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What is ISTA?

ISTA, International School of Theatre Anthropology, was founded in 1979.
Conceived and directed by Eugenio Barba, it is based in Holstebro, Denmark.

ISTA is a multicultural network of performers and scholars giving life to an itinerant
university whose main field of study is Theatre Anthropology.

ISTA holds open sessions periodically on the request of national and international
cultural institutions which provide the necessary funding. Each session has a different theme
defining a particular subject which is investigated through practical classes, work
demonstrations and comparative analysis. Each time, a limited number of actors, dancers,
directors, choreographers, scholars and critics can apply to participate.

ISTA’s network is centered around a permanent core of Euro-Afro-American-Asian
performers and professors from many universities. The network gathers, works and
communicates not only during the public sessions, but also through mutual contacts,
exchanges and initiatives, smaller closed work sessions and within the framework of the
University of Eurasian Theatre whose open activity presents the results of ISTA’s research.

During its 15 years of existence ISTA has been a laboratory for research into the
technical basis of the performer in a transcultural dimension. The objective of this
methodological choice, deriving from an empirical approach, is the understanding of the
fundamental principles which engender the performer’s “presence” or “scenic life”.

The results of the research carried out by ISTA can be found in the following books:
“The Secret Art of the Performer” by Eugenio Barba and Nicola Savarese (Centre for
Performance Research/Routledge, Cardiff/London 1991).“The Paper Canoe - A Treatise on
Theatre Anthropology” by Eugenio Barba (Routledge, London 1994).

Eugenio Barba

T givon ) AreBviig ol Ocatpikiic AvOpomoroyiag (ISTA);

H Awebvng Zyoir ®eatpikng AvBpwmoroyiog ( ISTA, International School of Theatre
Anthropology) 16pdOnke 10 1979. ZoAnyn kot kahAiteyvikny devbvvon eivar tov Eugenio
Barba, éye1 £0pa oto Holstebro tng Aaviag.

H Awebvig Zyol Oeatpiknig AvBpomoloyiog eivar éva TOAVTOMTIGUKO diKTLO
EPUNVELTOV KOl LEAETNTAOV TOV divovv {1 og £vo TEPLOOEVOV TAVETIGTIILIO TOV OTOi0V TO
KOp1o Tedio omovdmv eivar n Ogatpiky AvOpmmoroyia.
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H Awbvig Xxoln Ocsotpikng AvOpwmoroyiog mpaypotonolel ovoytég ouvedpieg
TEPLOJIKE KOTOTLY OTHUOTOC EBVIK®V KOl SIEBVAOV TOMTIGTIK®V WOPVUATMV TOL TUPEYOLY TNV
amopaitmtn ypnuatoddtnon. Kabe ovvedpia €xer Sapopetikd Oépa mov opiler €va
GLYKEKPIUEVO OEpa, TO 0molo dlepELVATUL HECHD TPOKTIKAOV padnudtov, emdsiemv epyaciog
Kot Guykptikig avdivons. Kdabe popd, évag meplopiopévog apfudc nbomoidv, yopevtdv,
GKNVODETMV, YOPOYPAP®V, LEAETNTMV Kol KPLTIKGOV UTOPEL Vo SNADGEL GUUUETOYN.

To odiktvo ¢  Awebvoig Xyolg Ocsotpikng  AvBpomoloyiag Oeatpikig
AvBpomoroylag emkevipdveTor yopw amd évov udvipo mopnve Evpw-Aoepoopeptkovmv-
Acl0T®V EPUMVELTAOV KOl KaONyNT®V and moAld movemtotue. To diktvo cuykevipdveral,
epybleton Kot emikoveovel oyl pOVo Katd T SLdpKeLD TV SNUOCLOV GLUVEIPLAGE®Y, OAAAL Kot
péc® opopainv enapdv, aviaAloy®v Kot TpOTOPOVAIDY, UIKPOTEPOV KAEIGTOV GLVESPLDV
gpyaciog kot oto mAaiclo tov Iavemotuiov Evpaciatikov @Osdtpov tov omoiov 1 avotyti
dpaoTNPOTNTe TOPOLGLALEL TO ATOTEAEGHOTO TNG Epguvag Tov ISTA.

Katd ™ ddpkea tov 15 ypdvov dnapéne tov, 1o ISTA vrnple éva epyactiplo
€peuvog Yoo TNV TEYVIKN PAom Tov epunvevt og o SOmOAITIoUIKN dtdotact. O oT1odY0C
avtig TG UEDOBOAOYIKNG EMIAOYNG, TOL OTOPPEEL OO WO EUTEIPIKY TPOGEYYION, &ival 1
Katavonon Tov BepueMmddy apy®dV TOL YEVVOUV TNV «Iopovsion 1 TN «oknvikn {of» tov
gpuUNveLTH.

Ta amoteAéopata TG £pevvag mov mpaypoatomodnkav and to ISTA propeite va ta
Bpeite ota axorovba Piio:

e «The Secret Art of the Performer» twv Eugenio Barba kot Nicola Savarese (Centre for
Performance Research/Routledge, Cardiff/London 1991).

® «The Paper Canoe - A Traatise on Theatre Anthropology» tov Eugenio Barba (Routledge,
Aovdivo 1994).

CULTURAL IDENTITY AND PROFESSIONAL IDENTITY
Eugenio Barba

The field of study of Theatre Anthropology is the technique of the performer. Anyone
who practices a craft belongs to his/her own culture, but also to the culture of the craft itself.
S/he has a cultural identity and a professional identity. S/he can meet “compatriots” who
practise the same profession in other countries. This is why, once upon a time, the
Wanderjahr, the “wandering year” beyond the borders of one’s native country, was part of the
training of even the most humble artisan.

The theatrical profession is also a country to which we belong, an elective homeland,
without geographical borders. Today we accept it as normal that a Mexican philologist
should discuss with an Indian philologist, or that a Japanese architect shares experiences on
an equal basis with a Swedish architect, just as we feel that the fact that Chinese medicine and
European medicine have not become two complementary aspects of a single body of
knowledge is a form of cultural insufficiency. It is not strange that performers meet within
the common borders of their profession. It is strange that it should seem strange.
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The notion of identity stems from the Latin “idem” which means that which does not
change, that which remains the same. Identity is an axis, a centre, a kernel of values which
helps us to orientate ourselves in the face of life’s circumstances and obstacles.

Performers explore their historical and biographical horizons and the artistic results
are relative to their experience, heredity and vision of the world. It is this relativity which
gives each individual his/her uniqueness and difference.

Action, through theatre, is a testimony of and a journey into our own history and
culture. At the same time it takes us into a territory in which all actors meet the same
problem: how to make their presence work for the spectator.

The professional identity is rooted in this territory, with its different genres and styles
that correspond to different ways of moulding scenic presence.

This professional identity belongs to a transcultural theatre history built up by masters
and creators who have preceeded us. Therefore a performer from Polynesia or Italy can
develop his/her professional identity by orientating him/herself in relationship to the values
and experiences of Russian or Chinese, Colombian or Scandinavian masters.

Theatre-in-life is nourished by this polarity. On the one hand, the question: why do I,
as a member of a specific society and era, make theatre? And on the other hand, the capacity
of professional exchange with individuals who may be far removed from one’s own time or
geographic location.

It is possible to consider the theatre in terms of ethnic, national, group or even
individual traditions. But if in so doing one seeks to understand one’s own identity, it is also
essential to take the opposite and complementary point of view: to think of one’s own theatre
in a transcultural dimension, in the flow of a “tradition of traditions”.

In order to be more effective in their context, in order to make their historical-
biographical identity emerge, performers use forms, manners, behaviour, procedures, guile,
distortions, appearances, all of which we call technique. This is characteristic of every
performer and happens in all traditions. Making an analysis which goes beyond cultures
(West, East, North, South), beyond genre (classical ballet, modern dance, opera, operetta,
musical, text theatre, movement theatre, experimental theatre, etc.), we arrive at the first day,
at the origins, when presence begins to crystallise into technique, into how to become
effective for the spectator.

ISTA (International School of Theatre Anthropology) gathers together masters of
dance and theatre from different genres and cultures in order to compare the roots of the most
disparate working methods and to penetrate into a common technical substratum, whether we
are working in theatre in the West or in the East, whether we consider ourselves experimental
or traditional theatre, mime or ballet or modern dance. This common substratum is the
domain of pre-expressivity. It is the level at which the performers engage their own energies
according to an extra-daily behaviour, modelling their presence in front of the spectators.

At this pre-expressive level, the principles are the same for all, even though they
nurture the enormous expressive differences which exist between one tradition and another,
one actor and another. They are analogous principles because they are born of similar
physical conditions in different contexts. They are not, however, homologous, since they do
not share a common history. These similar principles often result in a way of thinking which,
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in spite of different formulations, permits theatre people from the most divergent traditions to
communicate with each other.

Some people are perplexed and say: “How is it possible to study the performers’
creative processes without examining their historical and social context? How is it possible to
compare various forms of scenic behaviour, and isolate transcultural principles, without
taking into consideration the fact that each of the examples belongs to culturally diverse and
at times incomparable circumstances?”. And they conclude: “Theatre Anthropology ignores
history; it ignores the fact that particular technical procedures have a specific symbolic or
ideal meaning in the culture to which they belong; it reduces everything to the materiality of
scenic bios, the performer’s presence”.

No, Theatre Anthropology does not reduce to... but concentrates on.

Performers who work in an organised performance situation individualise themselves
through profound differences as well as profound commonalities. It is therefore possible to
conduct research of a scientific kind that proposes to single out transcultural principles which,
on the operative level, are the basis of scenic behaviour. ISTA and Theatre Anthropology are
based on this hypothesis.

When we speak of culture, that is, of relationships, the subject of identity is always at
the centre of our discourse.

Our ethnic identity has been established by history. We cannot shape it. Personal
identity is built by each of us on our own, but unwittingly. We call it “destiny”.

The only profile which we can form consciously as rational beings is the profile of
our professional identity.

It is possible to construct a professional identity that can grow in contact with other
cultures, also at the intracultural level. It allows for the discovery and incorporation of that
which is different, even within our own culture. For the European reformers of the twentieth
century some of the events belonging to their history were fundamental for their practice: the
idea of the Greek theatre or the Commedia dell’Arte, different types of popular theatre or
circus, be they extinct or existing, accepted or marginalised manifestations.

It is through exchange, rather than isolation, that a culture can develop, that is,
transform itself organically. The same process applies to performers. However, in order to
make an exchange you must offer something in return. Therefore one’s historical-
biographical identity is fundamental when confronted with its opposite pole, the meeting with
otherness, with that which is different. This confrontation should not impose one’s own
horizon or way of seeing, but rather provoke a displacement which makes it possible to
discover a territory beyond one’s known universe.

Defining one’s own professional identity implies overcoming ethnocentricity to the
point of discovering one’s own centre in the “tradition of traditions”. Here the term “roots”
becomes paradoxical: it does not imply a bond which ties us to a place, but an ethos which
permits us to change places. Or better, it represents the force which causes us to change our
horizons precisely because it roots us to a centre.
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This force is manifest if at least two conditions are present: the need to define one’s
own tradition for oneself; and the capacity to place this individual or collective tradition in a
context which connects it with other, different traditions.

It is not the traditions that choose us, but rather it is us who choose them. A French
person can become a Muslim and a Hindu can be an excellent conductor of a classical
European orchestra. The fact of being born in a certain country and to certain parents does
not mean that our identity is limited to that country and those parents.

What does it mean to be English, European, Brasilian, Canadian, Latin American?
But also, what does it mean to be not on/y Latin American, Indian, Danish?

A good knowledge of our professional country of origin (ours as men and women of
theatre, not as Latin Americans, Japanese or Europeans) is even more necessary given that
our creations are ephemeral and endure only in the memory.

On the one hand our identity is individual, it comes from our life experiences and the
place and time in which we live. On the other hand it must be our professional identity that
links us to others of our profession far beyond the limits of time and space. It is a question of
two poles. The one cannot exist without the other.

We can imagine them as two doors of a house, one for going in and the other for
going out when the house becomes too small. One of Brecht’s poems contains a maxim that
belongs to the wisdom of exile: “Make sure that your house always has two doors”. It refers
to sudden escapes, to the fact of protecting the obligation of resistance. This poem has a
particular value for those who search for the meaning in theatre and who do not accept the
world (and the theatre) as it is.

As for the second door of the house, that of profession, that of shared identity, it is
difficult to say what derives from one’s own culture, and what comes from outside. All that
we do in theatre belongs to our professional country where we, theatre people, are at home.

It is competence in the craft which transforms a condition into a personal vocation
and becomes, in the eyes of others, a destiny which is also a legacy and a tradition.

What is most valuable in each one of us cannot make direct contact with others. Inner
lives don’t communicate with each other. Technique is not the essential in theatre and dance,
yet in order to reach the essential we must pay attention to the problems related to technique.

The theatre’s raw material is not the actor, nor the space, nor the text, but the
attention, the seeing, the hearing, the mind of the spectator. Theatre is the art of the spectator.

Like the poet with the particularly acute senses spoken of by Baudelaire, every
spectator, even when not aware of doing so, uses a pair of imaginary binoculars, sometimes
perceiving the performance through the large lenses, sometimes through the small lenses.
S/he observes the whole from a distance, then becomes engrossed by a detail.

Theatre Anthropology singles out the principles which the performer must put to
work in order to make this dance of the senses and mind of the spectator possible. It is the
performers’ duty to know these principles and to explore their practical possibilities
incessantly. In this consists their craft. It will be up to them to decide how and to what ends
to use this dance. This is their ethic.

Theatre Anthropology does not give advice on ethics; it is the premise of ethics.
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HOAITIEMIKH TAYTOTHTA KAI ENATTEAMATIKH TAYTOTHTA
Eovtiévio Maapprmo.

To medio omovddv g Osatpikng AvOpomoloyiag glvarl 1 TEYVIKN TOL EPUNVEDTH.
Tov /tng omolovdnmote/onolcdnToTE MOV OoKel pio TéXvn/de&dtnTa 1 omola  AvVKEL 01N
O1K1| TOV/TNG KOLATOVPO, GAAGL Kol GTNV KOLVATOVUpO Tng idtog g Té€xvng. Avtdc/ant) £xet
TOMTIOTIKY]  TOLTOTNTO  KOL  EMOYYEAUOTIKY)  TOVTOTNTO. MTOpel  Vvo  GUVOVTHOEL
COLUTOTPIDOTESH TOV AGKOVV TO 1010 emMAyyeA o o€ AAAeg ympes. [ avtd, o opd Kt Evov
Kapd, 10 Wanderjahr, 1 «ypovid ¢ mepmAYNoNS TEPA OO TA GUVOPO TNG TOTPIONG
Kémolov, MTav UEPOG TNG EKMOIOEVONG TOVL/TNG OKOUN Kol TOV/ING TO TAMEWVOV/MG
UAGTOPO/Plocag.

To Beatpikd emdyyelpa elvor emiong (o yOPA GTNV OTOIC. OVIKOVUE, L0 EKAEKTY|
TaTPida, YOPIG YE@YPUPIKE GUVOPO. XNUEPO OEYOLOCTE MG VOIOAOYIKO Vo cu{nNTd £€vag
Me&ikavdg euioloyog pe Evay Ivdd eiloloyo 1 6Tt évag ldmmvag apyitéktovag polpdleton
gunelpieg o w0oTIUN Pdon pe Evav Zoundo apyltékTova, 0TS TGTEVOVUE OTL TO YEYOVOS OTL
N Kwelikn TPk Kol 1 EVPORAIKY TPIKT, TOL 0gV €Y0VV Yivel 000 GUUTANPOUOTIKEG
TTVYEG €VOG EVIAIOV CMUOTOC YVAOTNG, EVOL pio LOPOT] TOMTIGUIKYG aVETAPKELNS. Agv givar
TOPAEEVO TTOV Ol EPUNVELTEG GLVAVTIOVVTOL MEGH GTA KOO OPlol TOL EMOYYEAUATOC TOVG.
Eivou mepiepyo va 611 B Empene va paivetor mapdéevo.

H évvola g tavtotmrag(identity) mpoépyetarl amd to Aotvikd «idem» mov onpoivel
ovtd Tov dev aAralel, avtd mov mapapével 1010, 1o amapdiiayto. H tovtdotta etvon évag
agovog, éva kévtpo, €vag mupnvag aSidv mov poag fondd vo TPocavVOTOAMGTOVUE OTEVOVTL
oTIS GVVONKEG Ko ToL epmodLa TG Long.

O gpunvevtég e€epeuvodiv ToVg 16TOPLKONS Kal Proypapikovs tovg opilovteg kot ta
KOAMTEYVIKA 0moTEAECUOTO OYETICOVTAL e TNV EUTELPLN, TNV KATPOVOUIKOTNTO KoL TO Opoud
TOVC Y10 TOV KOGHO. AVTH 1) oXETIKOTNTO ivon oL divel o€ KEBE ATOUO TN LOVOSIKOTNTO KOt
™ SLPOPETIKOTNTA TOV.

H 6pdon, péoa amd 10 0€atpo, eivor por paptopio kot va tagidlt otn Sk pog
otopia Kot moMtiopd. Toavtdypova pog PETOQEPEL oe pia meployn 6mov Olot ot nbomotoi
avTIHETOTICOVV TO 1010 TPOPAN LA TOG VA KAVOVVY THV TOPOVGI0, TOVS VO, AEITOVPYNGEL Y10, TOV
Beotn.

H emayyeApoatiky tovtotnra €xer 11 pilec g o€ auTAV TNV TEPLOYN, HE TO
SLoPOPETIKE €10M KOl GTLA OV OVTIGTOLYOVV GE SLOPOPETIKOVS TPOTOVG SIOUOPPOONS TNG
GKTVIKNG TOPOVGIOG.

AT 1 EMAYYEMUOTIKT TAVTOTNTO OVAKEL GE L0 SLOTOALTICMIKTY 1oTopio. OedTpov oV
yriotke amd daoKAAOLG Kol Onuovpyodg mov €yovv mponynbel. Q¢ ex TovTOL, éVvag
gpunveutng and v Ioivvnoia N v Itodo pmopel va avamtoéel TV emayyEAUATIKY TOV
TavTdOHTNTO TPOGavVaToAilovTag Tov/Tny o€ oyéon He TG aiec Ko Tic eumelpiec Pocwv 1
Kwélov, Kohoppravav 1 Zkovdvapdv SacKarmy.

To 0éatpo ot o1 TpéPeTal amd aVTH TV TOAIKOTNTO. ATO T LU0 TO EPATNUA.: YTl
YD MG HEAOG LOG CLYKEKPUEVNG KOWmVIiag Kot emoyng Kaveo Béatpo; Kot and v GAin
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TAELPA, 1 TKOVOTITO ETOYYEALOTIKNAG OVTOAAQYNG LE ATOLO TOV UTOPEL VO OTEYOVY TOAD Ao
oV ¥PpOVO 1 TN YEOYPUPIKN TOL BEom.

Eivai dvuvatov va géetdoovpe to Béatpo pe dpovg edvotikmv, eBvikdv, opadikmv M
KOl ATOUIK®V TOpod0ce®mV. AAAG oV UE QVTOV TOV TPOTO KATOL0G EMOIDKEL VO, KOTOVONGEL T
S1K1| Tov TavTdTNTA, Elva EMIONG ONUAVTIKO Vo V1I0BETAGEL TNV avTIBETN KOl CUUTANPOUATIKY
amoyn: vo okeQTel T0 Okd TOL B€0TPO GE WO SOMOATIGUIKY O1AGTAGT, OTN PON MG
«mopdooong TV TAPUSOGEDVY.

Mo va elvor o omotedeopatikol oto S1kd TOLG TAAIGLO Kol Yo Vo avodelyBel m
1GTOPIKO-PLOYPOQIKT] TOVG TOVTOTNTO, Ol EPUNVEVLTEG YPNOLLOTOOVV LOPPES, TPOTOUG,
GUUTEPLPOPY, JAOIKAGIES, TOVNPLE/ATATY, TOPAUOPPAOCELS, EUPOVICELS, TOV OAO GLTA TO
Aépe TeYVIKN. Avtd elval yopokTnploTikd kde epunvevt kot cvpPaivel oe Oleg TIC
mapaddcelc. Kavovtag o avaivon mov Eemepva Toug ToMTIGHOVS (Avor, Avatoin, Boppd,
NoO710g), TéPQ amd To €160¢ (KAOOIKO UTOAETO, GUYYPOVOG XOPOG, OTEPQ, omePETA, UOVLIKAA,
Béatpo keévov, Batpo kivnong, mepapatikd 6éatpo K.AT.), ETAVOLUE GTNV TPOTN NUEPA,
OTIS OTaPYES, OTAV 1 TOPoLVGic. apyilel VO OTOKPUOTUAADVETAL GE TEYVIKY], OTO TAG Vo YiVeL
OTOTELEGLLOTIKY Y1 TOV OEntn.

H ISTA (Awebvig Xyxol) Oeatpikng AvOpmmoroyiog) cuyKevIpdvel deEloTé Ve TOV
¥0PpOoL Kol TOL BEATPOL OO SLOPOPETIKA €101 KOl TOMTIGUOVG Yo Vo, GVYKpivouv Tig pileg Tav
O JPOPETIKAOV HEBOd®V gpyaciag Kol vo S1ElGdVo0VY Gg £val KOV TEXVIKO VITOCTPWLOL,
eite epyalopoote oto BEatpo ot Avon gite onv Avotol, gite Bempolie TOVG EVTOVG LOGC
TEWPAPOTIKO €ite Topadootakd Oéatpo, pipo M UTOAETO 1 GUYYPOVO YX0pd. AVTO TO KOO
VROGTPOUA €vOl O TOUENS TNG MPOEKPPACTIKOTNTAS. Eivor to emimedo oto omoio ot
EPUNVEVTEG EUMAEKOLV TIC OWKEG TOVG EeVEPYElEG oOUeOve e  pio  eEokabnuepvi
GUUTEPLPOPA, SUUOPPDOVOVTOG TNV TOPOVGIO TOVG UTPOGTH GTOVG BENTEG.

Ye oUTO TO TMPO-EKPPOOTIKO €MIMEdO, Ol OpyéG €ivar 101eg Y OAOVE, TAPOAO TOL
TPEPOVVY TIC TEPACTIEG EKPPACTIKEG SLOPOPES TOL VITAPYOVY UETOED TNG MING ToPAd0o™G Kot
™¢ GAANG, ToL gvog MBomolov Kot Tov dAiov. Eivor avdloysg apyég ywati yevviouvtal omd
TOPOUOIEG QUOIKEG GLVONKEG GE OlPOPETIKA TAnicla. Agv gival, ®O0T000, OUOAOYEG,
(homologous)apob dev £xovv Kown 1otopia. AVTEG O1 TAPOUOLES APYES GLYVA KOTAAYOLV GE
&vay TPOTO GKEYNG OV, TOPA TIG SIUPOPETIKES OOTUTMGCELS, EXTPENEL GTOVG AVOPMTOVE TOV
®edTpov amd TIC MO ATOKAIVOVGEG TAPUSIGELS VO EMKOIVAOVOVY LETAED TOVC.

Mepikoi dvBpmmotl purepdevovron kot Aéve: «lldg glvar Suvatdv vo LEAETGOVUE TIG
ONUIOVPYIKES d1AOIKACIES TOV EPUNVEVTMV YOPIC Vo EEETAGOVIE TO 1GTOPIKO KOl KOVMVIKO
tovg mAaiclo; Ilmg givol duvaTdv va cuykpivovpe S1APOPES LOPPEG CKNVIKNG CUUTEPLPOPAS
KOl VO OTOLOVAVOVUE OLOMOMTICHIKEG apyEG, Y®pic va AapuPdvetal vToyn 1o yeyovog 0Tl
kaBévo amd To TOPOSEIYHOTO OVIAKEL OE TOAMTIOTIKG OLUPOPETIKEC KOl LEPIKEC (QOPEC
acvykprteg meplotdoeig». Kor kotainiyovv: «H avBpwmoloyia tov Oecdzpov oayvoel thv
1otopio. Ayvoel 10 YeYOVOS OTI GUYKEKPIUEVES TEYVIKES OLOOIKOOTIES EYOVV OGUYKEKPIUEVO
OVUPOAIKG 1 100VIKO VORUO. GTOV TOMTIOUO OTOV 0moio oviKovv. AVayelr ta mavia otnv
DAIKOTHTO. TOV OKIVIKOD PLOYPOPIKOD, OTHY TOPOVTIO0, TOD TEPPOPUEP.

Oy, m Oeatpikny AvOpomoroyie deV «UEUDVETOL GEM... OAAL «CUYKEVIPOVETUL TAV®
oe». Ouv gpunvevtég mov epyaloviol GE W0 OPYOVOUEVT] KATAOTOOT TOPAGTACNS
eEatouikevovtal péca omd Pabiéc dapopés kabmg kot Pabdid kowvd onpeia. Elval emopévmg
duvart M Siefaywyn €pevvog EMGTNUOVIKOD £idovg Tov Tpoteivel va Egxmpicovue Tig
SOMOMTIGUKEG apYEC OV, GE AEITOVPYIKO emimedo, omotelobV T Pdon TS OKNVIKAG
GUUTEPLPOPIS.
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Otav pddpe yo moMTiopo, dniadn yo oyéoels, to Béua g TovtoTnTag PpickeTat
VT GTO EMIKEVTPO TNG OUALNG [LOGC.

H &bvikn pog tavtomnto éxel edpoiwbel and v 1otopic. Agv pmopovpe va v
dwpopemcovpe. H mpocwmikn tavtdmra yriletal amd tov kabévo pag uovn e, oAl dbeld
™. To Aépe «memp@pévo.

To poévo TpoPil TOL UTOPOVUE VO GYNUOTICOVE GUVEINTA M AoYIKd OVTO Eival TO
TPOPIA TNG EMAYYEALATIKNG LAG TOVTOTNTOG.

Eivar Svvatd va owodopnfel pior emayyeALOTIK TOLTOTNTO TOL Hmopel va
avantuyfel oe eman pe AAAOVG TOATIGCUOVG, EMIGNG G€ EVOO-TOMTIoMIKO eminedo. Emtpénel
™V avokGAvYm Kol TV eVeOUAT®oT ovToD oV gival SOPOPETIKO, aKOUN KOl UECH GTOV
dkd pog mohrtiopd. INo toug Evponaiovg petappubiotéc Tov 1Ko6Ton a1dva OpIopHéva amd
Ta, YEYOVOTA TTOL OVIKOY GTNV 10TOPI0 TOVG TV OEUEAMON Yo TV TPAKTIKN TOVG: N O£ TOV
eMnvikov Bedtpov 1 g Commedia dell' Arte, Stagpopetucol Thmot Aaikov Bedtpov 1 Toipkov,
elte eCapaviomkay gite VIAPYOLV, ATOSEKTEG. 1) TEPIO®PLOTOMEVES EKONAMOELS.

"Evog moMTiopdg propei vo avomrtoyfei, oniadn vo perapopmbsi opyavikd
péc® NG OVTOALOYNGS, KOl Oyt TNG amopdveons. H idw dadikacio oyvel Kol Yo Tovg
epunvevtés. QotdGO, Yl VO KOVETE O OVTOAAQYY TPEMEL VO TPOCPEPETE KATL GE
avtolhaypa. Emopévmg, n 10toptko-Ploypagiky] tautdtnTo Kamoov givol Oepeldong otav
£PYETOL AVTILETMTOG LLE TOV aVTIBETO TOAO TNG, TN GLVAVINGT LE TNV ETEPOTNTA, LE CVTO TTOV
gtvon drpopeTikd. Avti 1 avtimapddeon dev Ba mpénel va emPairel tov dikd g opilovta 1
ToV O1kd ™G TPOTo OEaoNG, CALD UAAAOV VO TPOKOAEL Lol LETATOMION TOVL KabloTd dvvaty
NV OVaKGADYN LG TTEPLOYNS TEPO OO TO YVOOTO TNG GCUUTAV.

O «xofoplopdg TNG  EMAYYEAUOTIKY TOVTOTNTOG KATOLOV/KATOWNG GUVETAYETOL
vépPaon G BVOKEVTPIKOTNTOG LEYPL TO ONUEI0 VO OVOKOADWEL TO KO TOV/ING KEVIPO
OTNV «TapAd0cT TV Tapaddce®Vvy». Edd 0 0pog «pilec» yivetar mapddo&og: dev vmovoel Evay
deopd oL pag dével pe Evav tomo, oAl Eva 180g mov pog emtpénel vo aArdEovue B€oelg. 'H
KOADTEPD, OVTITPOCMOTELEL TN dOvaun Tov pog Kavel vo aAld&ovpe tovg opiloviéc pog
akpifmg emeldn] pog prldvel o€ Eva KEVTPO.

Avt 1 60vapn elvor gueavig edv vmdpyovv TOLAdYIGTOV dVo Tpovmobiécels: M
avaykn vo opicel kaveic T SKN TOL TOPASOOT] Yo TOV €0VTO TOV, KOl TNV KOVOTNTO Vo
tomoBeTnOel 0T M ATOUIKT] 1] GLAAOYIKY TAPASOCT) G VO TANIGLO TTOV TN GLVOEEL LE GANEC,
SrapopeTikég mapadocelc.Aev gtvor o1 mapaddcEs mTov Hag EMAEYOVV, aAAd pdAlov elpaocte
gueic mov  emléyovpe oavtéc. ‘Evag 'dAAog pmopel vo yivel HOVGOLAUAVOG Kol EVag
Ivdoviotg pmopel va yiver eEopeticds HoECTPOG oG KAUGIKNG EVPOTAIKNG opynotpas. To
yeYovog OTL yevwnONKape GE U0 GUYKEKPIUEVT] YDPO KOl GE OPICUEVOLS YOVEIG dgv anuaivel
OTL 1] TOVTOTNTA oG TEPLOPILETUL GE VTV T YOPU KOl GE QLTOVE TOVS YOVELG.

T1 onuaivel va gical AyyAiog, Evponaiog, Bpalimdvog, Kavadoc, Aativoapepikavoc;
AANG emiong, Tt onpaivel vo unv gicon povo Aatvoapepikovog, Ivoog, Aavic;

H kol yvdon tng emoyyeAloTIKNG HOG XOPOS Kotaymyng (g ONg HOG ©F
Oeatpikdv avdpdv Kol yovaikmv, oyl o¢ Aatwvoapepikavav, lotdvov 1 Evporaiov) gival
aKoun mo amapaitntn dedopévou OTL ot dnovpyieg Lag etvat eprUepes Kol LEVOLY LOVO o1
pvipn.

Amo ™ o 1 tawtdTTd pog stvol atopukn, mpoépyetol and TG epmelpieg g {ong
LOG Kol TOV TOTO Kol Tov xpovo mov (ovue. Amo v GAAN TAELPA, T ETOYYEAUATIKY HOG
TOVTOTNTO TTPETEL VO, EIVOL ODTY TOV LOG GUVOEEL UE GALD TOV EMAYYEALOTOC UAG TTOAD TTEPQL
amd ta Opro. Tov ¥POvov Kot Tov xdpov. Eivor {nmua 600 moéhwv. To éva dev pmopel va
vrap&el ywpig To GAAO.
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MropovpE va. TIG POVTAGTOVUE MG dVO TOPTEG EVOG GTITION, 1 M Yio VO UTaivELg Kot
N dAAn v va Byaivelg 0tav 1o onitt yivetal moAd pkpd. ‘Eva and to mompato tov Mrpeyt
mePLEYEL £va pNTO TOL aviKeL ot copia Tng efopilag: «DpdvTice To OTiTL GOV Vo EYEL TAVTO
00 TOPTECY. AVOQEPETUL OTIC EQPVIKEG ATOOPAGCELS, GTO YEYOVOG TNG TPOGTAGIOG TNG
vroypEéwong avrtictaons. Avtd to moinpa Eyetl Wwitepn a&io yoo 660vg avalnTovy 1o vonuo
670 B€atpo Kat dev amodéyovral Tov kOGO (Kat To BEatpo) Ommg gival.

Oco yo ™ 0e0TEPT MWOPTA TOV OMITIOV, OLTH TOL ETAYYEALOTOS, OVTN TNG KOWNG
TAVTOTNTOC, &ivol OVOKOAO vo mel kaveic Tt mnydlel amd Tn Sk TOL KOLVATOVPO KOl Tl
apoépyetarl and €. O,T1 Kavovue 610 BE0TPO OVIKEL GTNV ETAYYEAUATIKY HOG YDPA OOV
gueic, o1 avBpowmot tov Bedtpov, eijlooTe GTO GTITL pOg.

Eivai n wavotta otny 1€)vn mov PETATPEREL Lo GUVONKT O TPOCOTIKO ETAYYELLOL
KoL yiveral, ota Latio Tov GAA®V, o poipo mov stvat eriong KAnpovopud Kot topaooon.

AvT6 OV €ivar TO TOAVTO oTov KaBéva pog OV UTOpEL va £yl QUECT ETOPN HE
Tovg AAAovG. Ot gocmtepcéc (wég dev emkowvmvoly PeTa&y tovg. H teyvikn dev eivar 1o
0VOLHOTIKO 6T0 0€aTpo Kot 6TO XOpd, OUMG YO VO TAGOVUE OTO OVCLUCTIKO TPEMEL VO
Tpocé&ove Ta TPOPAALOTA TOV GYETICOVTOL UE TNV TEYLVIKN.

H npdtn HAn tov Bedtpov dev givar o nBomoidg, ovte 0 YdPog, 00TE TO KelLEVO, AALY
1 TPOGOoYN, 1 OpOCT), 1| 0KON, TO LVaAS Tov Oeath. To Ofatpo civar n Tévn Tov OzaTii.

Onwg o motic pe T1g Wiaitepa ofeieg aobfoelg yio tov omoio pwAd o MrovtAaip,
Kké0e Beatng, akdun kol otav dev 10 Yvpilel, ypnoponotel £va (evydpt avTaoTIKE KidAL,
dAhoTe avTIAOUPOVOUEVO TNV TOPAGTACT UEGO OO TOLC UEYAAOVG PUKOVG, GANOTE LE TOLG
pkpovg eakovg. Iapatmpel to chHvoro amd amdOTACN KOl GTI) GUVEYELD ATOPPOPATUL U
o Aertopépela. H @gatpucr) AvBpomoloyia Eexwpilel T apyég TOL TPENEL VO EPOPUOGEL O
EPUNVELTNC YO VO, KOTAGTEL SUVATOG ALTOG 0 YOPOC TV GO GE®Y KoL TOV VoL TOL Beotn.
Eivar xabnkov tov epunventdv va yvopilovv ouTég Tic apyEs Kot vo EEPELVOY AoTANATNTO
TIG TTPOAKTIKEG TOVG OLVOTOTNTEG. € ALTO cLVIGTATOL 1] TEYVN TOVG. Ba gival 6To Y€PL TOLG Vo
OTOQUGIcOVV TG Kol GE TOOV koo Bl YPNCHOTOMGOVY aVTOV TOV Yopd. AvTh €lvar 1
N0 tTovg.

H Oszatpwkiy AvOpomoroyioa dev diver ovpfoviés yie v nobwi). Eivor n
npovT60eon Tng NOuc.

Metagpaon omwd To. AyyMkd: AvTOvNG AlopovTig
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