131).
Q0T1600, TO VALIKO TNG TAPACTACTG KATAANYEL VX OXETILETAL TIEPLOGOTEPO UE TOUG
(8loug Toug NBomoLoVG Kal SevTepeLOVTWS Pe Tov Dostoyevsky, otov omoio amAd
a@lepwvetat 1 mapactaon (Barba 1999, 298-299). Eilvat onuavtikd va
AVUPEPOVUE OTL T YAwooa Tov Min Fars Hus elvat texyn Ty, KaBws kKataokevaleTal
amo TV opada, Kot facileTal 0 TOVIKES Kol pUOUIKES TTapaAdayEg TG Pwolkng, pe
OKOTO TNV looduvaun mpocfacn Twv NBoTolwV Kol WOTIUN TPOcANYn Twv

Bsatwv.

H Spapatovpyia tov Eugenio Barba yapaktnpiletat amod tn pn peaAloTIKn) xprion
TOU CWHATOG KL TNG WV TV NO0TOLWY, 0L 0TT0{0L GLVOETOVY AVTOOXESLACTIKA
xopoypa@nuéva scores (maptitovpes). EmumAgov, mpoodiopileTtal amd TNV
EKUETAAAEVOT TNG YAWOONAS WG YOV, AYVOWVTAG EKOVOLX TN ONUACLOAOYLKN TNG
agla. Elodyovtat povoika 6pyava wg ouvodeiar Tpayoudiwv 1 0pXNOTPLK HOVGCLKY,
QAAG KAl amoKTOUV UN CUUPBATIKOUG pOAOUG: TA LOUOLKA Opyava cLUVORIAOVVY o€
SLdAoYo, Eva PAAOUTO HETATPETETAL OE HUTN KOl LETAUOPPWVEL Evav NBoToLd o€
HUPUNYKO@AYO, EVAL AKOPVTEOV SLALOPPWVEL TNV KOWALK VoG Pwoov aplotokpdtn
KaL apyOTEPA HETAAAACOETAL O€ TOIXO, TOW ATO TOV 0ToloV AUTOG KPVRETAL, Yl

va kataokomeVoel (Barba 1986, 76-77). Kepalawdovg onupaciog eival 1
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amoppum ™G YPAUUIKNG TTAOKNG KOL 1] EVOWUATWOT VOGS HOVTAL ATIO AUTOVOUES
KLVNGLOAOYLKEG KAl (PWVNTIKEG akoAovBieg etkOvwy. Ta 6TOLXEIX TNG OPYAVIKNG KOL
Suvaulkns Spapatovpyiag, Ta omola evopynoTpwvouv o nNOOTOLOG KAl O
OKNVOBETNG, OTNV AMOTEPA TOUG VA EMNPEACOUVV TOV BOedTr] OF VEULPIKO,
aLoONPLaKO KL aloBNoLaKo eTITESO KAl VX TOV EVEPYOTIOL|COVV GE GUUHUETOXN KL
QVTOAAQYT, EXOUV WG ATOTEAEOUA OL BEATEG VA 1) GCUYKPOTOUV TTAYL0 CWHUA, OAAQ
VO EVAAAAOGOVTUL AVAUECH GTOV TOPATNPOVHEVO SPWVTA KAl TOV THPATNPNTY)
TOU SpWHEVOL. ZVUPWVA LLE TNV KPLTIKI] TIPOcEyyLlon Tou Jens Kruuse, 6Twg auth)
dnuootevke otn Savikny epnuepida Jyllands-Posten otig 20 Ampidiov 1972, 1o
OUVOAO QUTWV TWV OTOLXEIWV 08NYEL O€ Pl TAPACTAOT AVOLYTI] OE EPUNVELX KAL
OUUUETOXT), KABWG katapyel TIg Beatplkés cLUPATELS Kol PEAALOTIKEG AOYLKEG, SeV
ELKOVOYPAPEL, aAA& elkovoTioLel, Sev UTTAyOpPEVEL Eval KAELOTO EPUNVEVTIKO TTAALGLO,
Katapyel to @paypa g €0viKNG yAwooag 1 NG BeatTplkng ekmaidevong ki
€COIKEIWONG, EVOWUATWVEL TPOOWTIKOVS OUVALCONTIKOUG GUVSEGUOVG TWV
nbomolwv kat 0dnyel To KOO 0€ TTIPOCWTILKO GUVELPULKO CUCYETIOUO UE TN Spdo

toug (Kruuse 2018, 201-203).

Tavtoxpova, to Odin tagidevel cuxva oty ITaAla, yia va Sle§dyel oepvapla Kat
va mapovoldcel To Min Fars Hus oto Lecce (N. Itaiia, ZaAévto) tov Zemtépfplo
Tov 1973 katd ™ Sidpkela TEPLOSElNG 0pYAVWHEVG ATtO TOVG KaBNynTéS lotopiag
Oedatpov Ttouv Ilavemotnuiov tou Lecce, Ferdinando Taviani kat Alessandro
d’Amico, oto Teatro Tascabile oto Bergamo tnv davoién tov 1973 petd amod
TpookAnom tov Renzo Vescovi® kat otnv Triennale Tov Milano tov Askéufplo tov
(8lov €tovug (Carreri 2014, 8-11). Idwaitepa, oto Lecce Stopyavwvetal EMITAEOV Eva

OEULVAPLO YL (POLTNTEG LE T1) CUVEPYAOIA TNG TTAVETIOTNILAKNG BEATPIKNG OpASaG

> 0 Renzo Vescovi fjtav Sievbuvtiis tov Teatro Tascabile di Bergamo - Accademia delle Forme
Scheniche, to omolo (8pvoe to 1973. To 1977, to Teatro Tascabile apyilel va epeuvd kat va eEediooel
TEXVIKEG TOU BedTpov Spopov ki eEediooetal o€ éva amd Ta O SUVANIKA CUCTATIKA oTOoLElQ TOV
otV Evpwmm. To Teatro Tascabile SpVeL To Institute of Oriental Scenic Culture - 1X0 (IvotitoUto
AvatoAwkng Zxnvikig KovAtovpag), pe 1o omoio ot nBomotol Tou pabntedouvy 0TI TEXVIKEG TWV

WKWV YopwVv vTtd v entifAePm mToAAwV Saokaiwv. O Renzo Vescovi ébave to 2005.
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Oistros®, éva aoLVNBLOTO EPYACTIPLO AVTAAAAYTG, KATA TN SLAPKELX TOV OTIO(0V Ol
véoL Tou XZaAévio odnyovv To Odin ota ywpld TOLG, TAPOLOLAlOVTAG TIG
TapadO0ELS TOUG KL EENYWVTAS TN SpAcT) TOUG 6TO LAAEVTO. AUTN 1) AVESTPAUUEYT
TPOOTITIKY, SNAadN 1 Tapovciaon TNG TOTMIKNAG LOTOPlOG ATMO TOUG VTOTILOUG
KATO(KOUG OTOUG EeTayyeAuaties emiokémteg, emnpedlel to Odin Tnv emopevn
xpovid. Katd 1 Sudpkelax avtig ¢ meplodeiag, o Eugenio Barba xt o Torgeir
Wethal emokéntovtal ywpld oto ZaAévTo, LE OKOTIO TNV TPOETOLUACIA HLXG TTLO

HLOKPOXPOVIAG TTAPAUOVIG TNG OUASAG O TNV TIEPLOXT.

Zta TéAn lavovapiov Tov 1974, to Odin emokémtetar ™ Zapdnvia kot
Tapovolalel mEVTE mapaotdoelg tov Min Fars Hus oto San Sperate kal To
Orgosolo, petd amd mpookAnon tov Teatro Alkestis amd to Cagliari kot Tovu
oknvoBétn tov Pierfranco Zappareddu’ (Ventimiglia 2018, 58). £to San Sperate to
Odin @uoeveital oto omitt Tov Pinuccio Sciola8, evw oto Orgosolo Siapével oto
YURVaOTHPLo Tou oxoAeiov. Ot paptupieg Tou Alberto Rodriguez yia ) ouvavinon
oto San Sperate kat tov Ferdinando Taviani yia éva avtiotolyo Spwpevo oto
Orgosolo glval afloonUEIWTES, EMELST] EMONLAIVOUV TN GUVELSN T TTPOCTIADELX TOV
Barba va Sta@UyeL TG Hovodpoung Kiviiong Hiag avelAlkpivoUs avToaAAaynG, Vo Unv
EUTAQKEl OTO LOTOPIKO TAQIOL0O TWV TATEPVOALOTIKWV ETMAKOAOLOWY NG
QTTOLKLOKPATING, VX PNV EKTPEYPEL TNV TOALTIOUIKT TauToTnTa Touv Odin Kot g
TEPLOYNG, VA SLAXELPLOTEL TNV TUXALOTNTA TWV CLUVONKWV, WOTE VA TPOKLYOLV

KOUPBIKEG KAl AUOEVTIKEG CUUTIEPLPOPES HLXG AAiKNG kAnpovoudg (Taviani 1978,

6 H GUT (Gruppo Universitario Teatrale-Ocatpikn} Iavemiothutakxt Oudda) Oistros 15pVetat To 1969
oto mAaiolo g €8pag g lotopiag Bedtpou tou Mavemiotnuiov tou Lecce, pe Sievbuvty tov
kabnynt Alessandro d’Amico. Ot Spdoelg Twv @olTNTWV KateLBUVOVTAL amd TOV KaAbNnynT
Ferdinando Taviani kat Tpelg auvepydteg, Toug Gino Santoro, Giuliano Capani kat Marisa Turano.

7 0 Pierfranco Zappareddu ntav cknvoB£tng, mapaywyos kat Oeatpikds nbomolds. Aletédeoe
KaAAlTexvikog Slevbuvtiig tov Domus de Janas Teatro, oknvofeétnoe otn Zapdnvia to Teatro
Studio, To Compagni di Scena kat To Beatpikod epyacthplo Alkestis. Meta 1o 1971 ouvepydotnke pe
to Odin Teatret kat Tov Eugenio Barba.

8 0 Giuseppe Sciola, yvwotdés wg Pinuccio, jtav Itaddg yAvmtng, o omoiog yevwnbnke kat
Spaotnplomouifnke oto San Sperate. 'Htoav yvwotog yia v TpowOnomn Twv Toxoypa@Lmy Tov San
Sperate, aAAd& kat yw ta épya Le Pietre Sonore (Ou Hynpég Iétpeg), AlBwva yAumtd, ta omoia

TAPNyayav TIOLKIAOUG )X0UG KAl CUUUETEaV o€ Sta@opes Slebveis ekBEaelg.
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270, vmoo. 21). TNV TAPACTACT] TIPOCEPXOVTUL AYPOTES Kal Bookol, VTIEPNALKES
Kal madla, pabntég kol epydates. EvSia@épov mapovoialel To yeEYovog OTL M
mapovaciaon touv Odin mpooeAkVel Beatés amd to Cagliari, ot omoiot pwAoVv o€
SLAAEKTO: MLA AOYOKEVIPIKY] TAPACTAON HE KEWWEVIKN] puBomAactikéOTnTa O
TpoKaAoVoe SuoxEpeld otV MPOCANYT, OAAQ TO ELKOVOTIAXOTIKO SPWUEVO TOU
Odin Tpoo@EpeTal o€ avolyT avAYvwon TEPAV Tov Spapatikov Adyovu. Katd ™
SLapKeLx TNG TTAPACTAONG, TO KOLVO TWV AYPOTWV KAl TV BOOKWV TtapakoAovBel
ne Bavpacpo, EKANEN, eptépyela. Metd To T€A0G, oL Ywpikol Sev EEpouv av TTpEmel
VO XELPOKPOTIOOLV 1 VA HelVOUV M)pepoL kKal Stadvovtat jouvya. ‘0Aol cupPwvolV
OTL 8ev Katavoouv Ta BEpata, ylati elval «XTPOETOLACTOL KAl TO HOPPWTIKO
TOUG UTTORABPO «AVETIAPKESY 1) YIXTL £lval EEOLKELWUEVOL [LE TNV TNAEOPAOT) KL TOV
Kwnuatoypd@o. ‘Evag aypotng woyvpiletal 6tL 1 mapactacn dev dimyeltat piav
lotopla, aAAd TAPOUOLALEL TTOAAEG ELKOVEG KL OTL 0 KaBEvag umopel va KataAdPel
0,TL emBupel. M yuvaika Bavpadetl Tig Bapparéeg n00TOLOUE Kol TTAPOUOLALEL TO
Oéaua pe TIS OoTOPlEG avTaoudTtwy Tov diyeital ota madia. ‘Evag epyamg
Bewpel TTwG evw To BEaua, pe Ta dGApata, TIS KUBLEONOELS KoL Ta aKPOBATIKA TOU
TolpKov, oToXEVEL 0TV Puyxaywyla Twv Beatwv, Sev TPOKAAEL TO YEALO, QAAQ TOV

aAvVaoTOXAGUO.

1o Orgosolo, €TEPOKANTO KOO €TEPOYEVOUG KOWWWVIKOU TANLGIOU, MALKIXKNG
Katnyopiag, aloONTIKNG VOPUAS, TIOALTIKNG TOTOOETNONG, TTASLA Kol NAKLWUEVOL,
YUVQIKEG HE HAVTINAEG KL KOPITOLA HE TAVTEAOVLIA, TOALTIKOTIOMMUEVOL VEOL Kol
Bookol, CUYKEVIPWVETAL UTPOOTA OTO YUUVAOTHPLO €VOG oyoAelov. Katd tn
Slapkel TG TMPWTNG Tapovoiaong, ol Beatég TPoKAAOUV aunyavia oToug
nbomolovg, kKaBws avtaAddooouvv oxOAlx 1) UTOSEIEELS, AOTEIA, AVAPWVNOELS,
Stapaptupieg, Eeomdopata yéAlov kal BablEg olwmég, OTws akplBws Ba Ekavav
0TO OKOTASL, TAPAKOAOUOWVTAG MO KIVIILATOYPA@IKY Tawvia 11 oTnv tnAcdpaon
TOu umap, vmootnpifovtag évav modoo@aipikd aywva (Barba 1999, 115-117).
KaBwg to koo Sev epeldetal oe eVOWPATWHEVEG BEATPIKEG CUUPBAOELS, avTISpa
efw-Oeatpikd 1N TEPavV TOU OEATPOU, OUUUETEXEL QAVOLXTA, AUECA KOl HE
eEWOTPEPELN, SLappnYVVEL TNV TPOCTATEVTIKY, OTEYAV] TAPACTACLUKY QPOPHA KAL
ToV oLPBaTIkO BeaTpikd EMKOWWVINKO Slavdo, avatpo@odotel évav SldAoyo pe

Toug NBomoloVs. MeTd TO TEAOG TNG TMAPACTACTG, Ol XWPLKOL SLATUTIWVOUY TNV
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aduvapio va Katavonoouy Kal va vonuatodotiioovy Ta Beatpikd Spwpeva, BETouvy
EPWTNOELS 6TOV OKNVOBETN Kal Toug nBomolovs. O Barba mpoteivel otoug Beatég
va SlampayatelovTaL T VONUATA, EVEPYOTIOLWVTAS TTPOCWTILKOUG GCUCXETIOUOVE
KAl OUVOEGHOUG, YWPIG va EMSWWOKOUVV TN ONUACLOAOYIKN] oToxoBeoia TOL
OKNVOBETN: «Oev xpeldleTal va avalnTtovv oTNnV THPACTACN TO KEQPAAL TOU
OKNVOBETN, aAAQ va Tapouv TO OIKO TOUG KEPAAL OTA XEPLX TOUG KAl VA
amo@acioovv» (Taviani 1978, 265). O «ampoetolpactog» Beatng yivetatr m
QEETNPLAKY TMYN epunveiag evdg Bequatog, To omolo Sev TPodikalel TO
ONUALVOUEVO, KUl WG €K TOVTOU a@lotatal TG VPMANG TEXVNG KL aVOlYETAL OTIS

TPOoodokieg TwV TTPposAapufavoviwy.

H teAevtaia mapovoiaon tov Min Fars Hus oto Orgosolo amootabepotmolel Toug
Beatplkos MOAOUG TNG, KABWG HETOUCLWVETAL OE YLOPT QVTOHAAXYNG Kal
Staddyov. Ou emtd nbomolol Sev BplokovTal UTPOCTA 1| AVAUECA OTOUG BeqTEC,
QAAG 6AoL glval 0TO KEVIPO TOU KATAUEGTOV YUUVAOTNPIOV TOU oYoAElov, KaBwg
exkteAoUvTaL Xopol kal Tpayovdia amd t Zapdnvia 1 To mayvidt g morra® mov
ouvvdéel TV TAAN pe tov xopo6. To Min Fars Hus 8gv amomolelTal TN HIKPO-
KOVATOUpA TNG PAOEEVOUUEVNG KOWVOTNTAG TwV NOOTOLIWY, aAAG SlaxEeTal Kol
SLaoTEAAETAL, YIA VA SLEYEIPEL KL VO TIPOGTIEAGOEL TN LOPTUPLA KaL TNV TIPocdokia
NG KOWOTNTAG TWV 0KOSeoToTWV. Xwpig va tponynOel xapla avamposapuoyn
TOU aPYLKOU VAIKOU TNG TMAPACTACTG, XWPIS va akoAovOnoel kapioa aAlayn oTig
EDUOTUTIIKEG EKPPACELS XOpOU KAl HOUCLKNG TWV XWPLKWVY, €MCVUPaivel pla
Stadpaotikn cuvSlaAdayr). Ap@otepol ot TOAoL 8ev aToxeVOVY O€ £va KadaioBnto
Beatpkd ovufav, aAdda evappovifovtal eVOTIKTWOWS o€ evay S1AAoyo SpAcewv.
Evtog tou Suvapikoyd outoy TAALGOU AOLTOV, OoMOUCLAJEL EOKEUHEVA M
alcOnTiKomoinon KOl  EKKOAGMTETAL  SUVNTIKA wo  avtumapabeon

SLPOPETIKOTNTAS KAl apotlaiov TpooSloplopol) TOALTIOTIKOV KATABOAWY, Ul

® Mawvidt pe ta xépla, yvwotd otnv Itadia, Tailetal pe médbog ki evlovoiaoud oe ouddeg 0o M
TPV TakTwv. Ol TpwTol Vo maikteg Selyvouv évav cuykekpluévo aplopd SaxtiAwv oto Setl
TOUG XEPL KL TAUTOXPOVA TPOOTABOUV VA HAVTEPOUV VYT To dBpolopa Twv SaxTiAwV Tou
Ba mapovolaoToUv akoAoVBwG kat amd toug SVo. To mayvidt amaltel €vrovn KWNTIKNY Kol
PWVNTIKN OCLUHETOXY, oTnpileTal otV KATavonon TG YAWOOHS TOU CWHOTOG TWV AVTITAAWY,

EVIOXVEL TNV OUASIKOTITA KAL GUVTPOPIKOTNTAL.
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KATAOTOON TIOU EVWVEL, XWwpPI§ kavévag amd Ttoug 6uo SUUPBAAAOUEVOUS VA
Tapatteital amd v tavtoéTTA Tov (Barfoed 1977, 75-76). H mapdaoctaon eivat
HOVo £éva TPOoYNUA Yl €@NUEPT amodapBpwon TG TAENG, avaTPOT| TWV
OTEPEOTUTILKWV XWPOTALLWY, avaoVVTALN] TWV KOWWVIKWOV EMIOWPEVCEWY Kal
KATOVOUWY, WOTE VA eVEPYOTIOMBoUV vTIofBdoKovceg 1] AavBavouvoeg aUTOSVUVAES
TOMTIOTIKEG TMNYEG. H avamavteyn kal ompoueA£TNT) QUTH] GUVEVPECT OTO
Orgosolo evepyel wg mpodyyeAog tov barter, plax avadvouevn petafaon in actu,
TPV TNV €VVOLOAOYIK] oUAANYM Kol BewpnTiK KATAOKEUN TNG TPAKTIKNG

(Shevtsova 2009, 112-113).

3.2 Carpignano Salentino, N. ItaAta / Mawog -

Oxtwfplog 1974

Te pa amo ti§ emokéPels tov Odin otnv Pontedera (AmpiAtog touv 1974), o Barba
ouvvavTta tov kabnynt) tov Ilavemomuiov t™¢ Pwung, Feruccio Marotti kat tov
kabnynt tov Ilavemomuiov touv Lecce, Ferdinando Taviani. O teAevtaiog
TIPOTEIVEL GTNV OUASA VX 0PYAVWOOUV TAPACTACELS KAL CEULVAPLA TNV TEPLOXT
™G AmovAiag Kot va Sle§dyouv €peuva OXETIKA e TN AelTovpyia Tou Bedtpov o€
HIKPEG KOLVOTNTES, o€ ouvepyaoia pe Tov Claudio Barbatti kat tov Mario Raimondo
™¢ RAI, 1o Iavemotiuio touv Lecce kal TV TOVETLOTNULAKY BeaTpiky] opdda
Oistros. H Oistros €xeL mponyovpuévws emioke@Bel to Odin oto Holstebro, ywax va
eloayBel oTIg SpAcels Tou BeATPOL, AAAA KL VA YVWPIoEL EVOAAAKTIKEG SPACEL,
omw¢ Vv Fristaden Christianial® (eAe0Bepn moAN Kplotiavia) otnv Komeyyxdyn, pa

TPWNV OTPATIWTIKN Bdon KatelAnpupévn amod veous aktiflotég (Schino 2018, 43).

10 H Kpotdvia eivar pa avtodiayetpilduevny kowdtnta oty meploy] Kplotiaveydovv
(Christianshavn), kovt& oto kévtpo G Komeyydyng. H wotopia ¢ Eekva to 1971, dtav pa opdda
VEWV aKTIBLOTOV KATAAXUPAVEL LA EKTAOT) TIOU AVI|KEL GTO 0TPATO, AAAQ HEVEL AVEKUETAAAEVTY, OE
Ha poomdfela va AVGoUV To TPOPRANUA GTEYNG TIOU TOUG ATAOXO0AEl, AAAA KAl va Snovpyrcouy
évav Ywpo HE TPACIVO, MaKpld amod Tov B6pufo G TMOANG. Xe pia meploxn 84 oTpeppATwY
@uogevouvtal mepimou 1.000 katoikol. H amokaAoVuevn «eAevBepn moAlteio» onpepa amoTeAsl
ONUAVTIKO TOUPLoTIKO a&loféato NG SavIKNG TPWTEVOVOAS, EKPPAIOVTAS TOV PIAEAEVBEPO KalL

TPOOSEVTIKO TPOTIO 0PYAVWOTN G TNG SAVIKNG KOWVWVIAS.
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O Luigi Antonio (Gino) Santoro kot Giuliano Capani, uéAn tg opadag Oistros, o€
ovvepyaoia pe tov Ferdinando Taviani emiAéyouv kal mpoteivouv Téooepa xwpla
otov Barba kat tov Torgeir Wethal. Ekeivol emiAéyouv to Carpignano, kaBwg ekel
Stapével évag véog oALtikog, o Nino Cald, o omolog StabéTel TPoG evolkiaon oTiTIX
KL Evav xwpo yla pofes. ATd tov Mato €éwg tov Oktwfplo tov 1974, o Barba pe
ovluyo tov, Judy, Ta dvo madid Toug, Emanuele kat Kim, kat moAAoUg amd toug
nbomolovg Tov Odin Slapével oe pla eykatareAetupévn aypotkia oto Carpignano
Salentino ¢ N. ItaAiag. Mepikol nBomolol KaTtarAvovV o€ ISLWTIKA CTITIX KL OTO
Yelrtoviko xwplo Serrano. To Odin avodapfavel ta €§oda kat Toug poBovs ™G
opddag Oistros, OTWG KAL TNV OLKOVOULKT] VTTOOTHPLEN TwV SpactnplotiTwy yl

Toug xwpkovgs (Torp 2018a, 130-133).

H opada amopovwvetal oto épnuo castello (K&AOTPO) KAl KATATIAVETAL HE TNV
exmaidevon kat Ti§ TPOLes yia TV mapaywyn tov Come! And the Day Will be Ours
(EAdte! Kaun pépa Ba eivat Sikn) pag). O xwpkol ev yvwpifouv To emAyyeApa Twv
@OEEVOULEVWV KaL 0 EYKAELONOG TOVG YiveTal TPokANTIKOG. O Barba yvwpilel 116n
amd v eumepla Tov ot Zapdnvia, O6TL oL ywpwkol Ba avidpdoouvv otnv
Tapovoia Séka EEVWYV, EVTEAWS SLAPOPETIKWV TNV EUPAVION KL TN VOOTPOTIiq,
Kal amo@aoilel pe molov TPOTO Kal o€ Tolov Babud ol nbomolol Tov Ba eivat
SlapopeTikoi, WoTE va unv mpokaAoVV 1o YwpLd. Ot nboTolol eMITPEMETAL VO £XOUV
HoKpLd poAAla kat va Badifouv EumoAvTol, aAA& Sev pumopovv va @opolv KoV
@OVU0TA, VO AVATITUGO0UV OLKELOTNTA HE TOUG XWPLKOUG 1 VX EVTACOOVTAL OF
ToAltikéS Ttapatadels (Schino 2018, 45). EmumA£ov, o Barba 8ev mpookaAel kavévay
oto castello xat gv Séxetal kapla emiokePmn, aAA& cvpfovAevel Toug nBoToLoVG
TOV V& €EX0KOVUV TN CWUATIKI Kol @wvnTikn Se€loteyvia Toug 6TouG aypous, 4TTov
epyadovtal KoL ol KATOLKOL TOU XwpLlov, ekBETovtag to training oe kouwn B€a.
[MapdAAnAa, 1 olkoyeveld Tou SlaxelplleTal OAEG TIG AVAYKAIEG ETMAPEG UE TO
Carpignano, kaBwg 1 olKoyevelaky] S0oU1| EVIACOETAL APUOVIKA OTO KOLVWVIKO
mAalolo kat ta MON Ttwv Katoikwv. H Beatpikn opdda Oistros emixelpel va
vmootnpi&el N SltaoVvdeoT avApeca TNV EEVN opAda Kal TOV OIKIOUO HECW TOU
Beatpkol maVISLoL pE TA TASLA TNG KOWOTNTAG KAl TNG EPEVVAG TNG YL TNV

KOLVWVIKOTIOALTLKT] LoTOpia TG TIEPLOYNG.
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Zta téAn Maiov, o Barba kat ot nfomotol, embBLHWVTAG Vo EMIOKEPOOVV TOUG
@Aovg amd to Oistros, EYKATAAEITTOUV Yl TPWTN @OPA TNV ATTOUOVWUEVN
Katowio Toug, ektiBevtal otoug Spopoug tou Carpignano pe ta TOAVXPWMHO
KOOTOUULA KOl T HOUCLKA OPYOVA TOUG, AVTILETWTI(OUV WG GUVOAO Kal KATA
TPOCWTO TOUG XwpPkoLGS. Ot iAol Toug amovolalovv Kat ot nBoToLol, xwpis va To
0éAlovv 11 va 1o emSlwKovy, PploKovTal GTOV AVOILXTO XWPO HIXG TAATELNG,
UTIPOOTA O€ €va KOWVO IOV TOUG Ttapatnpel pe meptepysla (Barba 1979, 120-122).
[Tapovoldlovv  okavdwvafika mapadoolakd TpayoLSW KAl  @WVNTIKOUG
QUTOOXESLAOUOUG Kol SEXOVTAL TO XEPOKPOTNUA TWV BeaTwV, dAAd TapAAANAx
ylvovtal amodekteg TOU aLTNHATOG TOUG va avTimpoteivouv TN 8K TOoug
Tapadoon, TPayovudla TNG CUYKOULONG TOU Kamvol Kal NG €ALAG, EPWTIKA
TpayoLSla kot potpoAdyla (Watson 1995, 22-23). Qotdoo, tov Avyovoto, TO
Oistros amoOCUPETAL ATIO TO EYXEIPNUA, KABWG ETSIWKEL VA CUVAVACTPEPETAL [UE
TOUG KOATOIKOUG, TPOKELUEVOU VA EPEVVA TNV TIOALTIOTIKY), TOALTIKY], KOLVWVIKY)
LoTopla TNG TEPLOXNG, XPTOLUOTIOLWVTAS OEATPIKA PECA KAl ETLEEIKVVOVTAG EVaV
TOALTIKO akTIBLopo (Santoro 2017, 45). To Odin petatomilel TIC CUVIOTWOES, Yl
va mpooeyyloel adiapecoAdafnta to Carpignano. Me a@opur] TOUG UIKPOUG
EVTOTILOVG @iAovg Twv Emanuele kat Kim Barba, to Odin mpoetowualet tmv
Tapaoctaon kAdovv Johann Sebastian Bach (I'oxav Zepmdotiav Mmoy)pe toug Jan
Torp, Odd Strom, Iben Nagel Rasmussen. H mapdotaon Baciletal otnv mapddoon
TOU KWUIKOU Aaikov Bedtpov, TG commedia dell’arte, TG @Apoag ToL TGipKOV,
XAPAKTNPIJETAL Ao ATOVCIO KEWEVOU Kol EVTOVI) CWHATIKOTNTA, SEKWVA HE
KWULKT TApEAXOT KL GUVEXI(EL LE LOVOIKT, TPAYOUSLA KOl KWULKEG SPATELS, OTIWG
«0 TIUYHAXO0G», €O KOUPENAG», KEVAG TIAPAEEVOG VEKPOG», «1) YMAOTEPN YuvaiKa ToU
KOOUOU», «0 Paylkog Kibapiotagy, «o Santa Clown (o Aylwog KAdouv)», evw oto
TEAOG OL BEATEG CUUHETEXOVV OTNV TTApAoTAoT, SlaockeSalovtag e Toug NO0TOLOVG
(Odin 2018ii, 7, 12). IlapovoialovTal TPELS XAPAKTIPES, O KOVTOG, XOUPOVULEVOS
Bach (MTay) UE TO @AVTAXTEPO KOOTOUL KUl Ta aKpoBaTik& Tovu, o PYnAdg Kot
o0oBapo6g Johan Sebastian (I'iOyav ZepmAcTIAV) PE TO UAUPO KOGTOVUUL TOU KAl 1)
ItaAi8a Signorina (Aeomowig),  omola extiBetal oTig «@povtideg» Tov Bach kat
tov Johan Sebastian (Torp 2018b, 508). H Roberta Carreri meptypd@el v
TeEAeUTAl OKNVY] NG TapAoTAonG, OTav 1 (Sl vmodvetal To «BVuuA» TNG

TEPLTOINONG TOV WOLOTPOTIOV «kovpéa» Jan Torp, o omoiog TNV EMAEYEL AVAUETH
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0ToUG BeaTég yia éva «&0pLopa» TAOVGLO 0€ A@POVS KL Eva «AOVCLLO» LE PPECKA

QUYQ, TPOKOAWVTAS EeoTTACUATA YEALOV 0TOVG Beatég (Carreri 2014, 18).

[MapdAANAQ, TOIKIAEG EKTTASEVTIKEG KAl KAAALTEXVIKEG SPACELS ELCAYOVTAL OTO
xwpto. H kivnuatoypa@wkn Aéoxn CINE APERTO otnv Piazza Ognissanti tpof3dAAet
Tawieg, 0mwg v Il Commissario (O Emitpomog) pe tov Alberto Sordi 1 v Le
Avventure di due bambini sulla Costa di un Fiume (Ot mepimételeg U0 TALSLWV OTNV
akTn evog motapov) (Odin 2018iii, 150-154). [Mapovoialovtal TOPACTACELS KAL
ouvvavAieg otnv Piazza Madonna delle Gratzie, 6mov ovppetéxet to Odin, aAAG kat
TOTILKOL TTOALTIOTIKOL 6VUAAOYOL, 0w Tto Teatro dei Dieci Cantori lonici di Arione
(Oatpo TWV S€ka LWVIKWV Tpayoudlotwv TG Aptdvng) touv Roberto de Giorgia
amd tov Tapavta 1 To Tatdlkd CUYKPOTNHA PUOAPUOVIKAS aTro To San Cesareo Tov
Lecce pe SievBuvty) tov Della Bona Antonio (Torp 2018c, 49-53). Tumwvetat
eEnueplda kL aAda évtuma, Omwsg ta Quaderni Salentini (EMUELWHATAPLX TOU
ZaAévto) N1 to Stimolo (Kivntpo), ta omola mpoo@Epouv Pripa Ek@paocng Twv
TPOPANUATIOUWY TWV VTOTILWV OYETIKA WE OWKOVOULKA, OYPOTIKA, EKTTALOEVTIKA
moAttiotikd Bpata (Odin 2018iv, 158-182 kat 201-214). And Ti§ 2 £wg TI§ 9
IovAlov, oTig eykatactdoelg tov castello ducale tou Carpignano, o Barba
SLopYaAVWVEL CEULVAPLO, TIPOOKAAWVTAS o€ §LdAoYo pe To Odin, KAAALTEXVES OTIWG:
1t Silvia Ricciardelli tng Libera Scena Ensemble t¢ NamoAng, tov Renzo Vescovi
tov Teatro Tascabile am6 1o Mmépykapo, Franco de Maestri amd to Teatro per
Mestre amd 1n Bevetia, tov Franco Perrelli tov CUT (Consulta Universitaria del
Teatro) amdé to Mmdapt, Romano Rocchi tov Bedtpov La Giostra tmg Pwung,
Giancarlo Valenti tov Teatro Immagine am6 to Middvo, Roberto Longo g
Accademia Nazionale d’ Arte Drammatica tng Pwung, Stefania Censi kot Giuseppe
Rocca g Grande Compagnia del Teatro Popolare tg Poung (Odin 2018v, 178). H
Spdomn auty Tmapovoldlel Wiaitepo evdlagEépov, KaBws eoayel v 8Ea NG
EVEPYNTIKNG OUVAVTNOTNG, TOU OSLXAEKTIKOU OUOCXETIOHOU TwV BeaTplkwv
OUCTNUATWVY KOL TWV TEXVIKWV TOV 1100010V, TPOETOLUALOVTAG ETOL TNV HETETELTA
TPAKTIKN TwV AleBvwv Zxodwv Ocatpikng AvBpwmoAoyiag (International School of
Theatre Anthropology-ISTA) xal ek@pdlovtag to mpwipo mabog Tov Barba yua

OUYKPLTIKY épeuva Twv Beatplkwv peBodwv. ITa yxpovia Tov akoAovBovv, ol
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ISTA!l péAdouvv va TPOOEEPOLV ULV EVKALPIA EUTIELPLIKNG YVWPLUIOG HE TIS
SLapopeg BeaTPIKEG POPUEG KAL TEXVIKEG, LLE GTOXO TN OTOUS TOU AVOPWTILVOU
OWATOG 0€ CUVONKES OPYAVWUEVNG TIAPACTACTG, TN UEAETN TNG EEW-KABNUEPIVIS
XPNONG TOU CWHATOS TOU NBOTOL0V KAl TNV ATOCTAEN KOWVWV APYXWV TEPAV TWV

aloONTIKWV 1N TEYVIKWV €&eldikevoewy (Cremona 2017, 3-5).

drueg Sadidovtal ota YOpw YwPLA Kol VEOL TTOALOPKOUV TNV EEvr BeaTpikn opada
LLE TIPOOKANOELS, TIG oTtoleg emBupel va amodeyBel. Lotd00, 0 Barba avtipetwmilet
éva 0o SIAnuua: Ba mpémel va Taifel Swpeav 1 va oploel éva elottiplo; ATo
Ul TAEVPA, Pl SwpPEAV Ttapovasiaotn epunveveTal amo Tov Barba wg emibeiktikm
vTokplola kat kuplapyikn vmepoPia. Katavoel 0Tl to B€atpo Sev edpatwvetal
avaykalo Kot KaBoploTikd oTny EUTELPlA TWV XWPLIKWOV: €xouv N8N (MoeL xpovia
XwPIG auTo, ToLog eival ekelvog Tov Ba emBAAAEL pa BeaTpiky TTAPAOTACT OTO
XWPLO Kat yl moov A6yo; O Barba avtipetwmilel elpwvikd v TaOTION HE TIG
LEPATIOOTOAIKEG  QTOOTOAEG TOU XTPATOV TnG Zwtnplag kat apveltat tnv
TATEPVAALOTIKY €MIBOAN €vOG KaAAltexvikoU kampitowov (Taviani 2017, 8-10).
EEdAAov, dev eivat tuyaio otL oto poypappa tov Come! And the Day will be Ours, o
Barba ava@épel ep@atikd Tov TOAVETITESO TTPOPANUATIONO TOU OXETIKA UE «TNV
evpnuatikn Bila mov kpvPetal miow amd A£elg, OTws AATpouiouds, IMpdodog kat
AMBelo» kat TG amatnAég peBOSOUG TOU CUYKQAUTITOVTOL THOWw amd T
@AavOpwTia, Yo Vo TTAYLWOoOoLY TNV «KABOAIKN» oYY TWV «OLKOUUEVIKWOV» HOG
alwv €15 Bapog tou Saopetikov (Barba 1999, 131). Am6 v &AAn, to Odin
advvatel va mpoodlopioel €va XPNUATIKO QVTITIHO YLK TO ELOLTNPLO TNG
TAPACTAOTG, APOV Ol AYPOTES Kol aduVATOVV VI TO ATTOSWO0LV Kal TOavwS Sev

evlla@épovtal va To katafdAAovv. O Barba gpevva onueia etod68ov ki €680 amod

1 H International School of Theatre Anthropology 8pVetal am6é tov Eugenio Barba to 1979,
amoteAwvtag Tunpa touv Nordisk Teaterlaboratorium / Odin Teatret. Am6 1o 1980 £¢w¢ to 1991
AapBdavouv ywpa €€l ouvavtioels: Bonn Teppaviag (1980), Volterra ItaAiag (1981), Blois kat
Malakoff TaAAiag (1985), Holstebro Aaviag (1986), Salento ItaAiag (1987), Bologna ItaAiag (1990).
H mpoo@at 157 ISTA Sopyavwbnke oto Albino ItaAiag kata tnv mepiodo 7-17 Ampidiov 2016, pe
ovppetoxn twv: Parvathy Baul (IvSia), | Wayan Bawa (MmaAi), Keiin Yoshimura kat So Sugiura

(Iamwvia), Teatro Tascabile di Bergamo (ItaAia) kat tov Odin Teatret.
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TO oUUPBATIKO TOALTIKO KAl OLKOVOWUIKO HOVTEAD, (OTE VX ATTOCTAOEPOTIOMOEL TN

oLvVApPOBpwWoN TIPOCPOPAS TIPOTOVTOG KAL XPTUATIKNG amolnpinwong.

H ovuvelpuikny emavagopd twv ocvvavtioewv oto Orgosolo kxat to Carpignano
OUVETIIKOVPEL o' auTrv TNV £pevva: ol nbotolol amavtovv OTL epyalovtal e
apolpn, n omolia Sev elvat XpNUATIKY, 0AAQ LK TTAPOVGLACT) TPAYOVSLWOV KAL XOPWV
NG KOWOTNTAS 0NV TMAATEIX Tov Ywplov. ‘ETal, 1 16éa Tov barter Siampatretal
HECH OTO TNV QUTOOXESIHOTIKY) OLVONKN Kat ™ pNén TNG VOULOUATIKNG
amotiunong. Eilvat onuavtikdé va Ttovicovpe oOtL o Barba 8ev ummpetel
Tpodlayeypapupuevn Bewpntikny pueBddevon, aAAd PplokeTal o€ ETOLUOTNTA KOl
QmaVTA HE TPAEES oTa SAUUATa Tou BETovtal amd TG AVAKUTITOUOES
meplotaocelg. To Odin eppével oto {WTIKO OTOLKEID TNG KOWNG eKTAISELONG Kol
SwaBiwong tov, To omolo mpolTOBETEL Aueon Spaom KU avtidpaon, xwpls Ta
KWAUHATO TOU VONTIKOU TIPOKEIPEVOL Kol NG BewpnTiknig Slepyaoiag: mpwTta N
TPa&&n kal petd n Bewpla (prima devi fare e poi ci fai sopra una teoria) (Taviani

2017,10-12).

AkxoAoV0wg, Tov IovAL0 Tov 1974, dnuovpyeitat oto Carpignano n mapaotaon The
Book of Dances (To BBAlo Twv Xxopwv), otnv oTola CUUUETEXOLUV oL nBoTolol
Roberta Carreri, Tom Fjordefalk, Tage Larsen, Else Marie Laukvik, Iben Nagel
Rasmussen kat Torgeir Wethal. H sioaywywn mapédaon twv nbomowwv péoa
0TouG SpOHOLG TOU XWPLOU, UE TOAVXPWHA KOOTOUWLK, ONUALEG 1) KOVTAPLQ,
YPAGVTEG, O@UPIXTPES, PAOYEPEG Kal TUUTAVA, 0oONYyel TO KOWO O€ €vav
TpokaBoplopévo amd tov Barba mapactaciakd ywpo (Watson 1995, 110-112). O
XWPOG aUTOG TOTOOETEITAL UTPOOTA aTO TOV TOLXO KTIpiov, HE TO KOWO va
TOKTOTOLE(TAL O€ MUKUKALO Kol Toug mnbomolovg va kKaBovtal Kol va
TapakoAovBovv, OTav 8ev OULUPETEYOUV OTN oKNvh. AkoAovBolv xopol pe
KOVTApLX 1] TAVW € EuAOTOSapa Katl SpAceLS, oTn SLApPKELA TwV oToiwv nboTolol
KLVOUV GAA0UG 11B0TI0L0VG 0aV HOPLOVETEG, CUPOVTAG XOPEVTIKA YIPAAVTEG SEUEVES
ot Yxépla Kol Ta modia Toug. H mapdotaom elodyel Ty €KTEVN XP1ION HOUOCIKWV
0PYAVWYV KAl TOUG XAPAKTNPES TAVW 0€ ELAOTIOSapa, oL oToiol Ba xapaktnpilovv

oto €&N¢ TI§ Taperaocels Spopov tov Odin. H opdda evowpatwvel TI§ aoKNOELS T™NG
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OWUATIKNG EKTASEVONG TNG 0€ Pl aAAnAovyia xwpic Bepatikny evotnTa 1 eviaia
TIAOK1| KOl TipooeTalpiletal T Stadikaoia TPog TNV TAPAGTAGCT), EYYPAPOVTAS TN
oto (610 To amotédeopa ™G mapaoctaons (Rasmussen 2018, 109-110). To kowod
AVTIAAUPBAVETAL TIS CWUATIKEG AOKNOELS WG Eva (860G TPOCWTILKOU «XOPOU» TOU
nbomolov. Ot nBomolol €xovv e€aocknBel apTia ot XP1ION NG PWVNIG OE AVOLYXTO
XWPO, TN SPAUATOTIOMON TWV APYLTEKTOVIKWV OXECEWV AVAUECA GE 0PLOVTLA KAl
kaBeta emimeda  (kwdwvootdola, Tapdbupa, TAPATOES), TN AELTOUPYLKN
QVATIPOCAPHOYT OE AVOLYTO KL KAELOTO Xwpo (BUpeg, avolyTég TAaTeleg, kKAeloTOl
SLadpopol), TIG TEXVIKEG TIPOGEAKUONG KL EVTAENG TWV TEPACTIKWV GTO KOLVO, TIG
neb0dovg StdAvon g Kat ouykévtpwong Tov TANBovg (Taviani 2017, 7). Ot nbomotol
dev TpooapprolovTaL ATAWSG GTOV CUYKEKPLUEVO OPYLTEKTOVIKO XWPO, OAAQ TOV
HeTATMAGBOUV SnULovpYLKA pe TV evepyofopa Tapovaoia Toug. Ol TPOCEYYLOTIKES
oxeoelg nbomowwv kat Beatwv petafdriovtal Oyt pévo amd MAPAOTAOY OF
TAPACTAOT, GAAG KOl KaTA Tn Olapkelad G (Slag Tapdotaong: ot Oeatég
Bpiokovtal YOpw amod TO KEVIPO TNG SpAong 1 6To KEVTPO TG Spdong, o N6oToLog
Bploketal pepikd ekatootd amd Tov Beatn N MOAV HOKPLA TOV, TO OKNVIKA
QVTIKE(HEVA XPNOLUOTIOLOVVTAL WG HEPT TOU OCWUOTOG, TPOKELTAL YO «ULA
SPUUATIKY] OPYLTEKTOVIKIY] S0uUT|, €VaG XWPOG, O OTOI0G KATAVOAWVETAL OO TN

Spapatikn xpnon touv» (Taviani 2018Db, 8).

O Barba emiSuwkeL pla TAPACTAOT «OGTOLXELWOT», XWPIG TNV TEPLEKTIKOTNTA TOU
AOYOU KAl TI OUVEKTIKOTNTA TNG TAOKNG, XwpIlG Tov emkabopioud Tng
oknvoypa@iag 1 ¢ Beatpikng aibovoag. AvtiBeta, opilel wg GLVONKN TN HOVGCIKY,
TOV X0PpO, TA XPWUATA KL TIG EIKOVEGS, Sleyelpel eE0LOAOYNTIKOVG LEPOTEAEGTIKOVG
aQuUTOoXESLAONOVG, avolyel TOUG aywyoUG evEPYELRG Twv nOBoTolwv KAt
TIPOCOLKELWVETAL TOUG BEATEG, EMKAAOVUEVOS TIG «ELKOVEG ULAG TIPAYHUATIKOTNTOG
xwpls Ofatpo» (Garboli 2018, 124). To Oeatplkd SPWUEVO, ATOYUVUVWUEVO
OKOTILHX KOl OTMOKPUOTOAAWUEVO QQALPETIKA OTA OLCLWON OUCTATIKA TOU,
amodExeTal TOIKIAEG epunveieg kat avolyel oe moAveldelg Ttpooeyyioelg, Tapdyel
HOVO TN oTlyplaior ava@AEEn Kol OTOXEVEL O A TAPAAANAT TPAYUATIKOTNTA
QVTOAAQYNG CUVALCONUATWY Kl EUTIELPLOV AVAUECK OTOUG NOOTIOLOUG KAl TOUG

Beatég.
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To @BwoéTwpo tov 1974, to Odin Sievepyel barters otnv meploxn Tov Salento g
ItaAlag, ota xwpud Pisignano, Sogliano, Galatone, Soleto, Serrano, Cutrofiano kat
Martano. Kata ™™ Siapkela ¢ mapeéAaons 1 TG ATMOKXAOVUEVNG «GAWGCTG TOU
XWPLOU», XPWUATIOTA KOGTOUWULA KAl ELAOTIOSAPA, YIyAVTIAIEG LAOKES, TPOUTIETES,
onuaieg, poaotiyla, mupool kataAapfdvouv SpOHOVG,  APYXOVTIKA, OTEYES,
Sadpopovg, eEwoTeG, eKkANOieG. OL BEATEG avapPPLYWVTAL OE TOXOUG KL OTEYES,
YEAOUV, EKTMANTTOVTAL 1) GLWTOUVV, ATAVTOUV HE xElpokpotipata. Ot nbomolol
TAPAKAUTITOUV TNV TOAE0SOUIKT] TAUTOTNTA TOV XWPOV, EKUETAAAEVOVTAL OTEYES
Kal YEPAVOUG, TAl{ouV LOVCLKY], TPAYOUSOUV Kol XOPEVOUV TTAV®W ATO TA KEQAALX
Twv Beatwyv, Tow Kol avdpecd toug. Me T oelpd TOUG, NAKIWUEVOL TTai{ouv
TOUTTAVA, TPAYOLSOUV, XOPEVOUV TAANLOVG XOPOUGS, avalnTouV KL GAAoUG amd TO
KOLVO, YL VO EVTEIVOVV TNV pizzica-pizzical? kol Ti§ xyopwdieg Toug (Savarese 2018,

42).

A&ilel va onpewwBel o0tTL otig 12 Oktwfpiov, to kowod Ttouv Copertino pével
EMLPUANKTIKO KL QUIXOVO UTIPOOTA OTO SPWHEVO, TO VU TOV 000V aduvartel
va amokwdikomomoel. AvtiBeta, otig 13 Oktwfpiov, ekATOVTASEG KATOLKOL TOV
Carpignano emokémTovTal TNV katolkia touv Odin, Tpayouvdovv, xopebouy, Ttai{ouvv
LLOUGLKT], LETAUOPPWVOVTAS ULA YLOPTY o€ Beatpikd yeyovog (Cruciani 1977, 104-
107). 'Eto, To barter eedicoetal péoa amdé T WSaitepa  Siktva
KOLVWVIKOTIOALITIOUIKWVY SLHOTAUPWOEWY KABE KOWOTNTAG, Ao TN 0@POSPOTNTU
TV Sl@wviwv kat TN Slevpuvon Twv aAAnAemikoaAVPewy kabe pikpo-
KOVATOUPAG, SLAHOPQ®VETAL EV TN pUUN TG SLAdpaon KL eEapTATAL ATIO EQENUEPES
OUVOEOELS KL eTMMPEACUOVS, SLAKUUAVOELS EMAPKELNG 1] AMWAEAS apolaiog

onuaclo86Tnong.

12 [tadik6g mapadootakds xopds, yvwoTos Kupiwg 6to ZaAévTto, aAAd KAl 0TV gUpUTEPN TEPLOXTY
™m¢ Amoviiag, Tnv KadaBpia kat v Avatodikny Mmadilikata. AViiKeL TNV OLKOYEVELX TOU XOpoU
NG TAPAVTEAXG KAl OXETI(ETAL HE TN BEPATEVTIKI] TEAETH TOU TAPAVTIOUOU, TNG poviag SnAadm
efaltiag Tou Tomuatog (pizzica) Hag apayvng oLV CUVAVTATAL EVPEWG oTtov Tapavta. XopeveTal

o€ Levyn, ouvodeia Tov TaumTopeAro (VTEQL).
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3.3 Carpignano, N.ItaAla koL Zapdnvia /
Avyovotoc - Oxtwfplog 1975

To Odin emotpépel oto Carpignano kat tn Zapdnvia (Ollolai, Sarule) amd tov
Avyovoto éwg tov OktwRplo touv 1975, WOTE VA GUYKEVIPWOEL VAIKO KoL Vo
oAokAnpwoel v mapaotacn Come! And the Day Will be Ours. XapoKTNpLOTIKES
elvat ol paptupieg tng nBomowov Iben Nagel Rasmussen, Tov @wtoypd@ov Tony
d’Urso, Tov xpovikoypagov Ferdinando Taviani kat tov Eugenio Barba, oxetikd pe
To barter avdueoa otn Rasmussen kat Toug Katoikoug Tou xwploV Sarule g
Zapdnviag amd tig 6 £éwg Tig 7 Avyovotov tov 1975 (Barba, Rasmussen, D’Urso,
Taviani 2009, 128-141). H nBomol6g kdvel v €l00806 ™G 010 XWPLO EUTOALTY,
@EOPWVTAG AEVUKN HACKA HE KOKKvA SAKpLA KOl TO AEUKO KOOGTOUUL TNG
mapaoctaong The Book of Dances. 'Exel §€oel 6Tn peon €va TOUTAVO e KOPSEAEG KL
EXEL KPEUAOEL amO TOV AAUo plax @Aoyépa. Ot xwpkol {nTovv va pdbouvv tnv
KATOYyWY1] KAl TO EMAYYEAUA TNG, TEPLEPYALOVTAL TN LACKN KOl EKEIVI) TOUG pWTA
To¥ pmopel va Bpet Séppata ya To TOUTAvO TG 1 av yvwpilovv tov @ido g,
Antonio Sini. KaBwg mepmyeital oto xwplo, umaivel 6’ éva vpavtovpyeio, mailet
@AOYEPA KOL Ol YUVAIKEG TNG EMISEKVVOUV TOV apYaAeld Toug. Evw 1 nbomoidg
OKAP@AAWVEL 0€ évav TOlx0, TPAVUATI(EL TO TOSL TNG KoL Ml yuvaika Tnv
TPOOKAAEL 6TO OTITL TNG, YA VA (PPOVTIoEL TO TPpAUUA. Ta TS yeAoUv @ALkA Kot
™MV akoAovBolv, ol NAKIWUEVOL TNG TIPOCPEPOLVV VEPD, Kpaai, AovAovdia, wAolv
YW T Kabnpepva kowd mpofAnpata toug 1 kpUovtal Mepikol mpomnAakiouv
KL amellovv ) Rasmussen. H nBomoidg avtamokpivetal, mTai{ovtag To TOUTOVO Kot
™ @loyepa. Tn Sevtepn peépa touv barter, n evevivta-mevtaypovn Zi-Angelica
TPOo@EPEL 0TNV NBOTOLO éva Yeupa Kot 1) Rasmussen cUPPETEXEL o€ oL TNON KL
avtamodidel pe To TPaAyoudL KoL Tov Xopo t¢. Alyo mpv agnoovv to Sarule, n
N60oToL0¢ KaAeital va xopEPEL UTIPOOTA GTO OTILTL ULAG OLKOYEVELAG KAl TIAIPVEL WG
avtdAdaypa kapBéia Pwuwov. ‘Evag avBpwtog mpooeyyilel, Siepsuvd  Kkal
Katavoel évav GAdlov avOpwmo xwpig kavévag amd Toug 600 TOAOUG Vo
EEAVTIKELUEVOTIOLEITAL WG TOUPLOTIKO EkOepa 1} v mapafLaletal wg TMEPAUATOLWO

(D’Urso 2018a, 122-125).

Zto barter autd, n kabnuepwn {wn tou performer ocuVSLAAEyETAL PE TNV

KaOnpepv (w1 TV XWPLKWV, EVW EPEVVATAL 1] EKTPOTIN KUL AVASPAOT) AVAUETH
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oTn Beatplkn TAALGIWOT Kol TO KOWwVikO cvuykeipevo (Watson 1995, 25). [Twg to
Oeatplkd TAaiclo TOL TNOOTOOY EKTPEMETAL KOl HETAOXNUATI(ETAl OF
KOWWVIKOTNTA, O€ amAr], auBopuntn ouvavaoctpo@ln, ou{Tnorn, oULVELPEDN
TPOoWTIWYV; [10G TO KOWWVIKO TAAIGL0 avaTPo@OSOTEL TIG BEATPIKEG TEXVIKEG TOV
n6omolov, KaBwG aVTOG KAAEITAL VA TIPOGEAKVOEL £VA KOLVO XWPIG TNV ao@AAeLa
Tov Bedtpov; H Rasmussen elodyel T Beatpikn) persona g otnv Kadnuepvotta
TOU YWPLOV KAl TAVTOXPOVA CUVSLAAEYETAL PLE TOUG KATOIKOUG Yl BEPATA ATTAQ KoL

ouvvnBLopEVa, TAAXVTEVOEVT 0T SLOTULA TTPOCWTIOV KoL NO0T0L0V.
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Kegpdiowo4

Iotopikn avadpoun: v

ovveXElX

4.1 Caracas, Beve{ovéda / AmpiAiog - Mawog 1976

H mapdaotaon Come! And the Day Will be Ours TtapouGLAJETAL YIX TIPWTT POPA TOV
AmtpiAlo xat Tov Mdio tov 1976 oto Caracas tng Bevelovédag (Watson 1995, 133).
Tuppetéxovv ot nBomolot Roberta Carreri, Tom Fjordefalk, Tage Larsen, Else Marie
Laukvik, Iben Nagel Rasmussen, Torgeir Wethal. To 6pa apvetar amd
oVUyKpouoTn avapeoa oTtous Euvpwmailovg amoikovg kat TG autoxBoveg
AUEPIKAVIKEG PUAEG TvSiavwy otn Bopela Apeptkr) Tov votepou 19 at, evw o
TitAog amoomdtal amo 1o ypaupa tov Ltpatnyol George Armstrong Caster mpuv
and t Mdyn tov Little Bighorn otig H.IL.A. otig 25 Iouviov 1876 (Watson 1995,
133-136). Ot autooxedlacpol Twv NOOTOLOV EVEPYOTIOLOVV TA AVTAVAKAACTIKA
Toug oto Bfépa TG oVppadng IvSiavwv kot Evpwmaiwv, Siwaypa@ouvv TIg
TPOOWTIKEG QAVTIOTACELS KL avalnTioelg Toug yU Qutn TNV aviimapadeon
TOALTIOP®WY, AVAKOAOUV TNV TPOCWTILKY TOUG eumelpla ws Beatpikn opada. H
Spapatovpyla BacileTal o€ AMOCTIAOUATIKA ETMELCOSIA XOPOYPAPNUEVNG KiviioNng,
TPpayouSLwV, VIVWV Kal {wvtavig pouaotkng. Eival evSiagépov to yeyovog otL ot
nbomolol dev ovykpoToUV KABOPLOUEVOUG XAPAKTNPES, AAA& oULVSEOVTAL PE EVa
avtikeipevo, povoikd opyavo 1 xpwpa: n Laukvik eival «ekeivn pe to Agukon, o
Wethal «ekeivog pe to BifAlo», 1 Rasmussen «ekeivn pe to TOUTAVO», 0 Larsen
«€KELVOG pe To PBloAi», n Carreri «ekelvn pe to umavtio», o Fjordefalk «ekeivog pe
™mv KBapar». Q¢ ek ToUTOU, oL NOOTOLOl VTTOVOUEVOUVY TN GUYKPOTNON QUOTNPA
SLayEypauUEVWY XOUPAKTNPLOTIK®OV KAl TIPooSloplopwy, eEoeAilovv a@aIpETIKA

KaBeTli ouykekpLUévo aTd TA SPAUATIKA TIPOCWTA KL ATTO@EVYOLV KABe Ynyua
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PUXOAOYIKNG  EPUNVEIAG, TIPOGEPEPOVTAG AVOLXTOUG  VONUATIKWG SPWVTEG.
Emumpoobeta, ol xapaktnpeg, oL omoiol eKTpoowTovv Tous Evpwmaiovg, wiAovv
okavSwafika kKal ayyAlkd, &vw oL avtiotolyol ™G ouadag twv Ivdidvwv
xpnowpomoloVv Ti§ Bayevels apepikavikés Stadéktous Quechua xav Cheyenne,
BpaovTag To VOonUaTIKo TePIBANUA TG YAWooog Kal epedilovTag T cUUTAONTIKN
AELTOVPYIA KOl OUVEIPUIKY]  ATOKWOIKOTOMON TWwV UNVUUATWY o€ BeatTég

ETEPOYEVWV KOWVWVIKOTIOALTIO UKWV KATABOAWV.

To Odin mpookaAeital oto 3° International Theater Festival (3° Alebvég PeoTIBAA
Oedtpov) kot to Third World Theater Conference (2uvéSplo ylwx to O£atpo Tov
Tpitov Koopov), vmd v atyida tov Ateneo de Caracas, pe mpdedpo t Maria
Teresa de Otero Silva kat StevBuvtr) tov Carlos Giménez, kat tov Venezuelan Center
ITI (International Theater Institute)-UNESCO, pe mpoedpo tov Eduardo Moreno
(Odin 2018vi, 561-562). 0L ekdnAwoelg TOL @eoTIBAA KaL Tov ouvedpiov
Sie€ayovtal amd tig 20 Ampldiov €wg Tig 2 Maiov 1976, evwy o Carlos Giménez
Tovi{el TN onuacia NG CUUUETOXNG Kot ovpfoAng touv Bedatpou Odin oty
avamtuén kot Suddoon Touv @eoTIPAA, aAAA kal TNV apolBaia ema@n KAt
Tpocéyylon Twv 6Vo mpayuatikotntwy (Odin 2018vii, 458). ZOpu@wva pe tov
Ibrahim Querra, oe apBpo tov otV epnuepida El Universal, otig 16 Maiov 1976,
To Odin amoteAel pia cupmay, avlpwTLVN HOVASA, 1) OTTolA TTPOKUAEL Eva SpwUEVO
Tov 8ev  TAPAYEL XEPOKPOTHUATA emSoKlpaolag, akplBwg emedn  o6Aol
OUUUETEXOVV OTO SPWUEVO QUTO, YLX VA ETITEAECOUV ULX YLOPTH] KOLWVOTIKY Kal

kaBoAwkn (Querra 2018, 421).

[Mapd T gvolwveg avTAAAAYEG EMISOKIHAOTIKWV O0X0Alwv, To Odin €pyxetal ot
avtimapdBeon pe ™ Stolknon touv @eoTfAA, kKabwg apveltal va Sapeivel oto
ToAuTeEAEG Eevodoyeio Hilton kal va TIAPOVGLACEL TNV TIHPACTAGT TOV 0€ BEATPO,
KATW AT TO OTOo(0 AELTOUPYEL VTIOKOTEK UE EKKW@PAVTIKN povoikn (Rasmussen
2018, 123-125). O Barba eyxaBiotatal pali pe Toug n00TOLOUG GE Eva KPO OTILTL,
EV( OTALTEL VO OTAUATNOEL 1 MOUGIKN TNG VTIIOKOTEK KATA TN SLApKEIX NG
mapaoctaons. Kabwg povo n mpwtn aitmon wavomoleitat, to Odin katoadapavel
To Batpo, EpxeTal o€ eman pe tous Cuatrotablas touv Mario Delgado amo6 tn Lima
tov Ilepov, toug Teatro Libre de Bahia ko Libre Teatro Libre tng Maria Escudero

amdé v Cérdoba tng Apysvtivilg, tous La Candelaria am6é tnv Bogotd g
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KoAouBiag kat metvyaivel 1n ovpmapactacny Tous. H  avtimapabeon
QVTIKATOTITPI(EL ML KOWWVIKOTOALTIKY avtifeon, kabw¢ avtimapafariel To
kévtpo Tou Caracas HeE TIG ATMEPAVTES AEWPOPOVG KAl TA KTIpLX amd atodAl Kat
KPUOTAAAO [LE TO TEPLOWPLO TWV TAPAYKOUTIOAEWV ATIO XAPTOVL KOL GKOUPLAGUEVO
oidepo. To Odin avaAapBavel mpwtofovAia avedptnTa amd To PECTIPAA Kal
opyavwvel barters oTIG TOPAYKOUTOAELS KAl OTNV  TEPLOXN TNG oPPO-

BeveloveAavn g kovATtovpag Tou Barlovento.

Emnpeacpévog amd T ovvavinioelg autég, o Barba omrtikomoiel pia «Tpitn
Aldotaony, eva «Tpito Bfatpo», Swamepvwvtag Tnv kablepwpévn, Stodidotatn
BeaTpLKI TIPOOTITIKNY. APEVAG, TO ALoONTIKO BEATPO AVAUETPATAL UE TA SPAUATIKA
KEIPLEVA, TIPOOTATEVOVTAG TNV KABLEPWON 1] TNV EUTOPLKOTNTA TOU TOW aTod
oVUYXPOVA KTIPLAKA CUYKPOTIUATA, KPATLKEG ETILXOPTYNOELS KAL TO LAPKETLVYK TNG
Yuyaywylas. Apetépov, To avant-garde Beatpo melpapatifetal, kablepwvovtag
™V TPWTOTOPIX 1 TPWTOTUTIX TOV WG OYNUA VTIEPPBAONG TNG TTAPASOONG KoL
TPOWONONG TNG LETAVEWTEPIKOTNTAG. XTO TEPLOWPLO AVTWV TwV SV0 BexTPIKWY
KatevBUuvoewy, oL omoleg emPBefaiwvovtal kal £5palOVOVTAL GTO KEVTPO TNG
KOWWVIKNG o@aipag, o Barba evtomilel éva Tpito Béatpo, avwvuuo, abéato ki
AYVWOTO Yl TA UEOA HACIKNG ETKOVWVING TOUG KPLTIKOUG KAl TA PECTLRAA.
Amotedeital amd gpydteg Tov BedTpovu, NOOTOLOVG Kol oKNVOBETEG, oL oTtoloL Sev
avayovtal o€ emionun Beatpikn ekmaidevon KL emopévws dev avayvwpifovtal wg
emayyeApaties. EvroUtolg, dev elval epacttéyveg, emeldn 1 KaBNUEPLVOTNTA TOUG
evoVEeTAL Ao TN BeaTpIKn eumeLpla TOV training 1 TG TTPoLag, eMeLd TAAEVOLVY VX
emPBlwoovy, va poceyyioouvv £va Koo, va Bpouv a@’ eautov vonpa otn §pacn
«KQvw B€atpo», xwplg va cuvu@aivovtal PHE EUTOPEVHATIKEG SECUEVOELS 1] VX

UTIOKUTITOUV GTOV KOU@OPULOUO HLaG TIpWTOTopLaknS nodag (Barba 1992, 8-9).

To Tpito Bfatpo aywviletar va eEatopikevoel To Oeatplkd Touv TESIO, Vo
evOVYpaUULOTEL PE €KEIVO TIOU Elval OVOLWOES KL EMTAKTIKO Yl TO (810 Kal va
eMPBaALeL TOV oeBaoud 0N SLaopeTIKOTNTA Tou (Barba 1986, 193-194). To Tpito
O£aTpo XPNOLUOTIOLEL TO BEATPO YIA VA ETTAVAKOLVWVLIKOTIOMBEL, VX KATAOKEVATEL
TIOALTIOTIKEG TAUTOTNTEG, EVOAAAKTIKEG OTIG KAOMUEPLVEG GUVONKEG ATTOEEVWOTNG
kal amavBpwtoinong. Ot ocuvvavtioelg katadeikvoouvv oto Odin OTL evaplot

EKATOUMVUPLO AvBpwToL, Xwpig StevBuvon Kal VOULKY UTIOoTAGCT, 0pYavVWVOVTaL
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AVOVLUA KL aSL0pata, 0AAG EVEPYQ Kol SUVAULIKA OTIG TIOALITIOTIKEG KAl DEATPLKES
opades twv favelas touv Plo ot Bpallia, Twv barrios otn Alpa touv Ilepov, twv
poblaciones tou Zavtidyko ™G XIAnG, Twv ranchos touv Kapakag (Barba 1999, 202-
204, 173-174). Avtiotoxa, ol opadeg Tov Tpitov BedTpov SLOYXETEVOLV TIG TEXVIKES
OUVEVPEONG Kl oLVSLOAAQYNG TwVv barters oTov aSIAAELTTO Ay®wva TOUG YA
EMKAOOPLOUO TAUTOTNTAG HECK OTO TOIKIAO €OVOTIOALTIOUIKO CUUPPALOUEVO TNG

Aatwvikng Apepkng (Watson 2009a, 173-174).

Ta barters touv Odin oTi§ cuvoikieg Tov Caracas TPO@POSOTOVV TO EVSLAPEPOV TOV
KLV LOTOYPA@IKOU cLVETALPLoUoV Kurare, 0 0To{og §paoTnpLlOTOLETAL 6TV TIOAY,
EMSLOKOVTAG TNV TAPAYWYN €VOG VTOKLUAVTEP HE OEua TIG TACELS KAl TIS
TPOOTITIKEG TOU HoVTEPVOL Beatpov. O Kurare MPOTEIVEL PIX GLUVAVINGT UE TN
@V Twv Ivéiavwv Yanomami tov motapov Orinoco, otov Apalovio, 2,5° Bopela
Tov lonuepvov, 500 pidta votia tov Caracas (Barfoed 2018, 43). O avBpwmoAdyog
Jacques Lizot kol 1 €mMOTNHOVIKY Oopada TOL LTTOGTNPL{OVV TNV ATOTEPA AUTY,
KaBw¢g peAetovv Toug Yanomami amd To 1968 Kol EMSIWKOUV VA TOUG
katadelouv aAAeg OPelg Tov SUTIKOU KOGHOU, EKTOG ATO TA PAPUAKA KAL TOV
XPLOTLAVIOHO, OPELS TWV «AEVKWV» TIOL SgV elval povo avBpwtoAdyol, pobo@opot
kal kuBepvntikol vTdAAnAoL (Barba 1999, 203-204). Meta amo éva emelc0OLAKO
TtaidL pe €€abéolo agpomAdvo, 1 OHASK CUYKEVTPWVETAL TNV LEPATTOOTOALK)
KATHOKNVWwotn Tov motapoV Ocamo otig 16 Mailov kat tnv emopgvn Staoyilel yio
TPELG WPEG HE oKAPOG ToV ToTapd Orinoco. O Eugenio Barba mapovoialetal otov
OQUAVO TNG QUANG WG apXNYOs TG QUANG TwV NBoTOoLWY Kot {NTd WA GUVAVTNoN
KL avtaAlayn tedetwv (D’ Urso 2018b, 128-129). Xto shabono!3 twv 10ayevwy, ot
nbomolol mapovoldlovv Sladoxlkd TI TOAPACTACELS TOUG: oL Yanomami
TAPAKOAOVOOVV auXava KL ETLPUAAKTIKA TOUG XAPAKTNPES TNG TIAPEAACTG, TOUG
«xopoVG» Tov The Book of Dances kal v mapdactaocn Come! And the Day will be

Ours. AvtiSpoUv €vtova Katd Tn SLApKELX TNG OKNVNG TUydaxiag Twv KAGoLV,

1B H xoAVBa Twv Yanomami, 0ayevav ota ovvopa NoTiag Bevelovédag kat Bopelag Bpaliniag.
Kataokevaletal oe E€@wta ¢ JovykAag, Ta omola avoiyovtal petd amd kot g BAdotnong. Ot
KOPHOL KAl TA UAAX TWV POLVIKOSEVTPWVY XPNOLULOTIOLOVVTAL YL TNV KOV KUKALKY Ttepl@pagn kot
oTEYN MG eviaiag OlKIOTIKNG eykataoctaong. Kabe okoyevela katadapfdavel pa 0€on, yOopw amd

TO KEVTPO TOVU OLKLOUOV, TO 0TO(0 aPTVETAL AVOLYTO.
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avayvwpilovtag to potifo g Blaing mTEANG KAt EMOTPATEVOVTAS TNV ETOLUOTNTA
tovug (Taviani 2017, 15-18). Ot Yanomami amavtoUv pe TNV TEAETH TNG VTTOS0XNG
KAl TIOAEULKOUG X0POoUG, EVW O CAUAVOS TNG KOLWOTNTAG ETLTEAEl TOV PUOO TNG
XEAWVAG, N OTolA VIKA HE TIvoupyla TOV apTIOKTIKO LAYOUdpo, Kol EVOAPKWVEL
OUUBOALKA TA OPYETUTIIKA TAUTIOV PE TNV oTopla ™G atpopéiag avaueso oTov
TOAEULOTN KaL TN ylayld Tov. Ot yuvaikeg Yanomami ayy({ouv Toug n6omoloug Kot

YEAOUV 0TV aVAKAAVTITOUV OTL LEPLKOL £XOVV OTIOT KATW ATO TA KOGTOV L.

Ot nBomotol Tov Odin TTPOVGLALOVY TO AVTLPATIKO KUl ATIEYVWOUEVO SPANA TOV
oUYXPOVOU TIOALITIOHOU TWV AEVKWV OTOUG ATOKAAOUUEVOUG «AYPLOUG» TOU
mapBévou Sacovg tou Apaloviov, EMXEPWVTAS VA SlafoUV Ul TIOALTIOLKY)
apuoco: (cwG OUWGS 1 SLAPOPETIKOTNTA YEVVIIOEL TNV aAnBv emkowvwvia (Odin
2018uviii, 127). To barter autd mpooopoldlel pe TV emiokePmn o€ Evav AyvwoTto
acBevn: 8eV UTIAPYOLVV KOLVEG UVTUOVIKEG AVASPOUES KL XAVOWOELS, TIAPA POVO M
otyplaia eyydtnta §vo moAwv, pa xewpaia cupmapdotaons dVo avlpwTIVWY

mAaopdtwv (Taviani 1979, 98-99).

4.2 MMapioy, T'adAia / OkTtwPprog 1977

Tov Oxtwfplo Tov 1977, to Odin cuppeTéxel oTo 6° Festival d’ Automne (PeoTtiBAA
dOwontwpov) tov [apioov pe Tig mapaoctacels The Book of Dances kot Come and
the Day will be Ours oto Musée Galliera amo tig 11 éwg Tig 26 OxTwPplov, evw
TapAAANAa akoAovbel pla meplodeia Touv Beatpov otig Cergy-Pontoise, Rennes,
Tarbes, Nice, Thonon amé v 1 NoeuBpiov é¢wg Tig 22 AsgkepuBpiov. Tnv Sl
mepilodo, To Thédtre de I'Unité mpookaAel To Béatpo Odin otnv 066 Monte-Christo 9
Tov 20 Swapepiopatog tov [aplolov, o€ Evav xwpo Tov oTolov HolpAleTaL HE TNV
Compagnie de I’ Araignée. To Thédtre de I'Unité ko to MJC-Maison des Jeunes et de
la Culture Thédtre des Deux-Portes (Kévtpo Nedmrtag kat [ToAlTiopov-O£atpo Twv
AvVo Oupwv) opyavwvouv tov Marathon Thédtre 77 (Mapabwviog Oedtpov 77)
otis 29 kat 30 Oxtwfplov 1977, ue a@opun tv amopdkpuvon tov MJC Thédtre des
Deux-Portes amd TI§ E€YKATAOTACELS TOU otnv 080 Louis Lumiere 46 (209

Awapéplopa) otig 8 AuyovoTtov, HETA atd Stapaym e Tov énpo tov Iaploov (0din
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2018ix). [Mapaotacels kot Spwueva die€ayovtal otnv Cartoucherie pe cuppeToxn
KaL TWV OUASwV Tov SpacTnplomolovvtal 6’ auTvi4, avaueod Toug kat to Ofatpo
tov ‘HAlov ¢ Ariane Mnouchkine (Odin 2018x). Tnv Kupiakn 30 Oktwfpiov, To
Odin mapovoldlel TIC TAPACTACELS KAL TNV TAPEANCT] TOU, EVW ETMIOLWKEL v
barter pe Toug katoikovug. Katda tn Stapkela TG avtaAiayng, NAKIWUEVOL EPYATES
Tpayovdovv Tpayovdix amd Tnv  Koppolva, Vvéol epacitéxves pLpovVTOL
TNAEOTITIKOUG HOTEPEG, EVA VEAVIKO OUYKPOTNHA Tailel pop povotkn (Taviani
1979, 104-105). KabBwg to barter oAoxkAnpwvetal, Bopelo-ag@pikavol elcdyovv ta
TpayoLSLa, TOUG XOPOUG KL TA TOMHUATA TOUG, £XOVTAG Tapacupbel amd v
EKALOUEV SOVNTIKI EVEPYELX KAl KATAVONOEL OTL TPOKELTAL Yl vt CUUBAV TTov
dev Slywpiler, Sev amopovwvel, Oev eMPBAAAETAL QUTAPXIKA KL amoOALTA

(Shevtsova 2009, 121-123).

To Odin ouveyilel Ti¢ Tapovoldoels Twv The Book of Dances, Johan Sebastian Bach,
Come! And the Day will be Ours kot Sie§dyel barters oto Saint-Martin-sur-Oust?3,
Heoa ota mAalolax tov 4°v FICTEM-Festival International de Café-thédtre et de
Thédtre en Marche (4° AieBvég PeotIfdA Kapebedtpou kat Osdtpov ev Kivnoel)
¢ Rennes, to omoio Stopyavwvetatl amo tovg Chérif Khaznadar kat Gilles Fournel
Tov Maison de la Culture (Zmiti [ToAttiopov), amo tig 11 €wg tig 20 NogpuBpiov 1977
(Odin 2018xi). ¥to Saint-Martin-sur-Ousty ocuvvavinon e&eAicoetal oe ylopTy,
KaBwg oL «xopol» Twv nbomowwv Tov Odin pe onuaieg, kovtapla, EvAomodapa Kot
TOUTIAVA AVTOAAQGGOVTAL [E TIHPASOCLAKOUG BPETOVIKOUG XOPOUG KUl HOVCLKES

(Trilling 2018).

4.3 Ayacucho, [Iepot¥ / Mawog 1978

H mapdotaon Anabasis (AvaBactg) touv Odin mpookaAeitar amd to Instituto

Nacional de Cultura kot v mepovflavy Oeatpikn) opdda Cuatrotablas pe

14 Ev8ektikd, pepikés amd Tig opddeg mov ouvppetéyouvy otov Osatpikd Mapabwvio 77 eival ot
Thédtre de Soleil, Thédtre de I’ Aquarium, Thédtre du Campagnole, Ateliers du Chaudron, Atelier de
I’Epée-de-Bois, Compagnie du Lierre, Thédtre de la Tempéte, Thédtracide, Athévains.

15 To Saint-Martin-sur-Oust givat pia amd 1§ mOAELS TG YaAAKT S Bpetdvng, n omoia Stakpivetat yia

TIG KEATIKEG pileg Kol TO KEATIKO YAWOG1KO NG Slwpa.
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StevBuvtr) Tov oknvoBétn Mario Delgado oto Taller Latinoamericano de Teatro de
Grupos (Epyaotplo Aatwvoapepikavikwv Oeatpikwv Opadwv), oto Ayacucho twv
[TepovBlavwv Avdewv, To omoio Sie€ayetal amo Ti§ 21 éwg Tig 28 Maiov 1978. To
Anabasis mapovoldleTal yux TpwTN @opa otn Bapkelwvn g lomaviag, tov
Ampidlo tov 1977 kot mapapével oto pemeptoplo touv Odin péxpt to 1984,
aAAalovtag Katd kalpoUS €KB0XEG KAl KAOT NOOTOLWV Kal SLHTNpwVTaS TNV
TeEAIKN popen tov Swdeka nbomolovg, toug Torben Bjelke, Roberta Carreri, Toni
Cots, Tom Fjordefalk, Francis Pardeilhan, Tage Larsen, Else Marie Laukvik, Iben
Nagel Rasmussen, Silvia Ricciardelli, Ulrik Skeel, Julia Varley kat Torgeir Wethal
(Watson 1995, 112-114). Ou nfomotot kt o Eugenio Barba cuvodeVovtal amd puo
opdda dnuocloypd@wv kal Bewpntikwy, 0TIwG ol Peter Elsass kat Ester Nagel amo
™ Aavia, n Béatrix Andrade amo6 ™) F'oAAia, ot Ugo Volli, Nando Taviani kot Maria
Grazia Gregori amdé Vv Itaiia (Odin 2018xii, 10). MapdAAnAa, TV amOCTOAN
akoAovBovv oL pwToypagol Morten Bruus-Pedersen, Roald Pay, Peter Bysted kat
Tony d° Urso, kabwg o Torgeir Wethal mpoetowalel v Topaywyn Tov
VTOKIHavTEP Ascent to the Sea: Odin Teatret's Street Production ANABASIS, 1977 -
84 (AvaBaomn mpog tn BdAacoa: | mapaotacn Spopov tov Odin Teatret ANABAZIE,
1977-84). H eldomoldg Staopa avapeosa oto Anabasis kat to The Book of Dances
elvat 0TL oL BoToL0l EKKIVOUVTAL ATIO TN CWUATIKY KAl PWVNTIKY EEAOKNON, WOTE
VO TTAPAYOUV TIPWTOTUTIOUS AUTOCXESLAGHOVG, AAAQ €V EVTAGGOUV QUTOVOLES TIG
acknoelg o’ autols. EmmAéov, Slaypagetal éva xaAapd Bepatikd mAaiolo, To
omolo mNyalel amd To Xpovikd Kipov Avafacig Tou Zevo@®VTA, MO OTOU
Savelletal Tov TiTAo TOL: éva TUNHa EAAMvwv pioBo@opwv eKoTpATEVEL OTO
mAgupd Tou Kupov, mopevetatl ota BABN TOL TMEPOIKOU BaclAgiov Kol HETA ATLO
KAKOUYX(EG Kal TEPLMETELEG KATOPOWVEL va eMIOTPEPEL 0TI aKTEG TG Mavpng
OdAdaococag. To Bépa petapepetar Beatpikd oe plx opdda &Evwv, ol omolol
Slaoxilouv AyvwoTeg YWPES, HEXPL VA OLVAVTHOOLV TN BdAacoa kKal va
emotpéPouv otnv matpida tous. Omws kat oto The Book of Dances, onuavtiko
poAo ovvexilouv va Swadpapatilovv Ta HOVGIKA Opyava (TUUTAVA, TPOUTIETES,
KOpBada kal Kaumaves, o@upixtpes kat kalov), Ta TOAVXPWUA KOGTOUWLA, OL

UTIEPUEYEDELS (PLyoVPEG TAVW 0€ ELAOTIOSAPA KoL 1) EMELCOSLAKT] SpapaTIK Sopur).

To Oeatpiko Epyactrpto €xeL MEPAUATIKO XAPAKTNPA KAl 6TOXO TNV avTaAiayn

EUTIELPLOV WG TIPOG TIG €8¢ BEPATIKEG: 0 POAOG TOU BEATPOL OTNV TOALTIOTIKN
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TP6060 TG AATIVIKNG AUEPIKNG KAL 1] EVOWUATWOT NG LOAYEVOUGS, APPLKAVIKNG
Kl EVPWTATKNG KOVATOUPAG, 1 AVATITUEN UG BeaTPIKNG TAlSAywYIKNG YL TOV
AaTwvoapeplkavo nBomold kal 1 emavailoAdoynon tov Beatplkol emayyEALATOG
(Odin 2018xiii, 218). X1 OCLUVAVTNOT GUUUETEXOLVV BEATPLKEG OPASEGLe amd T
Bpalidia, Mapayovan, Apyevtiviy, BoABia, KoAouBia, Bevelovéda, Koéota Pika,
Exovadop, F'aAdia, Aavia kat to [lepov, OTWG Kal SNUOCLOYPAPOL, EKTIPOCHWTIOL
BEATPIKWV KL TOALTIOTIKWV WOPUHATWY amd To eEwTtepko, Tnv UNESCO kot to
INC-Instituto Nacional de Cultura (EBvikd Ivotitovto [ToAttiopov) tov [lepov (Odin
2018xiv, 220-221). Katd tVv meplodo €Kelvr, EMKPATEL KOWWVIKOG avafpacuog
OTX XWPLd Kot T TOAelg Ttou I[lepoV, T OTold EMAVAOTATOUV KATA TNG
OTPATIWTIKNG KUBEPYNONG KL avTISpoUv otV a’Enom TwVv TIHWV ToU TANOwpLopov
KOl TNV TEPLOTOAN TWV CUVTAYUATIKOV SIKAWUAT®WV Twv ToAttwv (Cots 2018,
100). To Bcatpiko Epyaoctipio KwwduveDel va akvpwBel, LTTOKVTITOVTAG OTNV
KATOOTOAT] TWV OUYKEVIPWOEWV KAl TOV TEPLOPIOUO TNG KUKAO@OPING TwvV
ToAltwv. Mmpootd oto adié€odo, To Odin avampooapudletal: GUUUOPPOVETAL
OTIC OOTUVOULKEG QATAYOPEVOELS, ATOPEVYEL Vo eU@aviletal opadov oToug
Sdpopovg, evw ol nbomolol mpoxwpoUv katd (eVyn oOTNV EYKEKPLUEVN ATO TO
KABEOTWS amMOOTAON HE TA XPWUATIOTA KOOTOUULK, TA HOUCIKA Opyova, TA
OKNVIKA OaVTIKE(EVA, To EVAOTOSAPA, OUYKEVTPWVOVTAG TO TANO0G KAl

TIAT|POPOPWVTAS YL TIG TIAPOVGLACELS TWV BEATPIKWV OPASWV TOV EpyacTnplov.

1% 0 katdAoyo§ Twv BeaTplkdV opddwy KL EKTPOCOTWY elval PaKpookKeAG, evSEIKTIKOG TNG
evBovolwdoug mpoomdbelag Tou Mario Delgado kot twv Cuatrotablas, xou tepAappavet Tig €&fg
Beatpikés opades: Asdrubal Trouxe o Trombone amo6 to Rio de Janeiro kat Grupo Universitario de
Arapongas am6 tnv Parana Bpadiliag, Muestra Paraguaya de Teatro am6 tnv Asuncion [apayouvdng,
Teatro Nucleo amd to Buenos Aires Apyevtvig, Teatro Runa atd tv Cochabamba BoABiag, Teatro
Taller de Colombia xou Taller de Investigacion Teatral am6 tn Bogotad Kodoupiag, Contradanza xau
Taller Experimental de Teatro amé to Caracas kat Astol amd tnv Cumana BevelovéAag, Tierra Negra
amd to San José tng Koota Pixa, Clam amd to Quito tou Exovadop, Roy Hart Theatre amd tnv
Anduze TaAAiag, Odin Teatret amdé to Holstebro Aaviag. Ou mepouflavég BeatplkeG opuddes
meplapfavouv tig €&fg: Teatro los Grillos, Yuyachkani, Taller de Teatro Kentay, Grupo la Alforja,
Teatro de la Universidad Catolica, Grupo Cocolido kai Gruppo Villa Victoria amo t Aipa, Grupo
Atahualpa am6 v Arequipa, Grupo Teatral Tacna amd v Tacna kat Toug Jorge Fernandez kot

Victor Zavala a6 to Cuzco.
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To Odin emaweitat ywx T Babld xoatavonon Ki ema@n UE TOUG VTOTLOUG
TANOUOUOVG, EUTIVEEL KL ETSPA  SNUIOUPYIKA OTIS OeaTplkés ouades ToL
epyaoTnpilov, €V Ol TAPACTACELS TOU o€ BeaTplkés aiBovoeg, TOALTIOTIKA
WBpopata, TIG TAATEIEG KAl TOUG SPOUOVLS TNG TOANG Kol TwV YyUPw XWPLWV
EVEPYOTIOLOVV €Vl TIOALTIOTIKO Kot Beatpikd milieu, To 0Ttolo oTtdvia TTapakoAovOel
EVPWTAIKEG TAPAYWYEG QUTOU TOU EMIMESOL, UE TPAYUATIKO UTOSELyUA
ouvvepyaoiag Kal avtaAdayng v mapaotacn tov Odin pe to Conjunto Nacional de
Folklore (EBvikd ZUvodo Aaikng Téxvng) Umpootd o€ €va KOwo TEVTE XIAMASwV
Beatwv (Polar 2018, 145). O Mario Delgado suyapiotel eykapdia to Odin yia ™
BonBeld Tov oV (§puom kat opyavwon tov véou Centro Regional para el Teatro de
Grupo ([epupepelakd Keévipo yua tig Osatpikeg Opddeg) amd touvg Cuatrotablas,
oxoAldlovtag OtL Bewpel 1o Odin «mpdTUTO KAl €umvevon» oto medlo NG
Beatpkng £pevvag Twv PHeBOSwWV TPOCEYYLONG TOU Kool PECw TwV barters kat
Toviovtag TNV  amoteAeopatikn SUvaun  autig NG  avTAAAayng oy
EVEPYOTIOMON TOTIK®WV TOALITIOTIKWV Tipoypappdtwy (Delgado 2018, 146). To
Odin opyavwvel barters otnv TOAN, o€ @ULAAKEG, ota TEpoVPLavA barrios, OOV
OUUUETEXEL O0TOVG TTapadoolakovs, BpnokeuTikoVs eoptacpuovs (Barba 1979, 99-
100). Ot cUVAVTIOELS AUTEG Elval EVEEIKTIKEG VIO TIG SLATIPAYUATEVTIKEG TAKTIKES
Tov Barba, o omoiog 8ev @uyopayel, aAA& emixelpel va apBpwoeLl KOWwVIKO AdY0
Kal TIOALTIKT) B£0T), TPOTIOTOLWVTAG TN OTACT] TOU SIMAWUATIKE, TIPORAAAOVTAG TIG
ALWOELS TNG ATOULKOTNTAG, XWPIG va TPOOPAAAEL ATIPOOYNUATIOTA TO TIOALTIKO
KATECTNUEVO, 0AAX OUCLAOTIKA ELGRAAAOVTAG OE UTTALVIKTIKY] PWYHUN €K TWV £0W

KOl UE Ta (Sta OTACL.

4.4 Burkina Faso (Upper Volta), A. A@pixn / 1982

ATé T 10 €wg Tig 21 IovAiov 1982, n avBpwmoAdyog Mette Bovin amomelpdtat va
€loAyeL To barter otV €pEVVA NG OXETIKA [E TOV BaBUO €ELCAAULOUOV TWV QLAWY
Fulbe, Taureg/Bella xat Hausa t¢g otemikng (wvng Sahel otnv Ag@pkn (Bovin 2009,
144-157). H Bovin Bewpel 6t néB0S0G NG TOALTIOULKNG AvTAAAQYNG TwV barters
Sev SLATAPAGCEL TOV KOWVWVIKO LOTO TWV PUAWYV, QAL TTpOKAEl Tyatia avaduon
APPLKAVIKWV ETILITEAEGEWV X0POU, TPAYOUSLOU KAl LOVGIKNG, SLAUECOV TWV 0TOIWwV
elval EQLKTOG 0 EVIOTILOUOG TWV U1 LOAXULIKWY 0TOLXElWV TNG KOUATOUpAG Toug. Ev

ovvexela,  Roberta Carreri mpogtowuadel, pe tnv kaBodniynon tov Eugenio Barba
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kat Tov Bonbov touv Walter Ybema, tov yapaktinpa Geronimo (Tlepoviuo), pe
OKOTIO VA LEGOAAPNOEL UTIALVIKTIKA QVAUESH GTNV aVvOpWTOAGYO0 KoL TIG (PUAES Kal
VO EVEPYOTION|OEL KATUHAUTIKA EVAAAXYEG POAWY AVAUECA GTOUG TTHPATIPNTES Kol
To avtikeipevo mapatmpnons. H avBpwmoAdyog, n nBomoldg, Evag HETaQPATTNG
KAl TO KWWNUATOYpA@LKO ouvepyelo Twv Jean-Pierre Kaba kat Moussa Hamidou
EMOKETTOVTAL TNV Teployxn Twv Fulbe, Liptako Emirate, otnv Burkina Faso. H
Carreri kavel TV €l0080 ™G OTNV AYOPd, POPWVTAG KATIEAO, AEUKO TIOUKAWLGO,
HoOPO TAVTEAOVL HE KOKKIVEG TIPAVTEG, €val HEYAAO KOKKLVO AOUAOUSL Kal €va
@Adaovto otnv toémn. H mapovoiaon g nbomolov avtamodidetal e opxNoTpeS
HOVGOLKNG Kol TPpayoudiov. Ot yuvalkeg avapwTiovvTal av TPOKELTAL Yo dvdpa 1)
YUVAIKQ, Ol TIWANTEG TNV ATMOKAAOUV «TPEAO AEUKO TPOCWTO», TA TALSLA TNV
tavtilouv pe tov Charlie Chaplin, paptupwvtag otL £xouvv mapakoAovbnoeL TV
tawia The Kid (To yapivl) otov Kivnuatoypd@o g tepamnootoAng (Carreri 2014,
49-52).

H nBomold6g tavtifetal pe tov griot, Tov emayyeApatio meplodevovta KaAALTEXV,
TapaAAnAo tov tpofadovpov 1 mepmAavweVoL minstrel, o omolog ep@avifeTol
omv A. Appixiy 16N amd to 1690 va TapPouoLAleL ETIIKEG APNYNOELS, LOVUGCLKY,
X0pOoUG Kal akpoPaTiKd, va Stacyilel cvvopa Kol Vo ATIEUTOAEL TIEPLYPOVNTIKA TO
KOWWVIKO status quo. A&ilel va emonuavOel 0T, Kot avTlotolla TNG
«TapeKKAivovoag» emidel&ng g Carreri, ATUTIIKEG HOPPEG TNG LOVGOUALAVIKNG
KOWwViag SlEyelpovTal CUVELPULKA, Ol OTO(EG ATMOKAAVTITOUV TA U LOACUIKA
OTOLYElOt IOV EPPWAEVOVV TNV KOUVATOUPX UG KATA T GAAX LOAXWIKNG TLEPLOXMS
™S A. AQPIKNG, IKAVOTIOLWVTAG TOV OKOTIO NG €pevvag. Iapa tadta, n Bovin
eMoNUaivel Ta TpoANpaTa Tov EAAOYEVOVV OTN XP1oT Tov barter wg epyaieiov
avOpWTOAOYIKNG €PELVAG, OF TEPIMTWOELS TOUL Jev TNnpovvTal oL O0poL NG
meBapxiag Kot Tov oefACHOV GTNV LOLALTEPOTNTA TWV EPEVVWUEVWV KOLVWVIKWYV

SOUWV KAl TIOALTIOULIK®WY CUOTNHATWV.
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4.5 Bahia Blanca, Apyevtivi] kat Montevideo,

Ovpovyovan / Maptiog - AmpiAtog 1987

ATo T1I§ 6 éwg TIg 12 Ampdiov 1987, to Odin opyavwvel, o€ cuvepyacia e TO
Teatro Alianza twv Coral xat Dardo Aguirre, to Encuentro Internacional de Teatro
Antropdlogicol” (6" AleBviic Zuvavinon Oeatpiknis AvOpwmoAoyiag — IMTA) otnv
Bahia Blanca t¢ Apyevtivi|g. To cuvESPLO CUYKEVTPWVEL TTIEPLOGOTEPOVG aTO 250
nbomolovg kol oknvoBEtes amd Tnv Apyevtivy, T XA, v Ovuvpouvyoudn, T
Bpalidia, To Me€iko, aAAd kat toug Farfa, to The Canada Project tov Richard
Fowler, to Potlach tov Pino di Buduo kot toug Tascabile di Bergamo. Yo t™Vv
QTMENTIKI] OKLA €VOG OTPATIWTIKOU TPAGIKOTUATOG, Ol Beatplkés opddeg
ovykevtpwvovtal otnv Plaza de Mayo kKt eVOWUAT®WVOUV TIG TAPOVUCLACELS TOUG
0TO YEVIKO KAl gvoplag KL eATiSag yla TnVv emikpdatnon ¢ dnuoxkpatiag (Barba
2018, 26). Ektog twv gpyaotnpinv, Twv OaTplKOV TAPOVCLACEWYV Kol TWV
TAPACTACEWV SpOUoV, TpaypatoToloVvTal barters oe barrios, avapeoca ota
OLKOSOUIKA TETPAYWVA, 0TOUG SPOLOUG, 0TI 0X0ALKEG avAég (Watson 2017a, 2-6).
Ot emayyeApaties performers ep@avilovtal GUVTOVICUEVA OE SLAPOPA OTUEIA TOV
barrio, mai{ovtag povowkd Opyava, TOumava, KOUBOAQ, TPOUTETEG, TPOUTOVLA,
opupixTpes, Slaoxilovtag toug §pouovs oe EvAomodapa, Byalovtag EWTIEG Kal
TApPoLoLAloVTAS AKPORATIKA. ZUYKEVTPWVOVTAL OE VAV XWPO OTABUEVONG, Yl VX
SexToVV TIG AVTATIOSOTIKEG TIAPACTACEL TWV KATOKWY KAL VA HETAUOPPUCOVV
TOV TIPAYHATIKO YEWYPAPIKO XWPO OE £VAV OCUYKEXUUEVO TOTO KOLVWVIKNG

OUVEVPEDTG, O€ ILa «auBOpunN TN communitas (kowotnta)» (Watson 2009b, 95-98).

[SttepdtnTeg mMapatnpovvtal oto barter tov Montevideo otnv Ovpovyouvdn, To
omolo mponyeital twv Spwpevwyv otnv Bahia Blanca kata pepikég efdopddes. Xtig
30 Maptiov 1987, to Odin cvykevtpwvel TAN00G¢ Beatwv Kot €L GUYKpPOTHHATA
LOVOLKNG Kal yopoU candombe ota gpeimia tov Barrio Reus al Sur, Votepa amo

TPOOKANOT) EKTIPOCWTIWV TG LAUPNGS KOvoTnTaS Tou Montevideo. To barter avto

Y7 Ta International Meetings of Theatre Anthropology-IMTA (AieBveis Zuvavtioels AvBpwmodoyikov
Oeatpov) Sie€dyovtan amd to Odin oe cvvepyacia pe Beatpikéc ouddeg oe SLAPOPEG XWPES,
apyxiCovtag amd to BeAtypady, INovykooAafia (1976) kat cuveyifovtog oto Mmépykapo ¢ ItaAiag
(1977), ™ Alpa tov [Mepov (1978), tn Madpit (Lekeitio) tng lomaviag (1979) kat to Zacatecas tov
Me€wko¥ (1981).
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TPOKVUTITEL LETA amd ouvavtnon tou Eugenio Barba pe tnv kowdtnta 12 punqveg
mpwv. To Odin €xeL 181 ovppetdoyxel oto Segunta Muesta Internacional de Teatro
(2" Atebvng Mapovaoiaon Oeatpov) oto Montevideo, Tov AmpiAto Tov 1986 pe Vv
opada Farfa tng Iben Nagel Rasmussen kal Ti§ mapactacels Il Paese di Nod (H
Xwpa twv Nwd), Matrimonio con Dio (I'apog pe tov ©€6) kat Moon and Darkness
(Peyyapt katr Xxkotady)!® (Chaer 2018, 154). Kabwg vumapyxovv SuokoAieg
0pYAVWONG €K MEPOUG TOV barrio kal avelAnppéves vmoxpewoels tov Odin, to
barter 8ev mpaypatomoleital Metd v emiotpo@n tov Barba oto Holstebro, ot
EKTIPOOWTIOL TOV barrio emaveépyovtal oTn cv{Tnomn Kat tpoteivouv va Stefaybel
He avtaAdayn oto Barrio Ansina, to omolo amoteAovoe £6pa TOAAWY HaUPwWV
OLKOYEVELWV TPV TNV KATESAPLON TOU KoL TIPOOPILlETAL VA GUYKPOTIOEL TO
TOATIOMKO  €TiKeEVTPO TNG pavpng kowodtntag. Avty n pewovotnta 60.000
avBpwmwv, Ttepimov 1o 3 - 4% touv mANBuopov g Oupovyouvdng, Sev vioTatal
PUATOLOTIKEG SLAKPIOELS KL TIPOKATOANYELS KL EXEL EVOWUATWOEL GTOV KOLVWVIKO
LOTO, AVAKIVOVTAS OpwS aduvapies emkaboplopol TavTOTNTAS NG SlaitePNS
kovAToVpag tG. H candombel® ek@pdlel TV TMPOEQOPLKY TTapadoon auThG TNG
KOLVOTNTAG, OTwG eEeAlONKe amd Sld@opeg TNYES, OTIWGS OL APPLKAVIKOL puBuol
OV €loNXONoAV HEe TOUG OKAAPBOUG, TO LOTIAVIKO (PAXUEVKO, ETMIPPOEG ATIO TNV
KoUBa kat v Kapaifikn kat ot KavtpiAleg TG TPWNV ATOIKIOKPATIKNG AEUKNG

aplotokpatiag.

18 H napdotaon Il Paese di Nod (H Xdpa twv Nwd) touv César Brie ekkivel amd éva amdomaopa g
T'evéoews katl Sampaypatevetal To Bépa g e€opiag. To Matrimonio con Dio (I'apog pe tov 0€d)
¢ Iben Nagel Rasmussen eivat éva povtal kelpévwv twv Teresa de Avila, Jorge Luis Borges, Juan
de la Cruz, Sergei Esenin, Miguel Hernandez, Juan Ramoén Jiménez, Antonio Machado, Jalal al Din
Rumi, Vaslav Nijinski kat meptypagetl tov épwta avapeoa otov Pwoo yopevty Nijinski kot ™
oLluy6 tou. To Moon and Darkness (Peyydpt kat ZKOTASL) eival pa TopovaeiaoT TG CWHATIKNS
efdoxnong kat ueB6Sov g Rasmussen, ) omoia cuvolilel elkoot £Tn epyaciag o€ o wpa.

¥ TMapadooiaxn povokn kat xopods g Oupouyoudns. Exteleitar kat ommv Apysvtvg, v
Hapayovdn kat ) Bpallia. H mpogAeuon] g ouvdéetal pe OpnokeuTikeg teAetovpyies. O xopods
ouvodeVeTaL aTO KPOoLoTA (TUMTIAVA SLPOPWVY UEYEBWV KAl KAUTIOVAKLA) Kot cUvSLALEL pubpKa
Kol autooyedia Bripata. [Saitepa, oto Montevideo §pactnplomolovvtal ToAAEG opddeg candombe,
0L OTIO(EG CUYKEVTPWVOVTAL YUPW AT Lo A TIKN TEPLOXN 1) Evay Xaplopatiko nyEm. llowkidovv oe
neyebog kot epmelpia, aAAG OAEG QMOTEAOUVTAL OO ULt 0PXOTPA TUUTIAVIOTWV KoL Ul OpASa

TPAYOLSLOTI| KUL XOPEVTWY, BAGLOUEVWVY O TUTIOTIONUEVOUS XOPAKTNPES (stock characters).
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To a&loonueiwto oto barter auto, elval OTL OL TTAPOVCLACELS TWV EMAYYEAUATLWOV
dev mponyolvVTAlL TWV AVTIOTOXWV TWV TOTIK®WV OUAdwv, aAAA eKTEAOUVTAL
Tautoxpova. OL YOpPELTEG, Ol HOUOCIKOL KAl TPAYOUSIOTEG NG TAPASOOLAKNG
candombe oam6 Tn pavpn KowoTnTa TOu Montevideo ouvevwvovTal HE TOUG
nbomolovg kat ocvvepyateg tov Odin oe pia ovvtoviouévn mapaoctacn (Watson
2009b, 95-96 xat 2009c¢, 9-10). £to TéAog Tov barter, o Mr. Peanuts Ttaipvel 6éom
0TO KEVTPO NG Opdomg, evw YUPw TOU CUYKEVIPWVOVTHL OL XOPEUTEG KL OL
TuuTavIoTéS TG candombe. KaBwg 1 yiyavtiaia @ryoVpa touv Bavatov Byddlet
HAOKO TOU KPAviou Kol TO OOKAKL amokaAUTTtetal 1 nbomowds Julia Varley,
@opwWVTAG TAPadoctlakd kooToVUL candombe kot GUUBOALLOVTAG TO TIAVTPEUA TWV
dVo mapaddoewv. H Spdon otapatd, Otav £vag Havpog avépag TAIPVEL TO
HIKPO@ VO, Kadwoopilel To Odin kat Stafdlel Evav Adyo OXETIKA UE TO aloBNpa
TEPNPAVELAG TNG HAVPNG KOWOTNTHS eéouttiag autng g yopms. [ v
vAoTroinom tov barter, pla nyeTikn S1EOVNG opdSa CUUPETEXEL KoL CLUVEPYALETAL UE
™mv kowotnta. IMapdAinda, ta S ta puéAn TG kowoTNnTAG ocuvvepyalovtal,
KATASEIKVOOVTHG TNV evOTNTa Twv papwv Ttouv Montevideo, kupiwg Otav n
KUBEpVnon abeTel TIG VTTOOYEDELS TNG VA AVAKATAOKEVAOEL TO barrio, To 0ToL0
amotélece €EEXOV KEVTPO TNG pavpng kowotntag (Watson 1988, 129-133). To
Odin emotpé@el Tov Oxktwfplo tou 1996 otov (8o ywpo tov Barrio Reus al Sur,
otis 0600¢ Isla de Flores kat San Salvador, ywx va Ste€dyet to Spwuevo El Trueque
(H AvtaAdayn), «kata Tto omoio ol Sia@opeg Sev vmoypappilovral, yux va
xwploovy, aAA& Yl va kaBopiocouvv tn ouvavinomn touv barrio pe to Odiny», pe
OUUUETOXEG TTOAAWV AQPO-0VPOVYOVAVWV KXAALTEXVWYV, OTIwG ot Jorginho Gularte,
Berta Pereira , Grupo Bantu, Coro Afro-América, Agrupaciéon Morenada, Morenada

Junior, Sinfonia de Ansina, Mundo Afro (Odin 2018xv, 183).

To Spwpevo autd Asttoupyel wg TPodyyeAog Tou «Bedtpou ™G apolBatdoTnTag»
(theatre of reciprocity), pe to omoio to Odin efeAicoel to barter onuepa. H
€L80TIOLOG SlaOoPa EYKELTAL OTN GUYXPOVIX TWV TAPOVCLACEWY PLAOEEVOUVTWY
Kal @oevolevwY: 6To barter 1oxVeL KUplwG 1) YPauULK akoAovdia «Seiyvw To
Sikd pov - Seiyvelg to 81kO covx», evw oTO theatre of reciprocity €loayetal

TapaAANAla Kot T TION TWV XPOVIKWV CUVTETAYUEVWY, «Selyvoupe palix.
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4.6 Headlong Harvest Feast, Hvidbjerg, Aavia kat
Theatre of reciprocity / 2003

ZtaBud oty €EéAEn tou barter amotelel to Holstebro Festuge (EoptaoTtikn
EBSopada), To omoio opyavwveTal yla TTpwn @opa to 1989, pe tnv evkatpia g
EMETEIOV TWV EIKOOTWV TEUTTWYV YEVEDA LWV Tov Bedtpov Odin oto Holstebro. Ztnv
ekdnAwon These, we have welcomed (AuTtoUg, epels kKaAwoopiloape), amo TiS 23 wg
Ti§ 30 Noeufpilov 1989, cuvavtwvtat Aavol KAAATEXVEG HE KATAYWYT] ATO EEVEG
XWPES, OTwG o Sevbuvtng opxnotpag Francesco Cristofoli amdé v Itadia, o
KWvnpatoypa@ikog oknvoBetng Gabriel Axel amd 1 FaAdia, o BaBO@wvog Aage
Haugland amé ™) NopBnyia, n toeAiota Michaela Fukacova amé tv Toegxia kat o
BoAotg Anton Kontra amdé v Ovyyapia (Varley 2018b, 5-10). ISwaitepn
onpaoctia £xel to Holstebro Festuge: The Danish Christopher Columbus (Eoptaotikn
EBSoudda: O Aavog Xpiotdgopos KoAdpupog) amo tig 7 €wg tig 14 Zemtepfpiov
1991, 6tav to Odin mpookoadel T oknvobBétida Kirsten Dehlholm amd tnv
Komeyyxdyn va oknvobetoel To Spwuevo Skibet Bro (I'é@upa mAolov) otV opo@n-
TAPKLVYK TOU OOVTIEP UAPKET TNG TOANG, 0€ oknvoypa@ia tng Birgitte Louise
Hansen kot povown Frans Winther (Odin 2018xvi, 3-7). T'a mpwtn @opd, n
Dehlholm elwoayel tautoxpoves Spaocelg, Tpoetolalovrag To «BEatpo NG
apolfatdTnTag» Kal ouvduAlovTaS TAVW OO EKATO TUPACTACELS, CUVAUALES,
happenings, SLaA£Eels Kal TAPEAGOELS 08 CUVEPYATIX TOTIKWYV CUAAOGYWV Kol TOU
Hotel Pro Forma amd v Komeyxdyn, Teatro Tascabile amd to MTEPYKAUO KAl

Akadenwa o6 to Aarhus.

[ToAAég eopTaoTikés effdouades?® Ba akolovbnoovv oto Holstebro. Méoa o’ avta

Ta mAalolwa, to Odin 1én to 2003 opyavwvel ™ Headlong Harvest Feast oto

20 Mixed Marriages - Knud Rasmussen (Mewtoi yauot - Knud Rasmussen) (4-12 Zemrtepppiov 1993),
At the World’s End (210 Té\0og ToU KOoUov) (29 Auyovotou - 6 Xemtepfpiov 1998), The Bite of Time
- the Past, the Ephemeral and Tomorrow (To kévTplopa Tou XpOvou — To TApeABAV, TO EPTUEPO KAL
70 avplo) (25 Avyovotou - 2 Zentepfplov 2001), The Splendour of Ages (To MeyaAeio Twv Aldvwy)
(27 Avyovotou - 4 ZemtepBpiov 2005), Light and Darkness (P wg kot Zkotdst) (7-15 Iovviov 2008),
Love Stories (lotopieg ayamng) (4-12 lovviov 2011), Faces of the Future - Ghosts and Fictions
(Mpéowma tov péAdovtog — Pavtacpata kat @acpata) (14-22 louvviov 2014), The Wild West -
Roots and Shoots: Re/Think (H dypia Aon-Piles kot BAaotol: Eava/okéfov) (10-18 lovviov 2017).
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Hvidbjerg g Aaviag, ocvumeplapfdvovtag otolxeia tou barter kat Tov
eoptaopuoV ¢ ovykoudns (Bredholt 2014, 337-341). EmayyeApatieg nbomoloi,
XOPEVTEG Kal TTapadooiakol povotkol amd v lomavia kat t Aavia Stapévouv yia
TEVTE PEPEG OTO XWPLO, OE £V TPOXOAUTOKLVOUUEVO EYKATECTNUEVO OTO KEVTPO
NG OXOAIKNG QUANG, WOTE va €lval opatol Kol va Kvouv v mepLépyela. ‘Otav
OUYKEVTPWVOUV TO EVSLAPEPOV TWV TTALSLWV, TIPOCTIAB0VV VA KATAGKEVAGOUV pall
opolwpaTA Kol Sepatia amo dxvpo. Exkivovtag and tnv mapéAdaocn 100 maidiwy,
Ol CUMHETEXOVTES TOTTOOETOVV TA AYUPEVIX OUOLOUATA OTLS TECOEPLG ELGOSOVG TOV
Xwpov, Tapovoldlovy TAPASOCLAKOUG OTIAVIKOUG X0pPoUS KAl (PAAUEVKO,
HOVGOLKEG oUVaLALEG Kal Beatpikég emibel€elg oty ayopd, To Snuapxeio kat tov
olko evynplag, mapadiSovv pabnpata xopol oe NAkiwpévous. Ta axupévia
SEHATIA KL OMOLWUATH UETAPEPOVTIAL OE TOUT] OTOV TOTIKO ayvpwva. H
OUVEVPEOT eKTUAloOETAL pe saeta, Ta TpayoLSla TngG moumng tov [ldoxa otnv
Avéadovoia, xopovg TOAka Kol Sevillanas, avayvwomn Tomong omd Toug
OUYYPAPEIG KAL LPNYNTES LOTOPLWV TOV XwPLov. AEIleL va ava@EPOVUE OTL 6TOXOG
™G évtaéng Twv MolKiAwv Tapadoolakwy otolyeiwv dev elvatl n amopiunon 1 M
AQUOEVTIKOTNTA, AAAA 1) 6ULEVET] TOUG, APOV OTNV LOTIAVIKY HeEAwSia eival Suvatov

va e@apuooTel Savikn oinon.

Avt 1 Beatpkn epumepia emavarappavetat oto Idom g Aaviag to 2005 kot oto
Rgros g Nopfnylag to 2007, ot moapaoctacels City Arabesk (Aotikod
ApaBovpynua) (2011) kot Saeta (Zaéta) (2013), 6Tws kat ota Holstebro Festive
Weeks: The splendour of ages to 2005, Light and Darkness to 2008, Love Stories to
2011, The Wild West-Roots and Shoots: Re/think to 2017. & 0AeG TIG CUVEVPETELS,
efatpoupévng avtg oto Rgros ¢ Nopfnylag, 6mov xpnolpomoteital mayog, ot
emayyeApatieg performers og cuvepyaoia pe TOTIKOUG aypOTES, KTNVOTPOQOUS KL
AAAOUG EDEAOVTEG HETAUOP@PWVOUV TOV TPAYUATIKO XWPO OE TAPACTACLUKO,
KATAOKELALOVTAG aTtd SEPATIA AYVPOL pLav apéva otov TuTo Tou KoAdocoaiov tng
Poung 1 éva apu@iBéatpo otov TOTO TOU apyaiov eAANVIKOU OeATPOL KAl AAAES
QPXLTEKTOVIKEG pop@EG. Ol ouvavtnoelg TeEPAaUBAvouV TOTILKOUG GUVOEGUOUG,
aBANTIKOUG GUAAGYOUG, SNUOCLX OYOAELX KAL YEWTIOVIKEG OYOAEG, ELPAVIOELS {WWV,
OTIWG AAoya, Aayol, xoilpol, TPORATA, CKNVIKN EVTALN YEWPYIKWV UnYavnuatwy. Ot
TAPOVCLACELS TOVL theatre of reciprocity Slakpivovtal amd TNV TAUVTOXPOVN

oVuUTPadn ETMAYYEAUATIOV KL EPACITEXVIKWV OOUWV, OTWG Yl TopASeLyua,
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XOPEVUTEG UTAAETOU 1 PAQUEVKO HE GAOYQ, TPOKTEP, LTTELS, LOTOCIKAETIOTEG.
[Ipémel va ava@épovpe, €miong, OTL oTA SPWUEVA UTA €V TOPATNPOVUE TN
HELOVWEV TTapovoiaon Twv barters, aAAG EMOVAANTITIKOTNTA KL SLAPKELX GTOV
(6l0 OWKIONO YlA TIG EMOUEVEG HEPEG, KABWG EVTAGOOVTAL OTO EVVIXIUEPO

ekdnAlwoewv g Festuge.

A&ilel va onuelwBel, 6TL 1 yLopT) KATAANYEL O€ YEUUQ, TO OTIOLO TIAPACKEVATETAL
OMaSIKA TPONYOUUEVWG 1) TIHPGAANAa pe TN Sleaywyn Twv TAPOUCLAGEWY,
eloayovtag To oTolxelo NG Oo@pnong Kot NG yevong oTo  SPWHEVO.
XapakInpLloTik €lvat 11 CUAAOYT TWV VALK®OV YlX TNV TPOETOLHAOGIA TG GOUTAG
oto Rgros, 6mov tpayoudia avtaAAdcoovTal e AXYaVIKA, OTIwG KL 1) TIPOCGQOPQ
Ywpov kat {eotoV chilli con carne xatd ™ SLEpKELX TWV TEAEVTALWY AETTTWV TNG
Saeta. K&dBe ovotatikd otolyelo NG yloptng oLVELC@EPEL ' AUTO OV EEPEL VA
KAVEL KOAVTEPQ, E(TE TIPOKELTAL YIX KAAGIKO XOPO, XELPLOUO YEWPYLKWVY EPYUAEIWV
KAl HOYELPLKY E(TE ylAd TNV TPOCEPOPA €VOG KAPOTOL Kal TN Sudbeorn €vog
xapoyedov. Q¢ gk TOUTOU, 1| OLVEVPEDOT SLACPAAI(EL TO KOWO TNG, a@ol OAol
EMOLIOVY VA TTAPAKOAOVONGOUV [LX TTAPOVCINOT TIOV ATIOTEAEL TIPOIOV TWV (SLwV.
‘Etol, 1 Beatpikny ouvOnkn emiyelpel va EVOPXNOTPWOEL KAL VA OUVEVWOEL
KOLVWVIKOUG KUKAOUG, OL OTI0{0L GUVUTIAPYOUV, XWPIG va ouvavtTlouVTAL OTHV

KaBnuepLVOTN T
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Ke@draio D

[IpoSpoKEC KAl TTAPAAANAEG

TPAKTIKEC

5.1 Minstrels

[Slaitepn onuacia ywa tnv €pevva Tou barter wg MeSIO0 KOWWVIKOTOALTIOULKNG
aAAnAemiSpaong kKot oOUTPAiNG TEPAV TWV YAWOOIK®V Sl@OpWV 1 TwV
SLETKOLVWVIAK®WY HECOAAPNOEWY TAPOVCLATEL WA TPOCEYYLON AVTIOTOLXWV
TPAKTIKOV OO0 SLAPOPES XWPOXPOVIKEG GUVTETAYUEVEG. AOUIKA oOTOlXEla TOL
Beatpikoy barter mpolmapyouvv ota Oeatpika Spwpeva. H avamapdotaon
HLOVOAOYWV 1] TOMUATWY, 1 TAPOVCIAOT) MOUCIKNG, TPAYOLSLwV 1) XOpwVv, Ol
embel€els akpoBATIKWY Kol TAVTOUIHAG ATIO TIEPLTAAVWOUEVOUG KAAALTEXVES, OTO
TAQIOLO0 UG TIEPLOTACLAKNG KL qUBOPUNTNG CUVEVPEDTG ATIOTEAEL AVATIOOTINGTO
OUOTATIKO TNG TIOALTIOTIKNG {WT)§ TWV AYPOTIKWYV 1] AOTIKWV KOWOTITWV AVA TOUG
awwveg.  OL  peocawwvikol  jongleurs  (tayvdaktuvAovpyol), oL  minstrels
(TepumAavwpevol povotkol Kal Tpayoudioteg) ota medicine shows (Bedpata Twv
ywtpikwv) twv Hvwpévwv TMoAteiwv Apepikng, ol meplodevovteg azmari g
ABroTtiag, ot bauls Tng BeyydAng, oL totyyavol tns Povpaviag kat g Ovyyapiag, ot
Hovokol Tov Me€ikov pe marimba kat KIOAPES, TA VIOVETA BLOALOV KOl AOKAUAOU
™m¢ A. IToAwviag ouvviotovv Slaxpovikd kat Statomiko @atvopevo (Reck 2017, 5-

11).
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EnayyeApaties povowol, jongleurs 1 minstrels, ep@avifovtal otn HECALWVIKY
Evpwmmn amd tov 10° aiwva, Ta&ldevouy PLovoL 1] 0€ OPASES, EMIOKETTOVTAL XWPLA
KAl KOAOTPOTIOALTE(EG, KATXAAUBAvoUV SpOUOVG Kal ayopés, mailouv HOUGCIKY,
Tpayouvdovv, YOpPeVOLY, TAPOVCLATOUV HAYIKA TEXVACUATA Kl EMISELKVUOLV
exmatdevpéva {wa (Slocum 2017, 2-3). Meocawwvikol minstrels cuvavtwvtal o€
TAPEAACELS 1| TIOUTIEG, ETMIONUOUG €O0PTACUOVS UTOSOXNG EVYEVWVY, ELSIKES
EMETE(OVG TTAVETIOTNIIWY KL GAAWV ISPUHATWY, YOAUNALEG TEAETEG, OAAX Kol o€
Tafépveg, mavdoyxeia kat Aovtpa moAewv (Peters 2017, 8-12). Ov moAiteg
AVTATIOSOTIKA aVOAAUBAVOUV TOV ETOLTIOUO TWV KAAALTEXVWV HE XOLPLVO KPEXG,
Ywpl Kot kpaol, Tpoo@Epouy Eva Tavw@OpL 1 AmolNUWVoUY HE Alya Xpuata
(Beukers 2017, 7-14). Avtol ot KaAALTEXVEG SLAcWIOVV TA ACUATIKE SPWUEVA TOU
AdkoU TOALTIOHOVU, VHUVOUV TN Sl@OopeTkOTNTA, TNV eAgvBepla koL v
aded@oolvn, péoa oe  éva  KALA OLUVAVINONG KAl  QVTOAAQYNG, EVW
TPOTIAPACKEVALOVV TEXVIKEG, UECA £KPPAONG KL ETMKOWWVIAG, oloONTIKEG Kol
SixTua, Ta oTola APYOTEPA EUTIVEOUV KL EVOWUATWOVOVTUL OTNV TPAKTIKY) TOU

barter.

5.2 O£aTPLKOG OpYAVIONOG Gardzienice

AvtioTtoleg avalnTioelg Kol Katevhivoelg e autég Twv barters, cuvavtwvtal
otV MoAwvia ™ Sekaetia Tov '70. ToVTO OYVEL WOLALTEPWS Yl TOV BEATPLKO
opyavioud Gardzienice (I'kaptlevitoe) touv Wlodzimierz Staniewski, o omolog
eykawLalel To €i8og Tov ethno-oratorio (eBvo-opatoplo) 1 village-opera (aypoTikn
omepa). O Staniewski ouppetexel oto Laboratory Theatre tov Grotowski amd to
1971 éwg to 1976. Tov Avyovoto tov 1977, eykabiotatal otnv Gardzienice, kovtda
oto Lublin ™g IoAwviag kot 8pOel 1o Gardzienice Theatre Association. O
TPWTOYEVIG TUPNVAG TNG OUASAG SLAHUOPPWVETAL ATO WEAN TNG POLTNTIKNG
opuadag Scena 6 KAl TWV EPACLTEXVIKWV BOeaTplkwv gpyaotnpiwv tov Lublin
Theatrical Culture Society. Katda ta €¢tn 1982-83, ot Henryk Andruszko, Jan Bernad,
Piotr Borowski, Krzysztof Czyzewski, Mariusz Golaj, Jadwiga Rodowicz, Tomasz
Rodowicz, Jan Tabaka, Wanda Wrdébel kat Anna Zubrzycka cuviotoUv pia Beatpikn
KOLWVOTNTA, T OTola HeETaKWElTAL o€ expeditions, &nAadn meplodeieg o€

QTOUOVWUIEVEG AYPOTIKEG TIEPLOXEG TNG VOTLONVATOAKNG [ToAwviag, pe okomod
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ovvevpeorn pe eBvikég pelovotntes Oukpavwyv, Agvkopwowv kal Lemkos?!

(Filipowicz 2017, 54-55).

Ot nBomotol petakvouvtal el Ao XWPLO GE XWPLO, OTIPWYVOVTAS Yl WPES UL
XEPAUAEN UE ATOOKEVEG, UAYELPIKA OKEVUN, TPOUNOELEG TPOo@IUwV, KOUPBEPTES,
OKNVIKA QVTIKEHEVA KOl KOOTOUULX, HOUGLKA OpYyova Kol opnTEG BEpUATTPES.
Mayetpevovy, Tpwve Kot Tpayoudolv 6ot palt. BonBolv o évag tov aAdov, kaBwg
TPOXWPOUV HECK AmMO AdOTN 1 TAvw o€ 0AoONpPovg Ppdxovs. Bswpolv TN
OWUATIKN TPoOoTIGBEL avaykaia Yyl T o@upnAdTnon PYuxIkng c0evapOTTAS Kal
™mMv eKKOAaYn SeOUWV OLVTPOPIKOTNTAG. Evia@épovtal va evtomioovv évav
QTOUOKPUGHEVO OLKIOUO KAL VA SLEPEVVIIOOVV AULYEIS KL YVI|OLOUG TTOALTLOULKOVG
KwOkes. Ta wéAn g onadag eykabioTavtal 6ToV OKIOUO, KOLVWVIKOTIOLOUVTAL,
OUOXETI(OVTAL UE TOV ATIOUOVWHEVO TIANOUOUO Yia HEPLKES HEPES, avalnTOVV TOUG
YNPALOTEPOUG, €KelvOUg oL oTolol  SLPUAGOGOUV TNV TOAITIOUIKY  AQiKY)
KAnpovould touv TOmou Toug. To Gardzienice opyavwvel gatherings, SnAadn
OUYKEVTPWOELS, KATA TN OSLAPKEWX TWV OTOIWV OCUVEVLPIOKETUL HE EVTOTILOVUG
KATO(KOUG, yla v Tpayoudncovy, va XopEPouv Kal va cUH@Aayouv. OL CLVAVTIOELS
QUTEG AELTOVPYOUV WG EPEBLONA YL TNV EKSNAWOT TNG AXTKN S TIapadoomg, agov ol
KATOlKOL TTapovcolalovv Tapadoolaka Tpayoudia kal VUVOUG, xopoUS KL e0LHIKA
Spwpeva 0 HV  ATHOCEAPA  E0PTAOTIKNG ouvavactpo@ns. Ou mbomotol
avtamodidouv UE TIC TAPACTACEL TOUG: TIPOKELTAL YIX T Epya-Spwpeva Spektakl
wieczorny (Bpadwn Iapdotaom), mov mnydlet amd to €pyo Pantagruel xou
Gargantua (Tapyavtovag kat IMavtaykpuvéd) tov Frangois Rabelais ki amé to
Sevtepo pépog tov Dziady (Ot IIpdyovol) Tov Adam Mickiewicz' Gusta (Mayeia), To
omoio Baciletatl oto Mépog I, Il kat IV Tou (Stov Tmomjpatog kat Zywot protopopa
Awwakuma (H Zwv touv Apxiepéa ABBakovp), mapdotocn Paclopévn oTnv

avtofloypagia Touv opwvupov Pwoov 0pbodotov tepéa (Cioffi 2017, 105-108).

21 01 Lemkos amotedoUv €0vikn pelovotnTta, 1 omoia péxpt to 1945 katowkel pa éktaon Twv
Kapmabiwv avapesa otov motapd Poprad Sutikd kot tnv koldaSa tov motapol Oslawa avatoAikd,
pa epoxn g onuepvng MoAwviag, g emapyiag (Bogfoda) g Mikpotepng [oAwviag kat g
[Movtkapmatokie. MidoVUv o€ StdAekTo, otnV omola 0 6pog lemko TIPOKVUTITEL ATIO TNV KOLVT| (PPAOT)

lem, SNAAST «OUWG», «LLOVOX» 1) KTV,
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H Halina Filipowicz meptypdpel éva gathering otn Nowica tng [loAwviag, otig 22
OktwfBplov 1981, 1o omoio Sta@wTilel CLUVONKEG OV AVAKAAOUV €EKEIVEG TWV
barters (Filipowicz 2017, 6-15). H opd8a kdavel v €i0086 TG 0TO XWPLO UE
TAPEAAOT], XPWUATIOTA KOOTOUULA, TPAYOUSLH KAl HOVUGIKEG, GUYKEVTPWVOVTAG
TNV TEPLEPYELX KAL TO eVSLa@EPOV TwV Katoikwv. Ot Piotr Borowski kat Krzysztof
CzyzewsKi €youvv 1161 TtponynOel pepkés eBEoUASES KL £XOVV EVTOTIOEL KATAALV A,
oto omoilo 1 opdda eykabiotatal Otav o Kapdg To emTpEmel, oL nbomolol
eEaokovv TN SVvaun, TNV AVToX1, TNV EAACTIKOTNTA, TOV pUOUO, TV LoopPOTIid KAl
TO AVTAVAKAQOTIKA TOUG O€ KON B€a, 0TO KEVTIPO TOU XWPLOV, TTAPAUEVOVTOS
avolytol, @ulikol kat elikpveis. Tn pépa TG ouykévtpwong, oL nBoTmolol eKTeEAOVV
TPayoLSLA TNG TIEPLOXTIG ATIO OTILTL OE OTITL, KOUBEVTIAOUV LLE TOUG AYPOTES YA TIG
TAPOAAAYEG TWV HEAWSLWV, AOTELEVOVTAL, AKOUV TA TOAPATOVA TOUG YlA TNV
OLKOVOULKT Kplon 1 TV €x0pLkn TOALTIKN TNG KUPBEPVNONG EVAVTIOV TWV AYPOTWV.
Kata ™ Sapkela g @UAKNG culnTnong, oL XwpLKol AoLVEISNTA XAAAPWVOLY,
EYKATUAEITIOVV TA TIOAWVIKA KAl pAoVv otn StaAekto Lemko. H ouvavinon ekva
otTiG 7.30 .., HETA TIG AYPOTIKEG KOl OIKIAKEG EPYATLES. AlpKEl HEXPL TIG TIPWTES
TPWLVEG WPEG KAl TEAELWVEL UE GUAAOYIKO X0pd Kal yevpa. Méoa otov yaunio
PWTLONO TOoV Swuartiov, ol Gardzienice, KABLOUEVOL GTO TIATWA, VTTOSEXOVTAL TOVG
KATo(koUG KAl 06MYoUV TOUG YNPALOTEPOUG OTNV TIUNTIKY TPWTN oelpd. ‘Otav ot
nbomolol opoAoyouvv O6TL EMOVHOVYV VA KKOUGOUV T TPAYoLSLA TOUG, TIPOKAAOVV
aunxovia, aAAd KAt aVopOXAELOT TWV UVILOVIKWV CUGOWPEVCEWV TWV XWPLKWDV,
LE ATOTEAEOUA TNV AVASLOT KL AVASLATIPAYLATEVOT TNG LOVGLKNG TIPAS00MG TOU
xwpov. Itig 9.30 .. ot nBomolol avtamodiSovv pe TIG TMAPACTACELS TOUG, Ol
HOUOLIKEG TWV OTIOlWV €TIONG €YEIPOVV TOALTIOUIKOUG CUVSEGUOVG UE TOV TOTO,

WOTE oL YWPLKOL va evtaxBolv auBopunta ot Xopikn dpdon.

EvSia@épov mapovoidlel o ocuoxeTiopog tov barter pe ta gatherings, katd T
SLApKELX TWV OTIOIWV TO BEATPO CUVEVWVEL AKPOPATIKEG KOl CWUATIKEG KIVI|OELS,
XELPOVOLEG, LovaLKn, Kelpeva kat Sofaoieg TNG AATKNG KOVATOVPAS, EMITACOEL TN
Spwoa oxéon @wVNG KL ovamvong Kol oVOKOAEl €va eVOTIKTWEEG, UEOEKTIKO,
XOPLKO SPWEVO, OPUWUEVO ATIO TN GUAAOYLIKT TAUTOTNTA THG opddag (Allain 2017,
100-107). To Gardzienice kai to Odin apvovTtal amd Pia KO aloONTIKN €0Tia Kol
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OVUBLWTIKY KAONUEPWVOTNTA, WOTE Vo TavToTomBovv o€ aAANAemiSpaot Kal
OUVA@ELX [E TOV GAAO, Xwpic va avTtoavalpefolv o€ PAypa UE TO TIPOKEIUEVO.
EmmAéov, og avtiotolyia pe To barter, Ta péAn tov Gardzienice amevBVvovtaL 0TOV
«amoidevTo» Aaod, yia va 8t8axboUv TO KOWWVELY, EVW ATOYUUV®OVOVTAL ATO TO
Beatplkd TEYVAOUX KAl TNV emTNOELON, YW Vo €0SVo0UVV TEPAV  TWV

KOW®VIKOTIOALTIO UKWV (QPPAYUATWY GTNV EVOPUTOT) TWV CUUUETEXOVTWV.

5.3 Peter Brook kat A@pikn

Zto (610 mAalolo evtdooetal Kat To Tpnviaio tagidt touv Peter Brook otnv
Alyepla, To MaAL tov Niynpa, to Mmeviv kat T Niynpla tg A@pLkig Kata ta €
1972-73. Tnv 11 Aekepfpiov 1972, o Brook kat pia opdda tpldvta cuvepyatwv
Tov, nbomolwv, TEXVIKWV Kal Bonbwv, eKvoUuv €va TELPAUATIKO, SLEPEVVITIKO
takib, To omolo emboteital amd to AleBvég Kévtpo Oeatpikns ‘Epevvag tovu
[apiowov (CIRT - Centre International de Recherche Thédtrale). Avaueoa otn S1ebvi
opada nbomowwv tagdevovv 1 Natasha Parry kat o 'aAdog Sylvain Corthay, ot
Bruce Myers xat Helen Mirren amo v AyyAla, o lamwvag Katsuhiro Oida, o
EAAnvoapepikavog Andreas Katsulas, o 'dAdog Francois Marthouret, ot Apepikavol
Lou Zeldis kat Michele Collison, n Miriam Goldschmidt am6 ™ I'eppavia, o Malick
Bagayogo am6 to MAAL, aAdd kat o A@plkavog tupmaviotng Ayansola kat m
Apepikavida povowkdg Liz Swados, o unxavikdg Gerry Sturgeon kot o I'dAAog
mapatnpntig Daniel Charlot. ‘Eva kivnuatoypa@ikd cuvvepyelo, 11 @WTOYPAPOG
Mary Ellen Mark kot o AyyAog ouyypa@éag John Heilpern toug cuvodetet. H opada
avoxwpel e avtokivita amd v AAyepia Stapéoov NG eprinuov Zaydpa mpog Tov
Bopeto Niynpa kat to Aykavtel, 6mov Stapével yia pia efSopdda. Xtn ovvéxela,
katevBuvetal pog tov NotTo Niynpa kot to Ziviep, Staoyilel Ta cvvopa TNg
Nuynplag mpog to Kdvo, ouveyilel ota kevipikd @tdvovtag to T{og kal tnv
Tavemotnulaky moAn Tpe ¢ Niynplag, kataAnyel kat cvvavtd tov KoAmo tng
lF'ouwvéas oto Kotovov tou Mmeviv (Aaxopén). AkodoVBws, katevBiveTal fopela
TPoG TNV mpwTtevovoa tov Niynpa, Nwapév, ovveyilel pog to 'kdo Tov MAAL Kot
eMOTPEPEL 0TV Adyepla Staoyilovtag t Zaydpa. H autokivnTtomopumr) peta@épet
KOUTLA UE TPO@LUA, HOVOIKA Opyava, Beatpikd avtikeipeva kat Taéldevel 8-9 wpeg

KAOe pépa, evw To BPASL aVaKTA SUVANELS GE AUTOOXESIEG KATAOKNVWOELS.
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Eivat afloonueiwto to mpwto Spwpevo oto In Salah g Adyeplag, 6tav o Brook
amo@aoifel vo TOTTOOETINOEL TO KOUTL HE TA HOUCIKA Opyava KL €va XOAL oTnv
ayopd. O mnbomowol emAéyouv @AGovTA Kol TUOUTIAVA, €vw TO TAN00G
OUYKEVIPWVETAL HECH OE WA YOAAPT ATUOC@OPA, XWPIS va VTAPYEL O
Slaxwplotikds Toixog nbomowwv kot Beatwv. Kabwg Sev vmdapyel €tolpo
TAPACTACLAKO VALKO yla TNV TtepioTact), ot nOoTmolol Tapovotalovy TpayoLdia Kot
LOVGLKT), TUNUOTA  TIPOETOLUACHUEVWV QUTOOXESLACUWY, XwpLls  va
mpokataAapufdavouv tn ovvéxela. Elval evilagépov To yeEyovog OTL yla TNV AETTO
TPOG AemTO €EEAEN TOU SPWUEVOL XPELACETAL AMAOTNTA KL ETOLUOTNTA, QPKEL
oMAad éva avtikelpevo 1 pa kivinon kat 1 eveavtaotn aflomoinon tov. ‘Etoy,
o6tav o Katsulas tomobetel Ta TAMOUTO TOU OTN UEOT) TOU XOALOU, OAoL
KATOVOOUV OTL TPETEL VA «TIAIEOVV» W UTO TO ATIAG QVTIKEIIEVO, EYKAVIATOVTOG
To shoe show (Béapa Tou TATMOUTOLOV), HECK OE Ml «OoULVAVTNON abwwv, pla
ylopT», UTPooTtd oc €va koo «avolyto» (Heilpern 1999, 66-70). O Brook, o€
ouvvévtevén tou otov Michael Gibson, meplypdpel éva dAdo Spwpevo, To omolo
emiong amokaAVTTEL TN Baplvvovoa onpacia TG Tuxalag, aubopunng,
avtooxedlag, apolBaiag cvvavtnong (Gibson, Brook 2018, 10-11). Ta matdia piag
Q@PLKAVIKNG KOLWOTNTHG TapakoAovBolv Toug mnbomolovg Tov Brook va
TPAyoLSoUV Kol VX XOPEVOUV OTNV KATAOKVWON TOUG HECH OTO 8A00G Kol
TPOGKAAOVV TNV OUASA VO TTAPACTEL OE LA VEKPWOOLUT TEAETI) TOV YWPLOV TOUG. Ot
A@pixavol TeEAoVv TOUG YopoU§ Kal TOUG VIVOUS TOUGS Kal {nTtolv auBopunta amo
TOUG oLVEPYATEG Touv Brook va cuppetéyouvv pe toug StKoUG TOug Xopoug Kal
TpayoLSia. Ot A@pikavol avTidapBdvovtal Ta Kowd onpelq, TOUG OLKOUUEVIKOUG
KWOLKEG, Ol OTOo(0L CUVEEOUV TA SPWUEVA AUPOTEPWV TWV OUVTEAECTWV TNG

OUVEVPEDNG.

O Peter Brook eu@opeitat amdé v apyn TNG OXETIKOTNTAG, OTWSG oUTNH
TEPLYPAPETAL ATO TOV EAANVOAPUEVIO HUOTIKIOTH (PAO00MO KOl TIVEVUATIKO
ddoxaro George Ivanovich Gurdjieff. H apxn aut)] @avepmvel KATAAUTIKA TNV
AUETABANTOTNTQ, 1) OOl EUPAOXWPEL GTNV TIOAVTIAOKOTI T KAL TNV TIOKIALQ TWV
@awopévwv (Nicolescu, Williams 2018, 10-11). ' tov Brook, n dnuiovpykn mnyn
elvat mavta (8la, aAAA 1| TPOOWTIKNY €K@pPaoT 8LAleL Kal Sla@EpeL, Ta KAaSLA Tov
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SEVTpoU eKTEIVOVTAL 0€ SLAPOPETIKEG KATEVOVVOELS, 0AAG TIPOEPXOVTAL ATIO TOV
(610 kopuo (Schechner, La Bardonnie, Jouanneau, Banu 2018, 11-12). H cuvavinon
a@opuatal amod 1o «onuelo undév» (zero point) kal eykabiotatal ¢’ éva mAaiclo
aVOoLYTNG Kal tuxalag, poikng ocuvaptnong. Lotoéco, o Brook tovilel 6TL aut) 1
«auBopunTn SNULOLPYIKOTNTA» (Spontaneous creativity) eEedlooeTal eAevBepa KL
avolytd, yatli upmopel va PBaciletal oTo OTEPEO OWKOSOUNUA TNG KOLWNG
exmaidevong kat cupuBiwong TG OPASAS YIa HEYAAX XPOVIKA SLACTHHATA, TX OTIO(X

ouxva ayyifouv kat ta dvo xpovia (Weber 2018, 2).

Avodoyieg moapatnpovvtal avapeca ota barters kol Toug BOeaTplKkovg
Tewpapatiopovs tov Peter Brook. IpwTtiotws, dev eival tuyaio 0Tl Ta pHéEAN ™G
opadag tov Brook Sev polpalovrtat povo Tig (Steg aloOnTikég avnovyieg, v S
Beatpikn) €€A0KNOT, XAAQ KOl KOLVEG KABMNUEPLVEG VTIOXPEWOCELS Kol SEGUEVOELS,
TPOKEIHEVOU VA OUUBLWOOVV  KATA Tn HAKPOXPOVIA TIPOETOLHACIA  TWV
TAPACTACEWYV, KAAX KAL VO CUVOPYAVWCOUV TNV KATACKNVWOT] O€ LAV AyVWOTN
XWPA KAL VA QUTOPPLOIIcOVY TNV KowoTnTA 0TV £0Tia TouG. 'l Tov Brook, aAAd
kat Ttov Barba, «ta mdvta tpo@odotolv Tn JSovAeld», KaBWG 0 KOwOg
KQAAMTEXVIKOG Kol kaBnuepwog Blog g opddag Sev alwvel povo pa
TPAYUATIOTIKY] QUTAPKELN, OGAAA OUVTEAEL OTN OUOTE(PWOT WLAG OPYAVIKNG
kowotntag (Heilpern 1999, 50-51). EmmA£ov, pe T1g ouvavTtoelg autég, ot Vo
OKNVOBETEG €MISLWOKOVV va amopakpuvBolv amd Tov Tadlkd EALTIONO TOU
BeaTPlkOU KATECTNUEVOLU KOl TOUG ETLKOVWVLIAKOUG (PPAYUOUG TOU KELUEVIKOU
Kwllka, va Tpooeyyicovuv €va Aaikd avolytd, TmpooTmeAdoiuo Béatpo,
SlTMEPVOVTAG TNV TUTOTO(MOT KAl TNV  KOVOVIKOTNTA, EMSLWKOVTAG ML
«OUUPWVI» HECW TNG «AOVLUPWVING», EKUETAAAEVOUEVOL HAAOTPOTIO aVOpWTILVA
SUVAULKA KL ETEPOKANTA YewYpa@ka TAaiolx (Heilpern 1999, 22-23). O Brook kL o
Barba avalntolv pia dueon emkowvwvia, «KETL Tov TPokaAel v (Sla evtuTwon
OTIOUONTIOTE GTOV KOOHO», UE TN Slaopd 0TL 0 Brook emSiwkel o€ MOTNUOVIKO
emimedo évav «kwSka», P «BEATPIKT] YAWOOA», 1 OTIOIX ETITPETEL TNV EMAPN
avedapTNTwS TV AéEewv, evw o Barba Siepeuvda o€ KOLVWVIKOTIOALTIKO eTtieSO I
«KOATAOTAOMN», T OTOlQ ETLTPETEL TNV ETAPN AVEEAPTNTWS SLAPOPWV, XAAQ Kal
efattiag toug (Taviani 1979, 103). EmumA€ov, o Brook, 0mwg kat o Barba, otnpiet

™mv €KBacTn Twv CUVAVTICEWV GTNV «TIPOETOLLAGio», 1 omola Sev TavTileTal pe
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™mv mpoBa, SnAadi pe v mayiwon pag akplBos xwpoxpOVIKNG GELPAS SpACEWY,
QAAG TEEPLYPA@EL [La SLAPKI] KATAOTAON ETOLUOTNTAG KAl QVTATIOKPLONG OTO
Tuxaio, pepovwuévo mepLBAaAAov, Stakpivel To avBOpUNTO, TUXAO EPEOLOIA OO TN
OUVELSNTA ETMAEKTIKN AVTATIOKPLON 6’ AQUTO péod Ao pLa olkela kowvn Se€apevn
Spdoewv TG ouadag (Schechner 2018a, 24, vmoo.27). Qotoéco, to Odin Sivel
UEYQAUTEPT £U@QACT) OTNV TPOETOlHAOIA, KaBwS ol MmBoTmolol eEVowHAT®VOLV
TUTTOTIONHEVOUG POAOUG KAl ETOLUA ATIOCTIACHATA ATIO EVA PETEPTOPLO KIVI|CEWYV
KAl XEPOVOMLWY, T oTola 8ev  elval  QUIY®WS OUTOOXESIAOTIKA, OAAG
TPOETOLHAOUEVQ, TIEPITTOV OTIWG Ta lazzi Tng commedia dell’arte (Watson 1995, 27-
28). OL KWnNOWAOYIKEG aUTEG  TAPTITOUPEG  AMOOTIWVTAL  €lte  amo
TPOTIAPACKEVAOTIKEG AOKNOELS TNG CWUATIKNG eKkmaidevong twv nbomolwv Tov
Odin eite amo opyavikeég SpACELS TTAPACTACE®Y TOVG. Ol SUO TIPAKTIKEG ETIXELPOVV
™ Oyepon pag apolfaiag, offlactng avtamokplong, HIKG U TOPEUPBATIKNG

OUVETILTEAEDTG SLAPOPETIKWV TEAEGTWV.

5.4 Richard Schechner kot «atoOnTiK) epmELplo»

[Tapopolwa mpooéyylon €xel e@apupooet o Richard Schechner otn peAétn tou
oavokpLTikoU yelpdypapov Natvaocaotpa (Natyasastra) (6° at m.X.-2° at p.X.)
Tov Mmapata (Bharata-muni), To omoio mpayuatevetalt T Oewpla TG
mapaoctaons (o 6pog natya cuVENAWVEL TIG £VVOLEG TOV XOpOoU, TOU BEATPOL KAL TG
HOVGLKTG) KL QTOTEAEL TOV TTUPNVA TIOAAWV EL8WV TOV KAXGLKOU vSikoU Bedtpov,
o0mws ta kathakali?? ko odissi?3. O Schechner Sivel éu@aomn otV €MOTNUOVIKNY
aLtloAdynomn Kot OeaTpikny €@appoyn G «xobnTikng eumelpiag», g rasa. H
Natyasastra eppunveVeL TN rasa w¢G «TO CWPEVTIKO ATOTEAECUA TOV epebiopatog

(vibhava), tng akovolag (anubhava) xat ekovolag avtidpaong (vyabhicari bhava)»,

22 To kathakali eivan kAaokd wdik6 xopoBéatpo, To omoio katdyetal and v Kerala g votiag
Ivéiag kat avamaplota otopieg amd v ok mapadoon, 6TwG Ta wdika €mn Papaywdva kat
Mayaumapata. Mailetat amd avdpeg kot yopaktnpiletal amd To TOAVXPWHO MHAKLIYLA] TOU
TPOCWTOU KOl TA TEPITEYVA KOOTOUULA, TA KPOUOTA KAL TI HOUGIKY, TIG XELPOVOUIEG KAl TN
OWHATIKY EK@paoT.

23 To odissi elval KAaoko vSkd xopoBeatpo, To omoio katdyetal and v Orissa NG avaToAKNG
Ivéiag kat avamaplota pubikés kat Bpnokevtikés otopies. Mailetal amd yuvaikes pe ™ xprion

OUUBOAK®MV KOGTOVUL®DV, CWUATIKNG KIVIoNG, EKQPACTG TOV TIPOGMTIOV KL XELPOVOULWDV.
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«Tn yevon mov PBLwvVoupe, OTav avapelyvOOUE TOIKIAG apTUUATA, CAATOEG KAl
Botava, aloBavOUEVOL CTOUATIKI] ATOAQUOT», «TNV €UXaPioTNon TOoU PLWVEL O
Beatng, Otav amodaufdavel To emTEAOVMEVO ouvaicOnua Twv nbomolwy,
EKPPaoUEVO oe Aggelg, xelpovopieg kot awobnipata» (Schechner 2017a, 4-13).
Toppwva pe T Beswpia Ttov Schechner, pa mapdaotaon Baclopévn otnv
«aoON Tk gumelpia», eV 0TOXEVEL OTOV SLAYWPLOUO KAL TNV ATOCTACLOTIOM O,
QAAG VIOBETEL TN OUVEVPEOT] TEAEOTWV KAl OCUUUETEXOVTWYV, PEVOTOTIOLEL TIG
SLapopeg, ouppeplleTal, CUUTAEKEL KAl LETAOXMNUATIEL Ta SlaKpLTA oTolyEla. Agv
avayvwpilel TNV TOCOTIKOTO(NGT, TOV QVTAYWVIORO 1| TNV QOKNOT KPLTIKNG.
AvtiBétwg, emPBefalwvel EPEATIKA TNV OAOKANPWTIKY) OCUUUETOXT] KOl TN
ovyxpovia, kabw¢ avadimAwvetat yupw amd tov Beatn (wrap-around e@g),
epebifel To aobNTNPLAKO CVOTNUA, ETIIKXAE(TAL TNV gvouvaiocBnom ki eykavidlel
KUKAWTIKA TV ouvaodnpatikn taotion. Evéewktikd elvar 6tL dev pmopel va
uetpnOel evtog oUTe va TapatnpnOel EKTOG TOV CLOTHUATOS TOV, BESOUEVNG TG
advvapioag va katnyoplomomBel ws aloONTIKO, OPNOKELTIKO 1) TPOCWTILKO
Spwpevo. H awoOntixkny ¢ rasa Swavoiyel évav peBoplaxo (liminal) xwpo,
TPOGEOPO GTOV AUTOOXESIACUO, TNV TOWKWAIQ, TNV ATOAQUGCT, TAPAYOVTAG EVA
euxapoto ovuPav, pav WSwaitepn peldn  Bedtpov, HOVOIKNG,  EAYNTOYU,

BPNOKEVTIKNG EKOTAOTG.

Eivat aflompooekTo yla TNV €pEVVA HOG TO YEYOVOG OTL 1 «aloONTIKN eumeLplon
aVvIYVeVETAL a0 HEAETNTEG 18T o€ Spwpeva Twv jongleurs | minstrels, 0TIwG lval
oL APENYNOELS KWMK®OV oToplwV (fabliaux) otn pecaiwvikn F'oAdia touv 130 kat
14°v awwva, oL 0Toieg avTAoVV Ta B£uatd Toug amd TNV TElva Kal €6TIA{ovv 0T
AetTovpyla TwV AoONCEWVY TNG TEPLOXNG TOU AVOPWTIVOU OTOUATOS KL TOU
(wwkoV pUyxous. OL a@NYNOES QUTEG TAPOUCLAlOVTAL OTO TEPLOSEVOVTES
QPNYNTEG GE AVOLXTOVG XWPOUG XWPIG XWwPOTAELKT] SLAKPLOT) AVAUESH OE APNYNTES
Kal Beatég, Slakpivovtal amd EVTovi) COWUATIKOTNTA KL €0PTACTIKN ATUOCEALPQ,
evepyomomTikn Swadpaon kat ocvvaloOnuatikny avtaidayn (Vitz 2017, 5-10).
AMwoTe, To (810 LoYVEL Y TI TTPAKTIKEG TwV barters touv Barba, twv gatherings
Tou Staniewski kot twv ta€lSiwv Tov Brook, ol omoieg emikevTpwvovtal oTnv
EVOWUATWUEVT] KL EVOWUATY TIAPOPUN O, TNV KOWVOTIKY, Sla8pacTiKn TEAEON KAl

™mv Tpoo@opd ocuvaloOnuatwv otoug petéxovteg. Ta Spwpeva auTd Twv
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OUYKEKPLUEVWV KAAALTEXVWV AVAUELYVVOUY XOPO, SpApa KL LOVOLKT), SEV UTTAKOUV
OTNV KATAOKELT] 0TAOEPNG TTAOKTG, XAAQ EVEPYOTIOLOVV pia SlaoBNTikny eyyLuTnTA
KL EUTIELPIKY] VWXL AVAUECA O OEKTEG KAl TEAEOTEG, aVASELKVUOVTAG Lo

OLVA@ELX PUE TNV aloONTIKY Bewpnon Twv rasa Tov Richard Schechner.
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KegpdAaio 6

KowvwVviKOTOALTIKEG Kt

TOAMTIOMKEC ETMOPAGELC

Xe dpBpo tov yia to believed-in B€atpo, o Richard Schechner ava@épel T onpacia
™mMG HaPTLPIAG, HIKG TPOOWTILKNG, TPWTOTUTING, A@NYNONG KL QUOEVTIKNG
KATABEONG 0VOLAOTIKOTEPNG TOU oLUPBATIKOU BeaTplkol pUNVOPATOS, KOATA TNV
ool oL SpWVTEG €lval Ol ONUACIEG OV AVATIAPLOTOVV, EMLITEAOVV TOV E£XVTO
Stapéoov TG SpaAUATIKNG SOUNG, UTMPETOUV TO ELAKPLVEG TIAPA TO OeaTPIKO,
QTmopaKpUVOVTAL amd TO BEATPO TNG VUTOKPLTIKNG KAl SECUEVOVTAL HE TNV
«otoplay, TNV «oAnBela», TNV «avbevtikotntar, tn «flwon» (Schechner 2017b,
14-15). Awmpayuatevopuevog 1o OSUASIKO OUVEXEG QTMOTEAECUATIKOTNTAG /
TeAeTovpylag — Puyxaywylag / Bedtpov, dnAwvel 0tL N emitédeon Slavolyel eva
ueboplakod, pevoTo, SLAPECO XWPOXPOVIKO onuelo avtaAdayng avaueca o §U0
TIAYLEG SOUEG, OL OTIOleG oUYXWVEVOVTAL OE (ot communitas, «EeKvolv wg OEatpo
kal teAetwvouy w¢ Kowvwvia» (Schechner 2011, 130-143). 1o believed-in B¢atpo,
Ol CUUUETEXOVTEG KABIOTAVTUL AVAOTOXAOTIKOL SPWVTEG, EVOUAPKWVOUV TIG SLKEG
TOVG LoTopieg Yl Beatég TG SIKNG TOUG KowdtnTag, Blwvouy ot Beatpikr) «Jwn»
KATAOTACELS TIOU EVSUVAUWVOUV TNV Kabnuepwn (w1 Toug, LTOSNAWVOUV GTOV
AC@OAN «UN TPAYUOTIKO KOGHO» TNG OKNVNG aVUOEWPNOELS TOV TPAYHATIKOU
KOGUOU €KTOG OKNVNG, OUYXEOUV TA OPLX AVAUECA OTNV ATOTEAECUATIKOTNTA KOL
™ BeaTPIKOTNTA, TNV TIOALTIOTIKY, TIOALTIKT Kl KaAALITEXVIKN ék@paon (Delmenico

2017, 6-8).
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To barter Siavoiyel éva medio Katavonong Tov ATOUOV EVTOS KL EKTOG BeaTplkol
Spwpevov ouyxpovwe, kabws to modus operandi TG oKNVNG Kol To modus vivendi
™m¢ kabnuepwns {wng avatpo@odotolvtatl apolBaia (Camilleri 2017, 3-4). H
oLVON KN aUTH S€V IKAVOTIOLEITAL HECW HLXG TIOATWO0UGS EKBAYMG TwV Slaopwv N
EVOG ETLPAVELAKOV E0PTACTHOV TNG SLAPOPETIKOTNTAG, XAAG TIPAYUATWVETAL HETW
™G TPO[G]KANONG TOU ATOUIKOU KOl OCUAAOYLKOU UTIOKELUEVOU OE YELPUPETNOM,
OUUUETOXT], AUPLOBNTNOT), AVACTOXACHO TWV NYEUOVIKOV KATACKEVWY, XWPI§ TOV
eEAVAYKAOTIKO €VOQOUAULONO €VOG KpLTIKOU Beatpikolv mAawoiov. To barter
xapaooel €va MOKO KAVOVIOTIKO YEVIKO Teplypauua, HEOQA OTO OTOlo Ol
OUUUETEXOVTEG SEV TAPATNPOVV SLAVOTTIKA LoV, Sev avayvwpilovv BewpnTikd ™
@OpUa NG ETKOWVWVIAG, ALK Blwvouy gumelpikd Tig Babiég Sopég g, Sltapécou
UG BLOAOYIKNG KATAVOTOMG TIOU AVATPOPOSOTEL TNV KOLVWVIKOTIOALTIOMUIKT], LLOG
EVOWUATNG aVTOHAAXYNG Kol GUVSIHAAXYNG SLAPOPETIKWVY L8EWV KAl SUVAULIKWV

Stepyactwv (Allain, Barbe 2017, 6-8).

To barter emiyelpel plo TOALTIOUKOTNTA HE TNV EVVOLA TG SUVAULKNG CLUVUTIHPENG
KAl EQNUEPNG oVVTNENG, SEV KATNYOPLOTIOLEL TOV TIOALTIORO WG TEPLYPAPLKO OPO,
EPELVA TOV TOALTIONO €V Spacel KU OxL €§ aVvTIKEEVOL. Avayvwpllel ™
SLPOPETIKOTNTA KAL OEV EUUEVEL TN SLaopd, eMPBePALwVEL TN HLOVASIKOTN T KAl
dev vmoxpewvel o€ kKaBoAkoTnTa. Ol HIKPO-KOUVATOUPES SEV oLUVAVTLOUVTAL OTO
barter ylwx va ouykplBolUv o€ oxéom HE EVa CUVOAO YVWPLOUATWY 1 VTTOBETIKWY
TOAITIOWK®WV  TPAYHATIKOTATWY, OAAA YylWX VX QUTOTIPOGSLOPLOTOVV  OE
SLadPUOTIKY) OGUVAPTNON KOl TPAYUATIOTIKY] KATAVONON TWV TOAVTAOKWY
Sladikaolwv mapaywyns kouvAtovpag. To barter Stapop@wvel éva mapaywyikod
eSO TEPLTETELAG KL OXL VAV TETEAEGUEVO TOTIO KATAPUYNG, LA TIPOPANUATIKY KL
oxL éva gpyaleio Stevkpiviong. AmopakpUveTal amo tnv eBvoroyia 1 eBvoypapia, n
oTola TPOUTOOETEL TNV EMOTNHOVIKTY OepeAiwon TTAYLWVY TIOAITIOUIK®V SLo@OopwV
KAl XOPAKTNPLOTIKWY, EVW EYKAWLIAlEL TOV avBpwTOAOYIKO AO0YO0, O OT0(0G
apBpwveTAL HECW TNG «CUUUETOXIKNG TTIXpatnpnons» (mirror analysis) Touv «eSw»

KOl TOU «EKED», TOU «OIKEIOU» KL TOV «EEVOUY», EOTIALEL OTNV ATELPOCTA TIEPITTAOKN
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Soun Twv @PAKTAA2* KoL TTPOOTIEPVA TNV avaAoyla LE TN QUOT) KAl TIG EUKAEISELEG
kavovikotntes (Abdallah-Pretceille 2017, 8-10). H «ouvppetoxikn mapatnpnon»
TPOUTOBETEL TOV OpO TNG «SLTMANG GUVELSTOTNTAG», KABWGS CGUUUETEXOVUE OTN
Spdomn wG UEPOG NG EUTELPING, EVW TAUTOXPOVA TNV KATAYPAPOUUE WG
QTOCTACLOTIONUEVOL HAPTUPESG TNG: O@EAOVUE Va evoTepvioToVpe dnAadn Vo
«SITTAEG CLUVELSTTOTNTESGY, T1 CUVELSTOTNTA TOU £XVUTOV HAG KL EKElVN TOL AAAov,
aAAG kat T ovveldnToTTa Tov AAAou yia Tov (810 kat yia epds (McDonnell 2017,
7, 10-12). Kabwg ta barters dev amotedolv HEPOG MG KOAAOOXESIAGUEVNG
OTPATNYLKNG efldavikevong 1 emTNSeLUEVNG wpalomomong  Twv
KOLVWVIKOTIOALTIOUIK@WVY  Sla@OopwVy, amaltovv pla  Slapkny  avadpaorn Kot
aVaTPO@POSOTNOT CUVEPYACLWV KAl SETUWY, Hia SladoXIKT TTopEla TIPOCAPHOY WV,

avaBeWPNOEWV KAL ATTOCTACLOTIO|CEWV.

‘Etol, 0Twg kdbe kowwvikny Tpadn kal ToAlTikny 0€om, To barter extibetal oe
KLvOUVOUGS Kol o@eidel va TtelBapyel oe 0pous, va avayvwpilel TIg¢ SuokoAieg, va
vmepfalvel Kat va Sla@wvel pe To Kuplapyxo «a@nynua», dniadn tov pobo tov
TEPLTAAVWUEVOU KOAALTEYXVT) KAL TNG EMOTPOPNG 0TV amAn (w1 d la Rousseau 1
™V nyepovevon tov Evpwmaiov, o omoiog €xel TNV MOAVTEAELX TNG TIOALTICUIKNG 1)
yewypa@kng petatomiong (Arnold 2017, 2-3). To Odin Teatret Siamiotwvel TIg
advvapieg kal Befatwvel TNV Ayvold Tov, EAICOETAL KAL ATIAVTA PUE TNV 0pYAVWON
barters o€ TpWTOYOVEG KOWVOTNTEG, AAAQ KAl O€ AOTIKA KEVTIPA, LE TNV TIPOCKAT 0N
EEVwV oLAAOYWV Kol KaAALTEYVWVY ota barters twv efdouadiaiwv e0pTacuwv ToU
Holstebro kat twv ISTA. Emiong, n mpoomadeia avtr eival gp@avig otnv
evBovolwdn vmootpen tov Tpitov Oedtpov amd tov Barba, 0Mwg kol oTig

OUVEUPEDELS LE TIG AATIVOUUEPIKAVIKEG OUABES, YIA TIG OTIOlEG TO BExTPO amoTEAEL

2 DpGkTod M pop@OKAaopa gival éva YEWHETPIKO oXfua ToU emavaAapBavetal autoVolo og
amelpo Babuo peyéBuvong kal ava@EpeETal WG «amelpws mepimAoko». ‘00eg @OPEG kKaL av
peyebuvoel, eppavilel éva eiocov TEPITAOKO YU HE HEPLKN T OALKY] ETTAVAANYT TOU ApPXLKOU.
Xapaktnpiletal amd auToouodTNTA KAl Un aképala Siaotact). AvtoopoldTnTa eivat 1 SloTnTA
OpPLOUEVWV OXNUATWV va Tapouotalouv (Sia Soun ot Swx@opetikés kAlpakeg. H pun axépaun
Stdotaon opifetal wg To evdldpeso PeTaf) TwV HOVOSIAOTATWY Kol Slodlaotatwy oynuatwyv. O
6pog amodidetal otov pabnuatiké Benoit Mandelbrot. Me ta (pdKTaA SIATOTWVOUHE OTL OAES OL

U1 KAVOVIKOTNTEG EKKLVOUV QTO TIG ATELPES SLadoXIKEG peyeBVVOELS.
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OXMUA KOWVWVIKNG Sp&omnG KL avTiSpacn g amévavTL o€ e00paVoTEG SNUOKPATIEG KAL
KATATATNOELS TWV AvOPpWTIVWV SIKALWUATWY KAl 0L 0TIO(EG SEV TTPOCEPXOVTUL OTIS
OUVAVTINOELS «YLA VX KaBloovy ota oS Tov AAGKAAOV, WOTE VA TOUG SEIEeL TTWG
Vo KAvouv BEatpo», aAAd Ylo va EKQPACOUV TOUG TTPOBANUATIONOUE TOUG KAl Vo
TAPOVCGLAGOVV o€ GLVSLHAAaYN TIS peBO6Soug Toug (Ledn 2017, 16-17). Eto barter,
N Hkpo-kowotnta tou Odin Teatret evSuvapwvel KATAAVTIKA TN oUVELSOT Kot
™MV TOVTOTNTA NG, Ap@LofnTel T B€0m TG ASATPAYUATEVTNG KAL AVATIOQEVKTNG
aubevtiag, ookel QAMOEACLOTIKO €AEyY0 TOGO, 000 KOL Ol ETMIOKETMTOWUEVES

KOLVOTTTEG.

[Ipoamoattodpevo €lvat 1 AVOLXTOTNTA, 1 UTEP-SLAPOPETIKOTNTA» YAWOOWY,
eBViKOTTWY, BpNOoKELWY, I AVAYVWOPLON SUVAUIK®OV TOAITIOUIKWOY TAUTOTHTWY
(Meer, Modood 2017, 12-14). To barter emixelpel va kwnBel avaueoca otov
ATMPOCWT KABOAIKOTNTA Kal TOV €BVIKO 1] €OVIKIOTIKO 0wBLVIOU), EUTAEKOVTAG
SLaPOPETIKEG KOVATOVPES Kal TTepLBwplomoinuéves ouades (Skot-Hansen 2017, 8-
10). EmSLKEL VA KATAOKEVAGEL TIG CUVONKEG EVOG YWPOXPOVOU AVTATIOKPLOTG,
QTAVTNONG KL aQVTISpAoNS Yyl OAES TIG SpWOEG SUVAELS, v epeBiTEL TTOAVPWVIKES
kalt Slxdoykég e€lotopnoets. Ilapakivel To ATOHO KAl TIG GUAAOYIKOTNTEG Vo
HELWOOUV TN CWMATIKN Kal PUXIK] TOUG omOoTHoT, Vo Slepwtnbolv Kal va
avoAoyloTtolv 0Tl lowg K&Be KovAToUpa Ttapovotdlel pia pop@n BapPapiopo? - o
TIEPLOPLOUAG OE YKETO KAL O EYKAELOUOG OE (PUANKT], TO KAYLILO HAYLOOWV KoL
QLPETIKWV, 1 KAELTOPLSEKTOUN, O AYKTNPLAOUOG KOl 1) TIEPLTOUT, 1) TIAPAUOPPWON
TWV Yyuvalkeiwv modwv, To toavtop, N lepa E&étaom, n amaydpevon ydapov
avapeoa oe aAA00pnokovs 1) aAdoebveic (Salvadori 2017, 6-8). Zuvemnwg, To barter
avadelKVUEL TNV TIOALTIKI KAl KOWVwVIKN cuveidnon tou Eugenio Barba, o omoiog
EMAEYEL VA UMV akoAovBel TV 080 ™G cUYKpouoNS KAt TOU SLATANKTIONOV, 0AAG
NG GUVAVTNONG KL TOU SLaAGyoL. «AVOUOLEG LoTOpieg TTAOYOUVTAL G £VAV KOLVO

TOTapd. Z€poupe va peta@pdalovpe;» (Barba 2008, 245).

H mpoxAnom autg ¢ @Aoco@iag Kot TNG TPAKTIKIG EYKELTAL GTNV ATooVVIEoN
™m¢ mapepfaong tov Odin amd kabe eSpatwpévo NYEROVIKO AOYO, YEYOVOG TTOV
aVUTPETEL TIG SeSopéves vOpUeS TTavtayoBev, avayvwpilovtag To OTEAEG TOU

EYXEPNUATOG, OLOAOYWVTAG OTL OTNV ATATNAN €pwTnon «Ti eival cwotd;» Sev
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avtiotolyel pa povadikn kat optopévn amavinorn (Bharucha 2017, 16-20).
[MMapdAAnAa, 6tav o Eugenio Barba pidd ywx emavaotaon, ev evvoel 4tL To BEatpo
o@eiAeL va avaTpEPeL TNV KOWVWVIA PE TNV €vvola TG oLVIB0UG EMAVACTATIKNG
PNTOPLKNG, OAAQ OTL UTOPEl va GUVELOQEPEL OTNV AAAAYN, ETLUEVOVTAG OE ML
Topeiat KABOPLOUEV ATIO TIPOCWTILKT] KL KAAALTEXVIKT) QVOYKALOTNTA, AVEEAPTN TN
amd v 18eodoyla VOG KOWVWVIKOU KOl TOALTIKOU TIPOYPAUUATOS 1) TNV EATSQ
€VOG 0LKOVOULKOU Kol eumopikov képdoug (Hastrup 2000, 191-192). To Odin kat o
E. Barba kaBiotovv &ekabapo 6Tl Ta barters v amotedolv emavaoTtaon, aAAQ
®wB0VV TO ATONO KL TNV KOWOTNTA VA OKEPTOVV KPLTIKA KAt va Slepwtnovv yx
TNV KOW®VIKOTIOALTIKT] CUVOTKN KL TIOALTIOULKT] TOVTOTNTA TouG. Me 0TOX0 o
KO Tapovciaon, To barter emSlwkel Tov €§avOPWTIOUO TNG ETEPOTNTAG, TNV
TPOCEYYyLoTn ToL AAAOV HECW TNG TAVTLLOUEVNG cUVALCONUATIKNG LUNoNG KAl THG
EMAYWYLKNG evouvailobnong: OAoL oL CUUUETEXYOVTEG AUVOUV T TPOLAHaTA
OUVAAOYLKA, GUVOETOUY éva TIOALTIOWUIKO TIPOiOV cLAAOYIKE, pabaivouy va oéBovtal
TOV €QUTO TOUG Kol TOV AAA0 péoa amod WA EVOWUOTN TOALTIOUIKY) TIPAKTIKY)
(Watson 2017b, 6-8). 'Etol, 11 Snulovpykn ék@paon yivetal pia evepyog dvvaun

Yl TNV KOWVwVIKT S1adpact KL éva epyaleio yla T YEQUPWON TV SLa@opwv.
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ETtiAoyoc

dwrtoypagia touv Tony D'Urso, 1974. H Iben Nagel Rasmussen kat o Eugenio Barba.

To Odin Teatret ypd@el plav 1otopia eVOTIKTWS0UG 1) TUXALNG AVTATIOKPLOTG OTNV
avaykn, avTidpd KatdAAnAa oe SLA@OPETIKA €peBlOUATA KOl KATAOTACELS, SeV
apBpwvel A0yo cuykpouopevo, Sev emiflwvel Tpodlaypd@ovtag o TPOXLA
dpdoewv kKat TPokaBopilovtag TO ATOTEAEOUN, OAAQ avaSITAWVOVTAG THV
TOLKIAOPOP @I TWV SPACTNPLOTHTWY TOU KL TN OTPATNYLKN XP1I0N TOUG. LE AUTIHV
™V wotopia emPBiwong, To barter eMITPETEL KOWVWVIKEG KOl TIOALITIKEG EPAPUOYES
Tov  Bedtpov, Slapevyovtag  TOU  SOYUATOG  UIOG  OUYKEKPLUEVNG
KOLVWVIKOTIOALTIKTG 18eoAoyiag (Fowler 2018, 13-16). To Odin ev otoyevel otV
Yuxaywyla tov Beatn 1 TV VTOOTNPLEN WG BEoNG, dAAG BETEL EpWTIUATA KAL
TPO[G]KAAEL TO ATOUO OE ATIAVTIOELG, UTIOGTNPILOVTAG OTL 1] KOTPATEVUEVT)» TEXVT
SeV TIPOCPEPEL TIG CWOTEG ATAVINOELS, ATAQ BETEL TI CWOTES epwTnoelg (Odin

2018xvii, 176). Aloonueiwto elval 6Tt o Jerzy Grotowski, epwtwpevog av Bewpel
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To B¢atpo Tov Eugenio Barba moAttiko, amavtd: « Eivat moAd §okoAo va yvwpilet
Kavelg TL elvat TOALTIKO Kot Tt Sev elvat. ‘Otav epyaldopovv otnv I[oAwvia, tav
eCALPETIKA XpNoWo va oxvpilopat OTL 8ev KGAvw TOAMTIKY. Ouwg €xaval»

(Schechner 2018b, 1).

To Odin dev mpofdAiel (owg Eva aplyws TOALTIKO BEatpo, £xel OpwWS TN SIKN TOV
TOALTIKY, §ev avayvwpilel kal dev TauTifeTal pe kapld WbeoAoyla, dev evtdooeTal
0€ £VA KOLVO TIOALTIKO TIPOYPOUU, SEV UTIKOVEL GTNV KOLWVT| AOYLKY] KOl KOLVWVLIKN
TAEN, Sev EMSIWKEL PV OVTOTIHA OUTE ETMSLWKEL TO «TIOALTIKA PEAALOTIKO», XAAA
XAPACOEL €VAl «UVOTIKO» HOVOTIATL QVAUESH O QUTEG TIG SUO EVOAAAKTIKEG, TO
omoio avnkel oe povadikotnTeg kKat atopo (Odin 2018xviii, 41). To d&touo
avodoyiletat v Sik1 Tou loTopla, avTikpUlel kKol avaAVEL TA OLKOVOULKAQ,
TOALITIKA, KOWWVIKA TPOPAUATA TOU, €vepyel KATOALTIKG kot [opilel]
EMAVACTATIKA TN B€0T TOU OTO KOLVWVIKOTOALITIKO KOl TOALTIOUIKO Yiyveobal,
«TPOCTIOLOVIEVOY», TIPOPACLLOUEVO OTL CUUUETEXEL OE £V TOALTIOTIKO ouufBdav
(Garza 2018, 152). Avt 1 {woa B€om vepaoTileTal, KPUPETAL KAL PUAACOETAL OE
Hia Beatpikn mpd@aon, otov Aovpelo ‘Inmo tov barter. ZOp@wvVA, AAAWOTE, [LE TOV

Barba:

Moévo ot oxéoelg petpouv. Eival ehBpavota Kol TapamAavnTIKA VILATy,
efaoBevnuéva amod Ta XPOVIX KAl TNV €VTAoT TNG OUVAVINOTG.
IxnuatiCouv plx matpida, 1 omola Sev AMOTUTIWVETAL O KAVEVA
YEWYPAPIKO XAPTN. ZOUUE HEOA OTN HOVASLA, HECK OE LN YEWYPOPLo
KAUWUEVN amd deopols kot OnALEG: ocuvalobnpata otopyns, BBAla,
QAVOUVNOELS, TtdOT, evwoelg Tov Stapkovv yla gl (wn. Edw, povo 1
TPAEN Hag aviKkel, 0xL To @povTo tN6. Eival To povomatt mpog v mnyn
Kal TS pileg pag: To KEVTPO Kal 0 0Tt0X0G pag. To va akoAovBnoovpue
QUTO TO WOVOTIATL (OWG €lval 0 OKOTIOG Kol 0 AGYoG VTapEnG €vog
Bedtpov, To omoio yvwpilel va Tpoomoleital, aAA& Sev TpooToLeiTaL OTL

yvwpilel (Barba 2010, 122).

To Odin Teatret «mpooTmoleita» Tov aKpoBATN KAl LOOPPOTElL GE €va SLAPKWG

QLWPOVUEVO OXOWL, yla va TAEEEL VIIHATA OXECEWV, CUVAPTNOEWY, GUVOECUWV.
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Méoa 6To 6UyXpOVO KOLVWVIKOTIOALTIKO KAl TIOALTIOUIKO TAXIGLO TNG 6VUYKPOUGNS
Kal SldoTaong, Tou TAPOELOHOV Kol TG eMBETIKOTNTAG, TOo Béatpo (owg Sev
utmopel va aAAAEeL TOV KOO0, AAAA PUTTOPEL VO AAAAEEL OTEPEOTUTILKEG AVTIANYELG,
va Stapecodafnoel yia TNV aAAnAoamodoyn NG Sla@opdas, va TPOCEPEPEL LoV

EVOAAQKTLIKI] TIPOOTITIKI] CUVEVPEDTG.

dwrtoypagia tov Tony D’'Urso, 1974. O Eugenio Barba pe ywpukoUg amd to Carpignano.
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Mapaptnua
YUVEVTEVEELC

Al. vvévtevdn g ypa@ovoag pe Tov Eugenio
Barba (Holstebro, 5 Amptiiov 2018)

Did barter’s theory originate from a practical experience?
That'’s right, yes, when we were in South Italy.

But when did you start to determine a theoretical process, to establish a methodology

for barter?

There is no methodology, because there are different ways of exploring the idea of
barter, as our experience in the Odin shows after we began in 1973. But people
started speaking, asking me how I organized barters, and I tried to explain it, on
one side. On the other side, the circumstances themselves made us use this idea in
different ways. The most elementary situation is: “I do something, and you do
something back”, but the idea of barter can also be this one, for instance: you can
organize a festival where people barter together, a school or a neighborhood can
organize a barter between different sub-cultures, involving artisans, restaurants.

The idea can be applied in many different ways.
How do you stimulate the participation of the people?

It is very important that you find very motivated people who have an interest and
this interest is, first of all, a personal motivation. You can have a teacher who is
interested, for instance, in creating a situation where all the parents, all the
children can be also involved in a presentation. Then adults, children and the
community can say: “We can make it, we can invite, for instance, a music school,

but then we must prepare for them also a presentation. Then, the parents of the
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students can prepare some food so that we can all eat together”. You can find a
priest that is interested in attracting young boys and girls that don’t usually go to
church. So, there are few people in the community who are so motivated that they
can be the agents and practically organize everything. So, a person or a group
starts to motivate others and then people by themselves will participate when
somebody says: “Let’s do this, let’s exchange with the foreigners that recently
arrived”. People are not interested, so someone must have the motivation, the

special justification to say let’s do this.

What happened in Orgosolo or in Carpignano? How did you motivate the people to

give you back their songs?

Yes, they presented songs and dances mostly. In Sardinia, for instance, some of
them were telling stories, because we asked them to tell the happiest story they
knew and the most tragic. So, some people did it, they told those stories. The rest of
the community was sitting, there was a circle in the square and some people came
and said, “my luckiest day, or my happiest day was this” and then people laughed.
Most of those people were peasants who spoke the dialect. So, the more people
around laughed, the more they felt stimulate to exaggerate. Children also showed
games or sometimes they gave us food when we asked for it. We've asked girls,
mostly young girls, if they knew how to bake traditional cakes and they didn’t. So,
we told them to go to their grandmother and learn how to make them and then
they offered those cakes to us. Of course, they wanted us to do something and we
presented the show and ate together. You can say it was a sort of feast, una festa, a
sort of a party. Suddenly, there was no longer this separation between us and the
locals and at the same time also between the locals. Because they said: “Let’s

celebrate”, although there was no formal reason for celebrating.

The Applied theatre is practiced in a community context, in non-theatrical spaces and
the participants are not professionals. Is there a relationship between barter and the

Applied theatre?

Barter can be one of the situations for artists involved in the Applied theatre. It is
creative in this kind of work, it is one of their many possibilities. So, I would say

that there is a relationship, yes.

What is the purpose of barter for you?
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Well, there was no purpose at the beginning, because I was not thinking of this.
People asked us to perform. I didn't want to perform gratis. [ mean, when I
perform, I want a payment. I don’t perform gratis, because nobody gives his work
for free. And I understood those people were very poor. So, if | wanted them to pay,
[ had to find a sort of payment, I also wanted to make them understand that what
we were offering had a value. This is very important! It took us a long, long time
and what I found in the beginning was a newspaper. The real story is that barter
began like this. They wanted us to perform and we said ok, but we had no
performance, this was another problem. So, one of my actors said that we could do
a clown performance. [ said: “What do you mean by saying a clown performance? I
don’t do this kind of performance” and he said: “I will do it”. He proposed to
organize a clown performance and he did, and then we had a clown performance,
but where could we use it? We thought that we could use it to a school. Everybody
was happy in Carpignano, but we wanted something back. I was asking myself:
“What can I ask?” and then I asked for a newspaper. There was no place where
newspapers were sold in Carpignano. So, it was very strange that I wanted a
newspaper. I thought to invite the children and take the newspapers in a field
outside the village and start doing papier-maché, constructing masks and doing
something together. This was the idea. The first performance took place inside, so
that we could control those who had the newspapers and could come in and those
who didn’t bring a newspaper and could not come in. After that, we went to this
field just outside of the village and we said: “Come tomorrow and we’ll work
together to construct masks”. And the children came the day after! But after two-
three days they didn’t come anymore, because they were getting very dirty, full of
colors and glue. We remained there, in this place under the sun. I was not
interested in this sort of animation for children that began to be very popular in
the early 70s. But at the same time, [ didn’t want to give up, so we remained there,
and we were doing papier-maché for ourselves. I was sculpting stones! It was
completely unbelievable! Craziness! But then, other people, young people were
coming by bike and asking: “What are you? Are you actors? You are doing a
performance? Please come to our village and show us your performance”. Still, we
didn’t want any longer those newspapers. I had to find a new value, something that
had a value. I told them that we needed songs: traditional songs, because

traditional songs were despised. The young people were feeling almost
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embarrassed or shameful when their parents or their grandparents were singing
those traditional songs. The young people replied: “No, we don’t know these songs”
and we said: “Ask your father to come and sing” and they did it. They went to the
tavern where they were drinking wine and asked to the barber shop, too: “Well, we
have a group of foreigners who want to sing and dance for us, if we sing for them”
and many people accepted to do so. It was not something automatic, like “I do
something and then they do something”. The situation there was that we rejected
many things that they offered. For example, they wanted to sing contemporary
songs, we said no, we didn’t want songs that we could listen on the radio or the

television.

It was a necessity, a problem that you had to solve. Barter was a solution to a

problem.

Exactly. Of course, I could say: “No, please don’t disturb me. [ came here to make
rehearsals for my production”. I could do this, but from the very beginning, I
considered problems and disturbance as messages from the gods. They always
wanted to tell me something. What are they saying to me? This message came from
the gods: “You speak so much about theatre but are you able to do theatre in the
open air, too?”. This is what they were saying. And then I found myself in a very
ambiguous state, because to do a barter in a village, we had to present a parade,
with flags and stilts - you have seen this film? Do you read Italian? Because a book
just came out with a DVD also, I give it to you. Vincenzo Santoro gathers the
influence of our stay in Carpignano, all the cultural consequences which arose from

our barters.

Thank you very much. I wanted to ask you precisely if there was a purpose of doing
barters when you developed the idea and you started to mount barters in many

countries?

Yes. Money. Because the organizers invited us to present our performances. But
our performances accept very few spectators, fifty to one hundred spectators. The
organizers were paying a lot of money. We said: “Ok, we’ll organize a huge, popular
performance where we’ll participate together with different cultural
organizations”. Then this was an additional possibility for them as we would

participate with our performances, but there would be also a sort of activity in the
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community. Barter was a sort of Trojan Horse. We used it to introduce and play the

performances which otherwise would be difficult to sell.
Do you think that there is a social or a political thesis in barter?

Yes, absolutely. Foreigners are able to speak, not to exchange ideologies or rational
agonies, but the genetic and cultural rules of their behavior in the form of dance,
songs, food, games, poetry. All these make the members of the community face
each other, find a sort of difference and accept it. It will not change your prejudices.
If you are a racist, you will remain a racist. But even racists enjoy having a good
evening together even with people that they don’t want to live with. But it is not
easy to find the motivation, the justification for this meeting. So, let’s say that the
teachers of a school want to organize a barter with a theatre group from Africa and
let’s say that some of the parents of the students are against Africans. They accept
to participate because of the school, because of the children, because of the
situation. And then there is the possibility of meeting and touching the Africans
and maybe find that they are as human and as vulnerable as they themselves are.
Well, there is something important to say. Have you seen a film which is called The
Country Where Trees Fly? This is a film made by two Italian directors, Davide
Barletti and Jacopo Quadri two-three years ago, when Odin Teatret celebrated its
anniversary, its 50t birthday celebration. It was also during the Festuge and they
were filming. There is a scene from the performance that I always prepare for the
Festuge where there is a barter in the sense that all different organizations and
sub-cultures of the town are presenting themselves: soldiers together with priests,
etc. There was a ballet school from Holstebro dancing, but they were dancing with
a group of African children from Nairobi doing acrobatics together. In the end they
exchanged. The small ballarinas took their tutu skirts and gave them to the African
boys and the boys did the same with their raffia skirts. It was very touching. But
for me this is the most important thing to say. A young girl of ten years old who
doesn’t know anything about Africans and maybe she is in a family that doesn’t
want Africans here, she has the possibility of enjoying a situation of dancing
together, exchanging something and touching an African. Together we are having a
moment of mutual pleasure. This is the purpose. We create situations that escape
the rationality, the strong rational ideas, the religious, the cultural, the political, the

economical, ideas relating to gender.
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Even if barters originated in the 70s do you think that they belong in the current

social, political and cultural context?

Yes, of course. If you speak with Kai, he'll tell you about his work in Idom
Laboratory Village. Did you read this article in Dramatica? He explains there how

he constructs different situations in completely different contexts.
So, is it an important part of your work now?

Yes, of course. Iben has also an independent group which is called The Bridge of
Winds. This is a very interesting project, which is already more than twenty years
old. They started with ten very young actors from around the world. Every year
they come together with Iben, they meet each other for three weeks or one month
and they continue to work. These young actors have become experts, some of them
became directors, but every year they continue to come. They make performances
and a lot of barters and they are also making a film of this experience. All this

activity is built on barters.

Which are the criteria to choose the community, the town or the country where you’ll

mount a barter?

There are many criteria. If someone comes and says: “Will you do a project with
the community here?”, we'll accept. Sometimes we arrive in a place and we meet a
strange community and we think that it would be very interesting to do a barter.
Sometimes we give performances or conferences and we also do barters. For
instance, we do barters with young children who live in the street and we come in
contact with them for a kind of social work. Like in Colombia in Bogota, where this
funny situation happened: after the barter we discovered that part of the children
accepted to participate because they were pickpocketing the spectators! So, they

were interested in the barter because they had other reasons!

When we talked in June after the Festuge, you told me that barter proceeds in this
way: “l show mine, you show yours”, and theatre of reciprocity is a kind of
development: “we show together”. Did this happen for the first time in Montevideo?
Because usually you showed your performances and then people were singing or

dancing for you. But in Montevideo you did the barter together.
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Yes, because in such situations there are always people coming and observing. But
in Montevideo it was different. You see, the black culture is very hidden there, it is
almost impossible to manifest itself. So, for them it was very important that people
come to watch. This was one of the situations that we did the barter together as a
sort of strategy to attract the attention of all the people to come and watch. Here
you can see the value of the barter. It has always another purpose. In this case, in
Montevideo, the barter said: “We, the black people, we are present, we are part of
the community, we have our own culture and we are able to exchange it with this
foreign group”. It was important because they wanted to go to the municipality and
get some money for their activities. This is always the purpose of barter. It must

have a sort of political or social purpose.
Is it a utopia for you or is it a viable practice?

It is the most elementary, practical procedure. Anybody can do a barter. There is a

very easy way to do it, if you motivate a person or a group.
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A2. Yuvévtevin g ypagovoac pe T Roberta
Carreri (Holstebro, 10 AmptAiov 2018)

You participated in the first barter in 1974 in Carpignano. Which were the difficulties

there?

For me the difficulties were many. One of the difficulties was that I didn’t have a
street character, so I just went out in my training clothes and I hammered on a
little drum making sound. I was feeling very vulnerable and inadequate because I
never made theatre before I came to the Odin Theatre and we started to make
barters already two months after I entered the group. So, I wasn’t experienced for
indoors theatre nor was I experienced for outdoors theatre. What helped a lot was
that Eugenio gave us a structure: “You must go from this place to this place, you
follow this path”. The big problem was when there was the moment of dispersal
when Eugenio said: “Everybody goes in a different direction, run!”. Then I was
quite lost. So, for me it was not a question of coming out of the closed room of the
theatre. It was just not being an actress, not having a character, not having a

costume.
You've been also in Venezuela? What didn’t function in Venezuela in 19767

When we went to Caracas in 1976 we performed our performance Come and the
day will be ours. It was part of a festival. It was a room on the 34 floor and the
problem was that it was terribly hot and there were many people that wanted to
see the performance and we didn’t have room for everybody. So, this made the
situation tensed. But it was so hot that we drunk water from a spoon full of salt
before the performance because otherwise we would faint from the heat. It was
not a theater. This was one thing. And the other thing was that Eugenio asked not
to stay in a hotel, but to get a house where we could live together, we, the Odin
Teatret people. So finally, he got that house in Caracas, a little bit outside the center
and it was very nice and we lived there. The festival wanted us to perform the
performance only. Eugenio started to contact other theatre groups, they started
coming and we started playing together. Eugenio made barters in La Pastora, in a

neighborhood quite hard in Caracas and this was not very popular with the
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organization of the festival because they didn’t want us to do that. But it was
during this barter in La Pastora that a man, I think he was the leader of a film
cooperative, Kurare, saw us making the barter and he said to Eugenio: “I want to
make a film with you. I just came back from the jungle, I worked with
anthropologists and Jacques Lisot. I met this Indian tribe that uses the same
method when they meet another tribe, they make the barter, they exchange their
rituals, “I show you what I do, my ritual, and you show me your rituals”. Eugenio
found this very exciting and he accepted the invitation. This was very difficult
because it was rain season and it was very dangerous to fly above the Amazonian
region during the rainy season and to land in very small landing fields. It was very
difficult, but finally they found a German pilot that would do it for us. So, he was
flying forward and backwards around the last place we could reach by a normal
plane. Then he arrived at the Mission. From the Mission we went to the shabono by

a wooden boat.

You were also in Burkina Faso.

Yes.

Did you prepare a character for this barter?

No, I had it already when I went to Burkina Faso with Mette Bovin, the
anthropologist. I prepared for this journey a sequence of dances that were part of
different performances and some dances that were parts of my training. So, I
brought a character, it was Geronimo. This is my street performance character that
[ created in 1976. As a matter of fact, I created this character after the journey in
the jungle in Venezuela, in the summer, yes, in July - we were in the jungle in April
and I created this character in July. [ prepared some dances because I knew that I
was going to meet different ethnic groups, the Hausa, the Fulbe, the Bella. So, I
prepared different dances and when we arrived in the village of Dori, we went to
talk to a person at the café, he allowed us to make barters and he gave us some
names of people that we could contact. So, we made a barter in a square with a
Hausa hyena tamer that was dancing with his hyena. Then another day we had a
very poetic barter with a Fulbe flute player among beautiful trees. Another night I
made a barter with a group that wore strange masks. I also presented small actions
as we went out, out from the villages in Dori’s houses and there was an old woman

with whom | managed to make contact. The aim of all this for the anthropologist
74



was to see how the native people reacted when they met a woman that was an
actress, looking as a man, and a white person, of course. They had never seen a
white woman, only missioners at that time. So, this was the aim of this journey. For
the anthropologist it was interesting to see that people from Hausa, Fulbe, Bella
reacted in different ways. Some of them were Muslims, some were less religious.
Then one day we made a big action in the market. I entered as Geronimo in the
market and it was quite exciting because in the beginning I was a little bit nervous,
but as soon as I looked in the eyes of a child, [ knew I could do it. Funny pictures...

In my book also, in English, there is a part where I describe this barter.

Do you think that there is a methodology? I've also asked Eugenio Barba and he told

me: “No. Every barter is different”.

Yes, it is different, because every person is different. In a sense that the barter is
not just us coming to a place and performing our performance. The main part of
the barter is to find motivated people from the place that organizes the answer to
the barter. So, these people are always different. The situation is different. It is
different if it is a village in Africa or if it is a neighborhood in Tokyo or if it is in New
York or if it is in a village in Southern Italy. The situation is different
geographically, but it is also different if there are people from the local communist
youth that arrange it or if it is the priest that arranges it. Each barter is unique. But
there is a kind of methodology: “Arrive to a place, make contact, fascinate, motivate
people. Hopefully get them to see one of your performances so that they know who
you are, what you do”. In the beginning of the barter in Southern Italy, we
performed in the square and people came and asked us: “Can you come to our
village and do the same?”. And we said: “Yes, if you organize it, that is if you find
people who dance and who sing”. So, in that way, the people that contacted us then
were already people who showed an interest. It was not us who contacted those
people, it was the people that made contact to us because they saw the

performance.

Is it difficult to stimulate people’s participation? In San Sperate, they saw you
perform, they were watching your performances and then they felt that they wanted

to answer to you, to react.

This happened in Sardinia. It is different. It was spontaneous there, it was the

origin. We can say that it was a spontaneous answer, like in a party. Like in Greece,
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one sings a table song and the other says I'll sing this table song. In Sardinia it was
a little bit the same. But afterwards we went to Southern Italy, in Puglia. San
Sperate was in January ‘74 and then Puglia was on May 1974, yes, we arrived on

May 19th,

It was then, after San Sperate and Orgosolo, that there was a more organized context
for the barter, in the way that you made contact and then people could come to you,
to meet you with their songs, their stories. You knew that, it was not a spontaneous

reaction?
No, we started to organize it. We started to provoke it.

Do you choose the countries where you’ll mount a barter? Are you invited in those

countries? Do you choose the places, the communities?

Usually the barters are made when we are on tour already in that country. So, we
are on tour with our performances and then, parallel to this, we make barters. You
can say that we make theatre inside the theatre room and then, parallel to that, we
make theatre outside the theatre room. We make theatre in a closed room where
the public comes to meet us, and then we go out and meet the public with our
barters and our street performances. This is what we did mainly in the 80s. So, we
don’t choose a specific country, we are invited to perform with other performances

and then parallel to that we do barters.

And do you think that there is a sociopolitical thesis in barter? Do you think that

barter has an impact in society, in the social or cultural relations between people?

Of course, of course barters help different people to open, to be tolerant, to meet
the stranger and not be afraid of the stranger, but to dance for the stranger. Barter
is good because you affirm your identity in front of other people, but it is not a
personal identity, it is a group identity. We, as a theater group, affirm our identity
through our performance and people of the village or of the neighborhood, if it is a
big town, affirm their identity through their songs and their dances. So, I can say
that after a barter, people feel happier, because it is a gratifying experience. You
affirm your identity as a group, but also you see that the group that is looking at
you accepts you. It is a moment of communion, but without losing your identity
which is the most beautiful thing. There are ways of meeting, of affirming your

identity that turn out into war. But this is a meeting of each other and accepting
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each other’s differences. It’s also a process of discovering for both parts. If we go
outside of the walls of this theatre, even if we are out in the city of Holstebro, our
way of making theatre is different than the one people can see on the stage of a big
theatre in town. So, this makes us strangers already. There is a very nice book
about the first years of the Odin Teatret which is called Lo Straniero che danza, The
Stranger that Dances and it has to do with this: being different, being strangers to

one another, but dance together.
Does barter continue to play a role in your work?

Yes, I think it is an essential part of the work of Nordisk Teaterlaboratorium. Time
has passed, we are not thirty years old any more, we are not forty years old
anymore, we are not fifty years old anymore, many of us soon won’t be sixty
anymore. This means that the impact that we once had in the street-performances
is not any longer the same. So, we do other things. The person in the group that has
developed the concept of barter and really embraced it and made it a way of
expressing his creativity is Kai Bredholt - you should absolutely speak with him.
He has been making barters in many different places and trying also to give to the
barter new life aspects, because it was quite primitive when we started. Now the
barters that he does turn out to be real performances with many participants. I
think that now more than ever barters are important. Because now there is a
blooming of nationalism, not only nationalism, but there are separatists inside the
same nation. This era is fragmentated, it is the era of the eye, when the stranger is a

threat. So, how can we break prejudice? I think the best way is through barter.
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A3. Xuvévtevin ™ ypagovoag pe tov Kai
Bredholt (Holstebro, 16 AnpiAiov 2018)

I've read your article in Dramatica about the theatre of reciprocity. You write that

your performances started in 2003, during the Headlong Harvest Feast in Hvidbjerg.
Yes, that’s true. We were traveling around. We visited four places. It was Hvidbjerg.

So, you were camping in the center of a school and then, the children came to you,

because you provoked their curiosity.

Yes, but everything was organized before. I never improvise these things. Never.
My barter is always extremely well organized. I try to think on every second. I
write: 20.05 o’clock, we go in; 20.33 we open the straw, | always do this. It's very
important for me to orientate, [ can improvise if [ have a very fixed scheme. Then I
can say: “Oh! We are 20 minutes late”. If | wanted to end with the dance, I would
say: “I better hurry up now, because the dance is more important”. So, every time I
do a barter - it can be a normal barter with ten different groups performing one
after each other - I do it very precise, I write the time. Then I know: “He did his
presentation and lasted a little longer, I have to speed up”. Then, I will say: “Listen:
we will move this presentation to this moment of the barter”, while doing the
barter. And this is improvising. If you don’t fix it, then there is no room, it is
impossible to improvise. You must fix and it’s much funnier, because then [ know I
can save a presentation and I can use the random, the incidental and arbitrary
elements that happen: “We have ten more minutes, I can use this group that [ see
there waiting to participate”. For example, there is a Cuban movie - it takes fifteen
minutes - it's about a barter that I made in Cuba and Torgeir edited it. There is an
example there. Suddenly during the barter, a karate group comes in. This is
improvisation on the spot, because I see that they are waiting there, and they look
fit for fight. So, I say: “The next presentation will be a song and you’ll present your
karate movements following the rhythm of the music”. This structure functions
because I'm already clear with what is going on. When I do this kind of barters in
schools or squares or farms, I have tractors, I have five hundred kilos of straw. Of

course, | cannot improvise. May be the children of the school won’t accept to come
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out and participate. I involve so many people that I must secure that this will
function in a way. When I explain to theatre people, young students who want to
learn about barters or want to try to organize the same, I always say: “Do this, try
to organize what is happening until the very last and every second, write 13.45 the
band is coming in, etc.”. But then, when I push the start button of the barter,
anything can happen. If it’s good it flies. If it isn’t so good, it proceeds, but well... It’s
like an army. Eugenio is very military educated, and of course I learned many
things from him. If you want to occupy a town, you cannot improvise. You must
think: “If I go to this direction what can happen?”. I always think of this: “If I send

the band in the space from this direction what can happen”.
You create possible scenarios.

Yes, I really try to imagine everything, and this is also my way of getting the ideas. I
say: “If they follow this direction in the space, while the tractors are going out of
the stage, will this function? No, because he is making noise and I cannot hear the
small children singing, maybe he could bring the children in”. The good ideas
always come when you try to organize it, try to imagine what are the obstacles,
what are the problems, out of the philosophy that every problem is an opportunity.
When I did the barter in Hvidbjerg, it was very organized. The children knew
something, the masters of the school knew everything, because it was very
important for them to know what is going to happen. But at the same time, neither
of them knew exactly what was going on, because they had never been to a barter
and nobody before had put five hundred kilos of straw in the middle of the school
yard. You see, we don’t make rehearsals. But I know what is going on and I think of
everything, every single detail. [ say how can we clean it up, how can we inform
this man, because he will be very angry when he sees the straw, so I have to tell
him before: “Don’t worry when you’ll see all this straw, because it will be fantastic

in the end. There’s a plan”.

I'm trying to find a point in time when the barter changed from what it has been in
Carpignano or later in Caracas and became a theatre of reciprocity. Was it in 1991

with this performance in Skibet Bro on the roof of the super market?

[ was very young then in the theatre. I was performing with Odin for two years - it
was my second year, I came in 1990, actually one and a half year - I didn’t

understand it so good. Kirsten Dehlholm was a director from Copenhagen and a
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very good friend of Frans. She came, and she used another system that we haven’t
used so much before, to mix the scenes. She had very clever ideas. Until 1991 we
didn’t use this way of making theatre, it was more separate performances of each
group. I remember Julia wrote about a barter where she tried to sell a Barong, and
it was also very theatrical?>. But Kirsten tried to make theatre of this meeting. Then
we left this procedure and I took it up much later. Even my barters in 2003 were
not theatre of reciprocity. It was only a barter into a longer term. It wouldn’t take
one day, it would take four days, because [ wanted to work with the people. So, for
my point of view, the theatre of reciprocity first started in Bovbjerg in 2009. It was
there that these performances were made. A cultural house asked me: “Can you
make a performance here?”. I don’t know, maybe a little earlier, during the Festuge,
here in Holstebro, in 2008. Hvidbjerg was in 2003 and there I started to work with
the straw, but only to make hay crowns and hay dolls. But then we had a Festuge
and I had an idea that we could build a whole theatre of straw and this was the first
time [ built it during the Festuge in 2008. I had seen how fast locals worked with
the straw. Each morning we could build a new structure, a new theater, a Greek
theater, a Colosseum, a Pyramid. We did a project that lasted five days, and each
morning people came and built another structure. I created a different
performance for each structure of straw. At seven o’clock people came, destroyed
the previous space and built a new theater space with the same straw. Since I
should make a performance, it was then that I started to develop the idea of
making and combining images of this: “If [ have a tractor, how can I use the ballet
school? Maybe the ballet dancers can stand next to the tractor or maybe the tractor
carries them”. And this was inspired from Kirsten, the way of making images,

telling stories and making it become theatre. Specially the way to mix the scenes,

% MMpdkertal ywa éva barter oto Lampeter tng Ovadiag tov Avyovoto tou 1980. To Cardiff
Laboratory Theatre mpookoaAel To Odin Teatret otnv Ovadia ywa éva pnva, e 6TOX0 VX OPYAVWGEL
TAPACTACELS Kol barters oe aypotikd ywpld g meploxns. To Odin mapafpioketal oe pa
Snuompacio aAdywv Kt eTOVUEL VO CUPUETEXEL, OAAG BV £XEL GAOYO YlA VA TTOVANOEL. ZUPPWVEL pe
Tov SNUOTIPATn va TTovArioeL évav Barong Spdko amd to Mmai, o omoiog kiveitat amd tov nbomold
Mike Pearson. Xto barter cuppetéyel emiong 1 Iben Nagel Rasmussen kot 1 Julia Varley. Ot nfomotol
tovu Odin eloxwpovv ot Stadikacia g Snuompaciog, avtaAAGCCOVTAG GYOALX KOl AOTELX ILE TOUG
XWPLKOVS Kol TIETUXAVOUV VA CUGXETIOTOUV TAUTOXpOva UE ToUG cuppetéxovtes (Varley 2018c, 1-
3).
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not to present successive separate presentations: “We have the tractor and then
this, and then that...”. This happened because I had to create five performances
each day, I had to theatricalize this space. Still it was much group after group, but
then I slowly started to theatricalize the scene using the groups. For example, I
inspired a structure by the Piazza di Campidoglio which is the Town Hall square of
Rome, designed by Michelangelo. And the municipality of Rome stands at this
square which is a fantastic space in Rome. On the top of the building, you can see
statues. So, I thought, “If we want to imitate the structure of the municipality, we
need some statues”. I discussed with the people participating in the event.
Someone proposed to make statues using the straw, but I said: “No, we need

'"

twenty statues!”. Then, I asked the karate or tae kwon do group if they could
imitate the poses of those statues. How can I theatricalize a barter? In a normal
barter, we have a circle and people will stand around it and they will come in and
do their presentation and then go out. But here, I really started to experiment with
simultaneous presentations, to mix them. It was totally copied from the system of

Kirsten.

In Dramatica you also mention the event in Idom in 2005 and R@ros in 2007. Rgros is

very exceptional, because you use snow for the first time.

Yes, exactly, because what we did in Idom was something like a copy of the event
in 2003. It was the same system, just with a different group. But after 2003, I

started using the locals to help me theatricalize what we were doing.
Did those events also happen in a context of Festuge or they were a separate event?

In 2003, it was a regional festival called The Wind - this was the theme - and in
2005, in Idom, it was a prologue to the Festuge. I had to do it as a prologue,
because I couldn’t do it during the Festuge. The actors that I used had to perform in

the Festuge. It was practically difficult.

You created also two performances, one is the City Arabesque and the second is

Saeta. Saeta is the last one? In 20157

The last one is Hamlet on Horses. It is the new one that | created two years ago, in
2016, during which I really use the machines. This was organized in Idom where |

live now.
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Did you present this at the Festuge in June 2017? Because I've watched your

performance in Idom.

No, this was another project that I do in the village. But you can see how I use the
machines in the performance, together with rabbits or other animals. For Hamlet
on Horses | use a group of acrobats. They hang themselves using their hair. In my
performance they tie their hair around the different parts of the machines or the

tractors.
Yes, I've watched their performance in June.

Yes. She knows the technique of hanging from the machine using her hair. I also

use this group of acrobats in a revision of Saeta.
Did you create Saeta in 2013?

[ performed a latest version of Saeta in 2017. But I repeated the performance for
three times and I changed it each time. First time, it was only locals, the second
time, I had a big Italian group, and now on December 2017, we used the acrobats

mixing them also with circus. We kept the structure of the performance.
Do you use songs, music and dances from the Spanish tradition in Saeta?

Yes, but then I changed the texts of the songs. Instead of singing in Spanish, I took
all the text out and sang the songs in Danish, using very known Danish poetry. I
took the poetry from Danish songs and put them to the melody of the Spanish
music. If [ used the Danish music, Erica, my wife, could not dance to it. It is another
rhythm. At the same time, [ wanted to bring people in the event. I also didn’t want

them to watch the performance as exotic, but to feel that this is their culture.
So, you didn’t care for the authenticity of the Spanish tradition?

No, no. I wanted to present flamenco in its highest level with a very secure dancer,
with a good flamenco guitarist, but singing in Danish, because [ wanted to make
people come. Otherwise, after ten minutes, they would feel a little uncomfortable
because they wouldn’t understand a word. And it was a way to tell them that
flamenco is not so difficult to understand and to watch. And it worked from the
first time. Now I repeat these experiments. And it really works because it’s Danish
poetry with which people have a very strong relation. It's songs from funerals,

feasts, very traditional songs. Everyone says: “This was the song that my
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grandmother used to sing”. Now [ sing it in another melody, but nobody complains
about this, on the contrary people like it. I wanted to make them look at the dance

only as a way of expression.
The sevillanas, the songs that you use in the performance are also religious songs.

Many of them are. When I started to do this experiment, I could see that their
poetry was very close to ours. The flamenco poetry is simple, it isn't very
intellectual, it’s very daily life, with nice images. Sometimes it's very good poetry,
but not always. But if | translated the Spanish poetry, it wouldn’t give any meaning
at all. For example, the Spanish verse says: “a little piece of bread, a little piece of
bread”. People wouldn’'t understand what this is about. It gives a meaning in
Andalusia because these are their daily expressions, their metaphors, but here it
wouldn’t give any meaning at all. Therefore, I said: “I won’t translate it, I'll find
another text but with the same quality of poetry and sadness and melancholy”. We
have much melancholic Danish poems and they function very well. The core of the
theatre of reciprocity is that | want people to feel that they are a part of it. [ don’t
want them to say: “These actors are so brave; these dancers are skillful”. No. I don’t
want them to think of the technique that lies behind or in front of them, but to feel

that we are doing this together. This is a performance that we lived together.

Your performances end with a meal. What is the purpose and the meaning of eating

together?

It is very practical. | wanted to persuade people to come to the performance. But
how should I make them come to see flamenco? They don’t want to watch dance
performers. They never have watched this kind of dance before, so why they would
come now? | put some horses, I put some straw and if I offer them a meal and put
the performance exactly at the hour that they normally eat, then they will come.
They will say: “Ok, maybe flamenco is not so interesting, but at least there is a

'H

horse and at least we will get something to eat!”. It is very simple, you know, very
human. But I was also inspired by the friends in many circuses and many theatres
in France where they give food after the performance, you can eat after the
presentation, not as a part of the performance, but at the end of it. Thédatre du Soleil
also uses meals. I've seen this in other places also and I liked it very much. The
reason for me was very practical. Therefore, I perform 17.30, because I know that

people normally eat around 18.30 in Denmark. If I do this in Italy, I would start
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20.00 o’ clock and serve the meal at 21.00 o’clock, because I know that people
normally eat around 21.00. I really wanted to make them come, to say: “OKk if this is

not good, at least we will get something to eat!”.

How do you choose the communities, the associations, the clubs and the villages

where you’ll mount an event? Do you choose them? Are you invited to perform?

[ will find a way not to do this too difficult for myself. I try to find out which villages
have already somebody with whom I can talk to. If there is a village with a very
enthusiastic school leader or a priest, then I'll start there, because then I have
someone and something to start with. Of course, it will be also interesting to start
with a village which really doesn’t function, and nobody talks to each other. I
cannot incorporate many difficult cases, because it will take too much time. So, to
make it a little bit easier for myself, I try to start out with those villages and
persons that react to the idea. I often ask people who know the area. I ask the
municipality: “Listen, I have this project and it’s about this or that. I would like to
visit four villages. Is there any of the villages around here which you’ll think that
will receive such a project?”. And they will say: “Yes, we have a very enthusiastic
school” and I will take this one. But if one says: “It will be fantastic if you go to this
village, because they have big problems of organizing”, I will accept and include it. I
will say: “Ok, I'll work with three villages, two ones already motivated, and one
with which I need to work more”. I always think that it is interesting to do it in a
place where nothing is happening instead of going back and doing the Festuge in
the same town. This would be a little boring. So, I always try to find out where we

haven’t been before.

How do you persuade people to participate, to interact? Do you find motivated

persons?

[ find what is their passion, it can be anything. What is your passion? I try to find
what is interesting for them. I ask them, I discuss with them. Maybe they say: “I'm
an auto mechanic” and I immediately think: “We can have some cars there”. I can
talk with a person for ten minutes, speaking about chaos all the time: “Then, I
shouldn’t go in the stage using the cars. I should go in with the cow. Or could we do
something with the cars?”. Maybe he is interested in something totally different
from his job, so I try to find what stimulates each person. This is also what I always

do when [ start, with my first ringing of the town bell, the first “attack”. I go to the
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priest of the church or the teacher of the school and I make questions: “What is
this? What is here?”. I try to find what would be interesting for them. From the
start, from the first day, I always tell them: “You must see this as a frame, you can
put in whatever you want. Don’t say that this shouldn’t be in. This is only to tell you
how it could be. I want you to propose something that [ haven’t thought about”. I
always do this. I don’t want them to feel that I come and push them inside, that I

force the event over their head.
You mean that you only provide the frame and the form.

Yes, in Dramatica’s article I write that Harvest Feast is only a frame. We all know
what the Harvest Feast was, and we know what it is now. Everybody has a
relationship with this feast. Therefore, the names are very good. It was very
important that I called my event Harvest Feast, because everybody has a relation
with this name. It isn’t the same to say: “Let’s have a party”! What kind of party?
They have an image. If it is a Harvest Feast, it must be something with straw and
tractors, and I know that it will make people think: “I remember my father always
told me in the old days etc.”. The names festival or party doesn’t give any idea, it's
very anonymous and don’t make them start to think how they can be a part of this.

[ must find a name to make people feel as a part of it.
Do you think that the theatre of reciprocity has a social impact in the communities?

Of course, because they can be a part of it. This is the aim, to be a part of it, exactly
like the barters, because it's the same. They feel that they can give something to
this, there is a meaning why they are there as persons, as communities. It gives
them the opportunity to be, to use everything they know for this common project.

Some people accept the challenge and participate, and others don’t.
The purpose is to be, to participate, to come together?

Yes, the purpose is to live in common, everybody should live this celebration
together. Because if everybody gives a hand, we can lift many, many kilos. They do
this if there is a reason, a motive to do something, because they must help with
something. Therefore, these events can be very different, out of the ideas we bring,
out of what we have, what we’ll use. When you organize it, it's important that you
are very open-minded with everything, everything they will propose. Maybe they

propose plastic chairs and [ would like straw. I immediately try to say: “How could
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we include those plastic chairs and how could we put them nicely?”. Then, I
immediately start to find solutions: “Each pupil can carry a plastic chair in the
stage and then we can make a parade of chairs. When audience comes, there is no
audience structure and suddenly the students bring the chairs”. Instead of
excluding the ideas, I try to include and provoke them. Because of those plastic
chairs that I didn’t really want, I now need fifty children. If [ have everything fixed,
I don’t need the children, but now I need them to come. Then the children have a
good excuse to go to the school and say: “You have to come, because we need
somebody to carry the chairs and there will be music while you carry them in and

etc..”. So, I always try to be open-minded. Every obstacle is an occasion for creation.

Do you think that these events of the theatre of reciprocity play an important role in

Odin’s work now?

They do. It is a way of expanding our reputation in the municipalities, because
many of the people still don’t come to watch our performances. They pay taxes, the
municipality pays us a lot of money and this money comes of the taxes. So, it is a
way to give this money back and say why they should support us. We have been,
and we still are a part of their daily culture life. It is important because this kind of
performances accumulate many other requests: “Could you come and play music
to our birthday? Could you come and make the opening of our new Town Hall?
Could you come to our village when we make the celebration of a new statue?”.
They call us, because we know each other. Otherwise, they wouldn’t call us,
because they would think: “They are travelling around the world, they are famous,
they need forty lamps and a stage, etc.”. No, sometimes they don’t need anything at
all! They only need an audience. This is very important, that they start to look at us
as a part of the society. You are a farmer, you can offer food, you are an auto
mechanic, you can repair our cars and you are an actor, you can perform, but you
can also do many, many things. You can help the children sing, you can do our
opening, you can come to us and give us good ideas of how to organize an opening
or a celebration. You are an actor and you are used in organizing events like these,
because performance is an event. It's pure logistics. You can be as artistic as you
want, but if you don’t have control of the logistics, it doesn’t work at all. So, I say

that theatre is 90%, maybe 95% logistics and 5% art. If you are not self-disciplined,
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you will never learn to sing, you will never learn to play an instrument. If you don’t

logistically control your time, you won’t be able to do anything at all.

87



BiAoypa@ia

Abdallah-Pretceille, M. 2017. «Interculturalism as a paradigm for thinking about
diversity» tandfonline 7 Noepfpiov (URL:
http://www.tandfonline.com/doi/abs/10.1080/14675980601065764).

Allain, P. 2018. «Coming Home: The New Ecology of the Gardzienice Theatre
Association of Poland» jstor.org 9 Iavovapiov (URL:

http://www.jstor.org/stable/1146405).

Allain, P. Barbe, F. 2017. «On the Shoulders of Tradition from East and West: A
Conversation between Paul Allain and Frances Barbe» tandfonline 7 NoguBpiov

(URL: http://www.tandfonline.com/doi/abs/10.1386/stap.29.2.149 1).

Arnold, N. 2017. «The barter concept and practices of Eugenio Barba's Odin
theatre: Cultural exchange or cultural colonialism? » tandfonline 7 Noeufpiov

(URL: http://www.tandfonline.com/doi/abs/10.1080/10848779608579551).

Bakhtin, M. 1968. Rabelais and his World, Iswolsky, H. (ut¢.), Cambridge,

Massachusetts: The Massachusetts Institute of Technology Press.

Bakhtin, M. 1984. Problems of Dostoevsky’s Poetics, Emerson, C. (emy. kot pute.),

Minneapolis: University of Minnesota Press.

Barba, E. 1979. The Floating Islands: Reflections with Odin Teatret. Taviani, F.
(emy.), Holstebro: Thomsens Bogtrykkeri.

Barba, E. 1986. Beyond the Floating Islands. Barba, ]. Fowler, R. Rodesch, C. J.
Shapiro, S. (ut@.), New York: PA] Publications.

Barba, E. 1992. «The Third Theatre: The Legacy from Us to Ourselves», New
Theatre Quarterly, vol.8, no29 (®efpovdplog), oeA. 3-9.
88



Barba, E. 1999. Theatre: Solitude, Craft, Revolt. Masgrau, L. (em.), Barba, |. (ute.),

Aberystwyth: Black Mountain Press-Centre for Performance Research.

Barba, E. 2000. «Sonning Prize: Acceptance Speech», Odin Teatret, 2000, Acta
Jutlandica LXXVI: 1, Andreasen, J. kat Kuhlmann, A. (emp.), Aarhus: Aarhus
University Press, ogA. 197-201.

Barba, E. 2008. To yaptivo kavo: évag odnyos mpog 1) Ocatpikny AvOpwmoloyia.
OepeAns, K. (ute.), ABnva: Awdwv.

Barba, E. 2010. On Directing and Dramaturgy: Burning the House. New York and
Oxon: Routledge.

Barba, E. 2018. «Frase Latinoamérica: La Casa con Dos Puertas / Mascara:
Cuadernos Latinoamericanos de Reflexién sobre Escenologia, no.2, Enero 1990»,

Odin Teatret Archives, Fonds Odin Teatret, Series Activities-B, binder 2, ogA. 24-31.

Barba, E. Barba, J. 2017. «A Chosen Diaspora in the Guts of the Monster» jstor.org 7
NoepBpiov (URL: http://www.jstor.org/stable/1146982).

Barba, E. Rasmussen, I. D’Urso, T. Taviani, F. 2009. «Theatre Presence: Sea Lanes,
Sardinia, 1975», Negotiating Cultures, Eugenio Barba and the Intercultural Debate,
Watson, I. (emp.), Manchester: Manchester University Press, oeA. 128-141.

Barba, E. Savarese, N. 2008. H uvotikny téyvn tov nbomoiov: apyés Oeatpikng
avBpwmoloyiag. Xatlneppavouni, M. (ute.), Abnva: Kodav.

Barba, E. Watson, 1. 2009. «The Conquest of Difference: An Electronic Dialoque»,
Negotiating Cultures, Eugenio Barba and the Intercultural Debate, Watson, 1. (ettip.),
Manchester: Manchester University Press, oeA. 234-262.

Barfoed, S. K. 1977. «Intervista di Stig Krabbe Barfoed con Eugenio Barba,
Carpignano, settembre 1974», Lo Straniero che Danza, Album dell’ Odin Teatret
1972/77, D’Urso, T. Taviani, F. (em.), Torino: Cooperativa Editoriale Studio
Forma, osA. 73-77.

Barfoed, S. K. 2018. «European Theatre in the Jungle, 22.6.1976», Odin Teatret
Archives, Fonds Odin Teatret, Series Publications, binder 1, 2.2, ogA. 43-45.

89



Beukers, M. 2017. «For the Honour of the City: Utrecht City Minstrels between
1377 and 1528» jstor.org 29 Noeufpiov (URL:
http: //www.jstor.org/stable/939020).

Bharucha, R. 2017. «Interculturalism and its discriminations» tandfonline 7
NoeufBpiov (URL:
http://www.tandfonline.com/doi/abs/10.1080/09528829908576776).

Bovin, M. 2009. «Provocation Anthropology: Bartering Performance in Africa»
Negotiating Cultures, Eugenio Barba and the Intercultural Debate, Watson, 1. (),
Manchester: Manchester University Press, oeA. 142-158.

Bredholt, K. 2014. «The Theatre of Reciprocity» Dramatica, Studia Universitatis
Babes-Bolyai, top. 59-1/2014, Pop-Curseu, S. (em.), Cluj Napoca: Cluj University
Press, ogA. 333-354.

Camilleri, F. 2017. «Of Pounds of Flesh and Trojan Horses: Performer training in
the twenty-first century» tandfonline 7 Noeufpilov (URL:
http://www.tandfonline.com/doi/abs/10.1080/13528160903319232).

Carreri, R. 2014. On Training and Performance: Traces of an Odin Teatret Actress.

London and New York: Routledge.

Chaer, S. 2018. «Personal, y no provada, la Busqueda deja huellas / Jaque,
7.5.1986», Odin Teatret Archives, Fonds Odin Teatret, Series Performances-F,
binder 17, oeA.154.

Cioffi, M. K. 2017. «A Second Extract of Alternative Theatre in Poland 1954-1989»
tandfonline.com 7 NoeufBpiov (URL:
http://www.tandfonline.com/doi/abs/10.1080/10486809808568534).

Cots, T. 2018. «Teatro de Grupo Versus Grupo de Teatro, Lima 5-6.6.1978», Odin
Teatret Archives, Fonds Odin Teatret, Series Activities, binder 56, ogA. 95-104.

Cremona, V. 2017. «Drawing back the curtains on the actor’s ‘private place’: a
personal journey into ISTA 2016» tandfonline 7 Noepfpiov (URL:
http://www.tandfonline.com/doi/full/10.1080/19443927.2016.1230144).

90



Cruciani, F. 1977. «Laboratorio? 11, 12, 13 ottobre 1974», Lo Straniero che Danza,
Album dell’Odin Teatret 1972/77, D’Urso, T. Taviani, F. (em.), Torino: Cooperativa
Editoriale Studio Forma, ogA. 97-107.

Delgado, M. 2018. «'paupa tov Mario Delgado mpog tov Niels Mathiassen,
Ymovpyeio [oAttiopoV t™¢ Aaviag, otig 29.6.1978», Odin Teatret Archives, Fonds
Odin Teatret, Series Activities, binder 56, ogA. 146.

Delmenico, L. 2017. «Darwin-Style Intercultural Community Theatre: Postcolonial
Performances on the Edge of Australia» tandfonline 7 Noepfpiov (URL:
http://www.tandfonline.com/doi/abs/10.5172 /rsj.13.3.258).

D’ Urso, T. 2018a. «Tony - Storia», Odin Teatret Archives, Fonds Odin Teatret,

Series Environment, binder 6A, ogA. 118-125.

D’ Urso, T. 2018b. « Due Tribu all’ Incontro: Odin Teatret e Yanomami», Odin
Teatret Archives, Fonds Odin Teatret, Series Publications, binder 1, 2.2, ogA. 127-
131.

Filipowicz, H. 2018. «Expedition into Culture: The Gardzienice (Poland)» jstor.org 9
lavovapiov (URL: http://www.jstor.org/stable/1145475).

Fowler, R. 2018. «Odin Teatret: Twenty years old or a fifth of a century young? /
ANT (Australian Nouveau Theatre Newsletter) no 14, March-May 1985», Odin
Teatret Archives, Fonds Odin Teatret, Series Activities, binder 5, 1.2, ogA. 11-22.

Fowler, R. B. 2018. «The Anarchist Tradition of Political Thought» jstor.org 9
Iavovapiov (URL: http: //www.jstor.org/stable /446800).

Garboli, C. 2018. «La Buia Magia di Eugenio Barba / Il Mondo, 23.10.1975» Odin
Teatret Archives, Fonds Odin Teatret, Series Performances-F, binder 10, 3.8, ogA.

124.

Garza, H. 2018. « Quieren Politizar al Publico», Odin Teatret Archives, Fonds Odin

Teatret, Series Performances-F, binder 17, ogA. 152.

Gibson, M. Brook, P. 2018. «Brook’s Africa» jstor.org 9 lavovapiov (URL:
http://www.jstor.org/stable/1144842).

91



Hastrup, K. 2000. «For Odin! », Odin Teatret, 2000, Acta Jutlandica LXXVI: 1,
Andreasen, J. kat Kuhlmann, A. (emp.), Aarhus: Aarhus University Press, ogA. 190-

195.

Heilpern, ]. 1999. Conference of the Birds: The Story of Peter Brook in Africa. New
York and London: Routledge.

Kinna, R. 2018. «Fields of Vision: Kropotkin and Revolutionary Change» jstor.org 9
lavovapiov (URL: http: //www.jstor.org/stable/25195126).

Kruuse, J. 2018. «Theatre before it is theatre / Jyllands Posten, 20.4.1972», Odin
Teatret Archives, Fonds Odin Teatret, Series Activities, binder 10, ogA. 201-203.

Laukvik, E. M. 2018. «Sull’Odin Teatret-Ottobre 1968», Odin Teatret Archives,
Fonds Eugenio Barba, Series Odin Teatret, binder 5, ogA. 44-50.

Ledn, F. J. 2017. «The ‘Danza de las Cafias’: Music, Theatre and Afroperuvian
Modernity» tandfonline 7 Noeufplov (URL:
http://www.tandfonline.com/doi/abs/10.1080/17411910701276617).

McDonnell, B. 2017. «The politics of historiography—towards an ethics of
representation» tandfonline 7 Noguppilov (URL:
http://www.tandfonline.com/doi/abs/10.1080/13569780500103562).

Meer, N. Modood, T. 2017. «How does Interculturalism Contrast with
Multiculturalism?» tandfonline 7 NoeuBpiov (URL:
http: //www.tandfonline.com/doi/abs/10.1080/07256868.2011.618266).

Nicolescu, B. Williams, D. 2018. «Peter Brook and Traditional Thought»
tandfonline.com 9 lavovapiov (URL:

http://www.tandfonline.com/doi/abs/10.1080/10486809708568441?journalCod

e=gctr20).
Odin Teatret. 2018i. «La Repubblica», Odin Teatret Archives, Fonds Odin Teatret,

Series Activities, binder 56, ogA. 122-124.

Odin Teatret. 2018ii. «Johann Sebastian Bach», Odin Teatret Archives, Fonds Odin
Teatret, Series Activities, binder 10, ogA. 7-12.

Odin Teatret. 2018iii. «a@ioeg-CINE APERTO», Odin Teatret Archives, Fonds Odin

Teatret, Series Activities, binder 27, ogA. 150-154.
92



Odin Teatret. 2018iv. «Quaderni Salentini 1 - Stimolo, numero unico», », Odin
Teatret Archives, Fonds Odin Teatret, Series Activities, binder 27, ogA. 158-200 kat
201-214.

Odin Teatret. 2018v. «Seminario dell’ Odin a Carpignano», Odin Teatret Archives,

Fonds Odin Teatret, Series Activities, binder 27, ogA. 178.

Odin Teatret. 2018vi. «IIpdypappa tov Il International Theater Festival», Odin
Teatret Archives, Fonds Odin Teatret, Series Activities, binder 56, ogA. 561-562.

Odin Teatret. 2018vii. «I'paupa tov Carlos Giménez mpog to Odin Teatret, otTig
12.5.1976», Odin Teatret Archives, Fonds Odin Teatret, Series Activities, binder 56,
oel. 458.

Odin Teatret. 2018viii. «Sullo Schermo Come in Amazzonia», Odin Teatret

Archives, Fonds Odin Teatret, Series Activities, binder 56, ogA. 127-128.

Odin Teatret. 2018ix. «Samedi et Dimanche de 12h a 24h a la Cartoucherie:
Marathon Théatre 77/La Libération, 28.10.1977», Odin Teatret Archives, Fonds

Odin Teatret, Series Performances-F, binder 8 (1 nAektpovikn yme@lomoinon tov
EYYPAPOL EKKPEUEL).
Odin Teatret. 2018x. «Le Marathon-Théatre des Deux-Portes / Le Quotidien de

Paris, 29.10.1977», Odin Teatret Archives, Fonds Odin Teatret, Series

Performances-F, binder 8 (n nAektpovik Ymelomoinomn tov eyypd@ov ekkpepel).

Odin Teatret. 2018xi. «L’Odin Teatret, Samedi Soir a St-Martin-sur-Oust: Une
“Rencontre Troc” entre le Fest-Noz et un Théatre d’Avant-Garde / Ouest France,
14.11.1977», Odin Teatret Archives, Fonds Odin Teatret, Series Performances-F,

binder 8 (1 nAekTpOVIKY PN @PLOTIOINON TOV EYYPAPOV EKKPEUEL).

Odin Teatret. 2018xii. «I'p&upa Tov Antonio Belaunde Moreyra, tpéofin tou Ilepov
ot Aavia, tpog tov Leif Bech otig 5.4.1978», Odin Teatret Archives, Fonds Odin
Teatret, Series Activities, binder 56, ogA. 3-10.

Odin Teatret. 2018xiii. «Proyecto Ayacucho 1978», Odin Teatret Archives, Fonds
Odin Teatret, Series Activities, binder 56, ogA. 218-219.

93



Odin Teatret. 2018xiv. «Lista de Grupos Extranjeros Invitados Oficialmente al
Taller Latinoamericano de Teatro de Grupos, Ayacucho-1978», Odin Teatret

Archives, Fonds Odin Teatret, Series Activities, binder 56, osA. 220-221.

Odin Teatret. 2018xv. «Ciudadano del Mundo / Tres, no 36, 4.10.1996», Odin

Teatret Archives, Fonds Odin Teatret, Series Performances-F, binder 17, oeA. 183.

Odin Teatret. 2018xvi. «Skibet Bro / Vandstier», Odin Teatret Archives, Fonds Odin
Teatret, Series Activities-B, binder 12, ogA. 3-7.

Odin Teatret. 2018xvii. «Introductory Material to the Theatre-Laboratory», Jones,
A. (ute.), Odin Teatret Archives, Fonds Odin Teatret, Series Activities, binder 10,
oel. 172-192.

Odin Teatret. 2018xviii. «Negli anni ottanta», Odin Teatret Archives, Fonds Odin
Teatret, Series Publication, binder b1, 1.2, ogA. 41-62.

Oved, Y. 2018. «The Future Society According to Kropotkin» jstor.org 9 lavovapiov
(URL: http://www.jstor.org/stable/20170823).

Peters, G. 2017. «Urban Ministrels in Late Medieval Southern France:
Opportunities, Status and Professional Relationships» jstor.org 29 Noegufpiov

(URL: http://www.jstor.org/stable/853861).

Polar, J. C. 2018. « I'paupa tov Jorge Cornejo Polar, I'evikov AcvBuvty tou
Instituto Nacional de Cultura, pog tov K. B. Andersen, Yrmouvpyeio EEwtepikwv g
Aaviag, otig 3.7.1978», Odin Teatret Archives, Fonds Odin Teatret, Series
Activities, binder 56, ogA. 145.

Querra, 1. 2018. «Odin Teatret / El Universal. 16.5.1976», Odin Teatret Archives,
Fonds Odin Teatret, Series Activities, binder 56, ogA. 421.

Rasmussen, 1. N. 2018. The Blind Horse: Dialoques with Eugenio Barba and Other
Writings, La Selva, A. (em.), Enschede: BoekenGilde.

Reck, B. D. 2017. «The Minstrels» jstor.org 29 NoeuBpiov (URL:
http://www.jstor.org/stable/3395115).

Salvadori, G. R. «The Difficulties of Interculturalism» tandfonline 7 Noguppiov

(URL: http://www.tandfonline.com/doi/abs/10.1080/0952391970080206).

94



Santoro, V. 2017. Odino nelle Terre del Rimorso: Eugenio Barba e I'Odin Teatret in

Salento e Sardegna (1973-1975). Roma: Squilibri.

Savarese, N. 2018. «Non Sibi sed Aliis / Biblioteca Teatrale, no 10-11, 1974», Odin
Teatret Archives, Fonds Odin Teatret, Series Activities, binder 10, ogA. 40-42.

Schechner, R. 2011. H fswpla tn¢ emitéAeong. KovBapdaxkov, N. (ute.), Zwypdeov,
M.-®dAinttov, &. (em.), ABnva: TeAeBpLov.

Schechner, R. 2017a. «Rasaesthetics» jstor.org 29 Noeufplov (URL:
http://www.jstor.org/stable/1146911).

Schechner, R. 2017b. «Believed—in Theatre» tandfonline 7 Noeufpiov (URL:
http://www.tandfonline.com/doi/abs/10.1080/13528165.1997.10871553).

Schechner, R. 2018a. «From Ritual to Theatre and Back: The Structure/Process of
the  Efficacy-Entertainment  Dyad»  jstororg 9  lavovapiov  (URL:
http: //www.jstor.org/stable/3206608).

Schechner, R. 2018b. «Third Theatre, An Interview with Jerzy Grotowski about

Eugenio Barba», Odin Teatret Archives, Series Activities, binder 5, 2.2, oeA. 1-2.

Schechner, R. La Bardonnie, M. Jouanneau, J. Banu, G. 2018. «Talking with Peter
Brook» jstor.org 9 lavovapiov (URL: http://www.jstor.org/stable/1145712).

Schino, M. 2018. The Odin Teatret Archives, Sacco G. (ut.), New York: Routledge.

Shevtsova, M. 2009. «Borders, Barters and Beads: in Search of Intercultural
Arcadia», Negotiating Cultures, Eugenio Barba and the Intercultural Debate,

Watson, L. (emip.), Manchester: Manchester University Press, oeA. 112-127.

Skot-Hansen, D. 2017. «Danish cultural policy--from Monoculture towards Cultural
Diversity» tandfonline 7 Noepfpiov (URL:
http://www.tandfonline.com/doi/abs/10.1080/1028663022000009560).

Slocum, B. K. 2017. «Confrérie, Bruderschaft and Guild: The Formation of

Musicians’ Fraternal Organisations in Thirteenth-and Fourteenth-Century Europe»

jstor.org 29 Noeufpiov (URL: http://www.jstor.org/stable/853934).

Taviani, F. 1978. «Il Baratto», Il Libro dell’ Odin: Il Teatro-Laboratorio di Eugenio
Barba, Taviani, F. (em.), Milano: Feltrinelli, ceA. 259-272.
95



Taviani, F. 1979. «Ways of Saying», The Floating Islands: reflections with Odin
Teatret, Barba, E. Taviani, F. (em.), Holstebro: Thomsens Bogtrykkeri, oeA. 93-
113.

Taviani, F. 2017. «Baratti» Odin Teatret Archives 7 Noeufpiov (URL:
http://www.odinteatretarchives.com/MEDIA/DOCUMENTS/NT BARATTLpdf).

Taviani, F. 2018a. «L'Odin Teatret a Carpignano Salentino: Prima Relazione,
15.9.1974», Odin Teatret Archives, Fonds Odin Teatret, Series Environment, binder
6A, ocA. 1-10.

Taviani, F. 2018b. «Lo Spazio dell’ Attore», », Odin Teatret Archives, Fonds Odin

Teatret, Series Publications, binder 1, 1.2, ogA. 8-10.

Torp, J. 2018a. «Elenco Spese Sostenuto dal Gruppo “Oistros” per I’ attivita in
pizzeria-Preventivo Mensile per |' attivita in pizzeria / 7.6-18.6.1974», Odin

Teatret Archives, Fonds Odin Teatret, Series Activities, binder 27, ogA. 130-133.

Torp, J. 2018b. «I'paupa Tov Jan Torp mpog tnv Yolanda Tarff (Ateneo de Caracas-
3rd [nternational Festival) otig 31.1.1976», Odin Teatret Archives, Fonds Odin

Teatret, Series Activities, binder 56, ogA. 508-509.

Torp, J. 2018c. «Autorizzazione per poter indire i seguenti spettacoli, 19.7-
11.9.1974», Odin Teatret Archives, Fonds Odin Teatret, Series Activities, binder 27,
oeA. 49-54.

Trilling, 0. 2018. «Rennes Festival, Odin Theatre: No Inhibitions / The Stage and
Television Today, 15.12.1977», Odin Teatret Archives, Fonds Odin Teatret, Series

Performances-F, binder 8 (1 nAektpoviki) Ymn@Lomoinon Tov eyypa@ov eKKpeUEL).

Varley, J. 2018a. «Mr. Peanut’s Biography», Odin Teatret Archives, Fonds Odin
Teatret, Series Publications-B, binder 1, 1.6, ogA. 10-12.

Varley, ]. 2018b. «Holstebro Festuge: Re-thinking Theatre», Odin Teatret Archives,
Fonds Odin Teatret, Series Publications-B, binder 1 (Julia Varley’s writings 2017)
(M NAekTpovikn Yn@LoToinom Tov eyypa@ou eKKpeEl).

96



Varley, ]J. 2018c. «Barters», Odin Teatret Archives, Fonds Odin Teatret, Series
Publications-B, binder 1 (Julia Varley’s writings 2017) (n nAektpoviky

ymelomoinomn tov eyypa@ou ekkpeuel).

Ventimiglia, D. 2018. «Immagini da una realta senza Teatro / La Biennale di
Venezia: Un Laboratorio Internazionale, 23.9.1975», Odin Teatret Archives, Fonds

Odin Teatret, Series Activities, binder 10, ogA. 55-62.

Vitz, B. E. 2017. «Tales with “Guts”: A “Rasic” Aesthetic in Medieval French
Storytelling» jstor.org 29 NoeuBpiov (URL:
http://www.jstor.org/stable/25145559).

Watson, 1. 1988. «Plays in Performance: A Barter in Barrio Ansina», Latin American

Theatre Review, no 22/1, 1988, oeA. 129-133.

Watson, 1. 1995. Towards a Third Theatre: Eugenio Barba and the Odin Teatret.
London and New York: Routledge.

Watson, I. 2009a. «Barba’s Other Culture», Negotiating Cultures, Eugenio Barba and
the Intercultural Debate, Watson, I. (emiy.), Manchester: Manchester University

Press, ogA. 170-182.

Watson, I. 2009b. «The Dynamics of Barter», Negotiating Cultures, Eugenio Barba
and the Intercultural Debate, Watson, 1. (emi.), Manchester: Manchester University

Press, ogA. 94-111.

Watson, I. 2009c. « Introduction: Contexting Barba», Negotiating Cultures, Eugenio
Barba and the Intercultural Debate, Watson, 1. (emp.), Manchester: Manchester

University Press, ogA. 1-17.

Watson, 1. 2017a. «Third Theatre in Latin America» jstor.org 7 Noeufpiov (URL:
http://www.jstor.org/stable/1145832).

Watson, I. 2017b. «The weave of cultural production, education, and training in the
work of the Borderland organisation (Pogranicze Organizacja) » tandfonline 7
Noeufpiov (URL:
http: //www.tandfonline.com/doi/abs/10.1080/19443927.2013.873735).

97



Weber, M. 2018. «Reflections of Peter Brook» jstor.org 9 lavovapiov (URL:
http://www.jstor.org/stable/40244794).

Young-Jahangeer, M. 2017. «Bringing in to play: Investigating the appropriation of
Prison Theatre in Westville Female Prison, KwaZulu-Natal (2000-2004) »
tandfonline 7 Noeufplov (URL:
http://www.tandfonline.com/doi/abs/10.1080/10137548.2005.9687807).

98



