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FREDDY DECREUS

Elfriede Jelinek's Bambiland (2003), Yana Zarifi's Persians (2006) and
Zack Snyder's 300 (2007), three different ways to invent ourselves

I. Locating the question

Aischylos™ Persians (472 BC) was one of the first accounts of the way the *West started to face
the ‘East’. This tragedy has been important for a great variety of artistic, political and
ideological reasons and its reception during a period of 2500 years focused upon the defence of
Western freedom and the heroic efforts it sometimes takes to face an unbeatable enemy. 1t was
one of the first documents that emphasized the idea of fighting for freedom against all odds and
so it opened debates on power, freedom and politics in the ancient Greek (especially Athenian
and Spartan) world (Loraux 1986), Right after the Persian wars, its content was understood in
terms of an elaborate network that served to characterize ‘the barbarian’ (see the many
Amazonomachies, Centauromachies and Gigantomachies) and for this purpose old mythology
was relieved by newer versions, pointing into new ideological directions. In her fascinating
book Inventing the Barbarian. Greek Self-Definition through Tragedy (1991), Edith Hall
showed how the increased interest in the barbarian had to be seen as a very conscious
manoeuvre of tragic poets to foster a new nationalistic ideology. The poets, she said, "created a
whole new 'discourse of barbarism'. as a component of this ideology. a complex system of
signifiers denoting the ethnically. psychologically, and politically 'other' |...] Many of these
were to be of lasting influence on Western views of foreign cultures, especially the portrait of
Asiatic peoples as effeminate. despotic, and cruel” (Hall 1991, 2).

Analyses of this kind were an interesting test-case to introduce a Western public into
discussions about a great ideological divide and a 'clash of civilizations' (Huntington 1996).
They continuously appealed for oppositions between a generalized 'us' and 'them’' (Hornblower
2001). between the enlightened Western citizen and the racial and geographical other, or in
psycho-analytical terms between all kinds of ego's and repressed 'strangers in ourselves'
(Kristeva 1988). They helped to articulate identities in both the French Revolution and the
Greek War of Independence and both Iranians and Greeks conceived their actual political
positions through it (Bridges. Hall, Rhodes 2007). Moreover, since the Persian attack can be
seen as one of the first major expeditions organised by the East against the West and since
conversely the West. with Christianity ahead and Georges Bush in its wake. did not yield in
planning dozens others, the Persian Wars never stopped to play a part on the agenda of
international politics and religion. Even during the Cold War that opposed the United States to
the Soviet Union, the opposition East vs. West served propaganda ends. as was illustrated by
The 300 Spartans, directed by Rudolph Maté in 1962 (Levene 2007).

From a philosophical point of view, it lasted till 1978 and the publication of Edward Said’s
Orientalism. Western Conceptions of the Orient before the Western intellectual world stopped
indulging in fancies about the Eastern Other. As Said mentioned in his Introduction: "The
Orient was almost a European invention, and had been since antiquity a place of romance,
exotic beings. haunting memories and landscapes, remarkable experiences". But ever since the
terrible civil war of 1975-76 in Beirut. this Oriental vision "was disappearing; in a sense it had
happened, its time was over”, and much worse "it seemed irrelevant that Orientals themselves
had something at stake in the process, that even in the time of Chateaubriand and Nerval
Orientals had lived there. and that now it was they who were suffering” (Said 1995, 1). From
then on, Orientalism became a "Western style for dominating, restructuring, and having
authority over the Orient", a construction and a discourse, like Foucault described them in
L'Archéologie du savoir (1969) and in Surveiller et punir (1975), an authoritative position by
which European culture was able "to manage — and even to produce —the Orient politically,
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sociologically, militarily. ideologically. scientifically and imaginatively during the post-
Enlightenment period" (Said 1995, 3).

Probably to the surprise of most classicists Said also focused on the ideological impact of two
Greek tragedies: "two of the most profoundly influential qualities associated with the East"
appear in Aischylos' The Persians, the earliest Athenian play extant, and in The Bacchae of
Euripides, the very last one extant. Aeschylus portrays the sense of disaster overcoming the
Persians when they learn that their armies. led by King Xerxes, have been destroyed by the
Greeks. The chorus sings the following ode, developing Hecataeus’ radical idea of dividing the
world in two major continents, Europe and Asia (cf. his Periegesis):

Now all Asia's land

Moans in emptiness.

Xerxes led forth, oh oh!

Xerxes destroyed, woe woe!

Nerxes' plans have all miscarried

In ships of the sea.

Why did Darius then

Bring no harm to his men,

When he led them into battle,

That beloved leader of men from Susa? (vs. 548-538)

What matters here, he said, is that "Asia speaks through and by virtue of the European
imagination, which is depicted as victorious over Asia, that hostile 'other' world beyond the
seas. To Asia are given the feelings of emptiness. loss. and disaster that seem thereafier to
reward Oriental challenges to the West: and also, the lament that in some glorious past Asia
fared better, was itself victorious over Europe" (Said 1995, 55-56). In his opinion, these very
lines conceived by Aischylos in the wake of the Persian Wars, or, to be more precisely, written
down during a century that Athens could not escape Persian threats, were very fundamental
ones, if only for ideological reasons. Indeed, "the two aspects of the Orient that set it off from
the West in this pair of plays will remain essential motifs of European imaginative geography.
A line is drawn between two continents. Europe is powerful and articulate; Asia is defeated and
distant [...] Secondly, there is a motif of the Orient as insinuating danger. Rationality is
undermined by Eastern excesses, those mysteriously attractive opposites to what seem to be
normal values". In the eyes of Said, the Persians of Aischylos is one of the oldest Western
statements of an ontological and epistemological divide and hence of a "Western style for
dominating, restructuring, and having authority over the Orient" (Said 1995, 57).

It was only at the end of the twentieth century that postcolonialism, as an internationally
recognized scientific methodology, opened Western eyes and indicated that the intrinsically rich
and high civilisation that was ancient Persia had been taken hostage by a largely hostile press
which was embedded in the European tradition, but which ultimately originated in antiquity
(Burn 1988; Brosius 2006; Bridges, Hall & Rhodes 2007). Differences in the gaze that shaped
both parties can reside in very small details, as the ones used for instance by Steven Pressfield
in his novel Gates of Fire (1998), a bestseller in both the USA and the UK, a book that
apparently caught the attention of the great public, as it was retelling the story of the battle of
Thermopylae. In her analysis of the success of this novel, Emma Bridges mentions, as a small
Jait d’hiver, the following reaction of a former captain of the US Marine Corps who has seen
service in Irag and Afghanistan and who wrote an article in the "Washington Post" (July 15,
2005). Captain Nathaniel Fick specified: "If there’s a better description of combat leadership,
I've not seen it. | recognized Pressfield’s characters in the men | was serving with; weapons and
tactics evolve, but the people stay the same". So too, Bridges suspected. "does the horror,
discomfort, and camaraderie of face-to-face combat. Fick insisted that every member of his own
platoon read the novel". Certainly this novel recognized universal problems and reactions in the
face of ultimate situations, but there was more. In Gates of Fire. a minor and invented character
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survived the battle and was taken to the Persian court for questioning by Xerxes' advisers, a
rather traditional thematic excursion, but important because it allowed a narrative voice to
report from both sides of the conflict. Giving the opportunity. even only occasionally, to the
Persians to formulate their version of the story, reminded us, Bridges says in her last note. of
"what countless postcolonial novelists have been doing for other peoples under later empires”
(Bridges 2007, 419, n. 26) and she explicitly mentioned one of the first and still important
readers on that topic. The Empire Writes Back: Theory and Practice in Post-Colonial
Literatures. by Ashcroft, Griffiths and Tiffin (1989). Since the war against Persians so often has
been seen as one of the first (Western) Crusades (see Karen Armstrong, Holy War: The
Crusades and their Impact on Today's World. 1988), one easily understands why it was so
important that, in a radically changed intellectual climate that has been promoted by media all
over the world, the story of the Crusades also was told and recorded from ‘the other side’. as
Amin Maalouf did in his pioneering The Crusades through Arab Eves (1984). collecting
testimonies from contemporary Arab historians and chroniclers.

2. Three important recent interpretations: Elfriede Jelinek's Bambiland (2003). Yana
Zarifi's Persians (2006) and Zack Snyder's 300 (2007)

2.1. Elfriede Jelinek, Bambiland (2003)

The first example of contemporary reception to be discussed here is a play written by the
Austrian novelist, dramatist and essayist Elfriede Jelinek, one of the most radical authors
Europe knows today, Austria’s cultural "pain in the ass". "best-hated author" and "the world’s
greatest agitator”, but nevertheless recipient of the 2004 Nobel Prize (as the jury said "for her
musical flow of voices and counter-voices in novels and plays that with extraordinary linguistic
zeal reveal the absurdity of society's clichés and their subjugating power"). Officially.
Bambiland is called a play (published together with Babel in 2005 as "zwei Theatertexte"), but
its seventy pages (German version, 2004, 15-84) long outburst of criticism and aggression is as
unplayable as most of her other work. Writing in the line of her Austrian predecessors Robert
Musil, Thomas Bernhard and Ingeborg Bachmann (although violently refusing any
characteristic that could label and identify her as "Austrian'), her style is polemic, critical, often
ironic, sometimes feminist.

Log Ny (| /1SS o

Bambiland, Wiener Burgtheater. Picture by Gabriele Engelhardt (2003). Kinstlerische Mitarbeit. Christoph
Schlingensiel
The two plays, Bambiland and Babel, were written in the wake of the invasion and occupation
of Iraq and dealt with the way media coverage handled this provocation. Both plays were born
out of indignation raised by the photographs taken in the Guantanamo Bay and Abu Ghraib
prisons and severely criticized blind patriotism that too easily relies upon over-simplified
messages. In Bambiland, entertainment industry created a new kind of Disneyland and world-
wide amusement park, using media and internet's availability all over the world, called
'"Wartainment'. Everybody is welcome to play and participate, and whether you like it or not,
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you are involved, since you never escape the type of media coverage that occurred during the
last war. An extended monologue with shifting voices and a multi-layered language. staging
Dick Cheney and the Halliburton "high-priced corporate conglomerate” always "at your
service", Jesus, Christian crusaders, policy advisers. high-tech weapons experts. ..., they all
constitute an incalculable plethora of economic and political interests that tries to expunge all
doubts and dissent from a Western conscience. Apparently, a wide-ranging first person 'l',
sometimes swelling into a more collective 'we'. changing and skipping within a phrase or even a
single word, is deeply worried about the worldwide privatization of media and weapons
production that gives way to 'infotainment’, an attitude that reduces every bit of historical
seriousness and turns a public into passive consumers.

Bambiland, Picture by Christian Brachwite

Aischylos' tragedy already staged an ‘embedded reporter’ and Jelinek continues this double
voyeuristic perspective. the camera perspective of those on the frontline and of those who
observe the observers, that means 'we'. On the one hand, Western observers congratulate
themselves for the balanced nature of their coverage, because, after all, they are Westerners,
always occupied with the 'truth’ and having an open eye for the situation of the losers. On the
other, Western TV allows all of us to sit in comfort and to enjoy the process of the coverage
itself, long live CNN that stages all of this for us. This attitude radically asks the question of our
own involvement, or as Katrin Sieg puts in her analysis of the way modern politics is
choreographing the global: "The continuities she [sc. Jelinek] charts between ancient Greek
tragedy and contemporary 'wartainment' underscore not merely the implication of European
democracy in imperialist projects but identify the ambivalence of empathizing with and
eradicating the Other as constitutive of democratic art" (Sieg 2008, 144). "This crusade, this war
on terrorism is going to take a while", one of the many catchy phrases that president Bush in
2001 thought of. and later on completely dropped from his vocabulary, belongs to a more
generalized attitude that can be labelled ‘European universalism’. Katrin Sieg connects this
overall pattern to what she is calling "the synchronization of natural, divine, and political order
underpinning the historic victory of Greek democracy in The Persians and [that] might be
regarded as the first manifestation of such a *European universalism® (to quote Wallerstein,
2006)", one that "framed historic projects of imperial domination as the generous impulse to
bring Christianity to the heathens, Western civilization to the colonies, modernity to the third
world, and democracy and human rights to rogue states, that is, as the disinterested sharing of
universal values” (Sieg 2008, 150).
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Bambiland. Picture by Karin Rocholl

Warlords led by a 'lesus W. Bush' team, drunk with victory, do not doubt their divine position,
since their God 'is in the right'. This "God is a born-again Christian, and he can be born and
reborn again and again... And what's even better is that he can also employ the logic of the most
unbelievable non-believers and the morality of the most unbelievable non-believers".
Sometimes this hilariously twaddling voice really doubts that he is God, but then again, there is
his father who persuades him of his divine mission: "Sometimes | have my doubts, but my
father just handed me a note stating that I, too, am God. He's not the only one. In any case, no
sooner had 1 been informed of the fact that I am God. of course | immediately set out to serve
some purpose, in the sense of Darwinian biology, which is to say to assert my fitness in the
struggle against others. Who could be more fit than someone who is at once God and man?
People should all become like me, but they cannot". Major tools to acquire this divine status are
a large series of heavy weapons and missiles, the BGU-28 bombs ("5000-plus pound bunker
buster, 4600 pound launch weight with 630 pounds of high explosives..."), cluster bombs,
graphite bombs, ..., items that are to be bought in large quantities. because "one is hardly
enough. Take several, take several of them off our hands! If you've already got fighter aircraft,
it's best that vou take a couple thousand of 'em off our hands. then we can really give you a
discount. Promise".

In a hallucinatory finale, war industry, religion and patriarchal power come together, only to
illustrate that the supposed liberation of Irag is no more than a large scale farce and a brutal
rape. Images of exploding missiles "penetrating hardened Iragi command centers located deep
underground" have a definite sexual flavour. The narrative voice, godlike and bellicose,
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developer of the very sophisticated BGU-28 missile ("length: 18 feet; diameter: 1.2 feet"), the
one that is guided by laser pointers and penetrates into the earth as deeply as 30 meters, is
giving a blowjob before launching, and. unbelievable but true. "you've never had your mouth on
anything that hard, folks".

In December 2003. Jelinek's text was staged on the experimental stage, the Akademietheater. of
the Vienna Burgtheater by the performance artist, theatre director and filmmaker Christoph
Schlingensief, one of Germany's most engaged political enfants terribles (who died on August
2010, hardly forty nine years old). As Jelinek herself described it. Schlingensief rendered her
"own amalgam of media reports about Iraq in a way that amalgamised it once more with his
overwhelming visual level" (Liicke 2004, 230). A nearly excessive multimedia presentation
used a number of multiple video projections in order to create a generalized climate of
uncertainty and insecurity. This intermedial polyphony heavily focused on the voyeuristic
pleasure of seeing the other suffer and die. a spectacle that explicitly had pornographic
intentions and was meant to radically disturb theatre as representation of reality (Koerner 2010,
153-168).

2.2. Yana Zarifi, The Persians (2006)

While Jelinek and Schlingensief stand for a posthumanist disbelief of the artist in world politics
and current media coverage, a point of view that led them to subvert language and theatre and to
evoke intolerable physical violence on human bodies, Yana Zarifi's staging of The Persians
dealt with a completely different project. one that returned to the inner, often spiritual. life of
actor and audience. As artistic director and co-founder of the international London-based theatre
company Thiasos. she explored eastern theatrical techniques, especially dances that would allow
a better understanding of the ritual character of Greek tragedy. especially of the function of the
chorus. Expeditions took her to Bali and Lombok in Indonesia (1994) and Kerala in India
(1996), where she studied the functioning of a dancing and singing chorus in ceremonial
contexts. Currently, she is an Honorary Associate of Royal Holloway University of London and
recently she received a Getty Scholar Award for the 2006-7 year to continue her research into
Persian (Islamic and pre-Islamic) performance traditions in relation to theatre.

Thiasos was founded in 1997 "by a group ol academics and theatre professionals" whose
mission it was "to put music, dance, colour and spectacle back at the centre of Greek tragedy
and comedy — where it always was", an artistic programme that was directed against a certain
kind of naturalism that had de-sanctified many performances of Greek tragedy all over the
world. Central to the proposals Thiasos published on their website (www.thiasos.co.uk) was "a
vision of tragedy as a spectacular ritual performance. combining a highly wrought, and often
densely poetic text, with vivid and emotive dance and song - a kind of ancient
Gesamikunstwerk. The formal organisation of the spoken text. the elaborately stylized
costumes. and the consistent musical framing, together imply a highly ‘coded’ acting technique
whereby the emotional content is communicated in a systematic language of gestures and
symbols".

Before staging 7he Persians in 2006, the company already performed three plays by Euripides
(Medea, 1997: Hippolytos, 1998-2004; Bacchae, 2003) and two by Aristophanes (Wealth, 1999-
2000; Peace, 2001). Medea was a complete play in the original Greek with dancing drawing on
South Indian Classical Style. Hippolyvtos was adapted as a drama in Indonesian style. one that
relied heavily on Balinese mask carving and its tendency for archetypal expression (fresh-
coloured masks for the mortals, white and refined ones for the gods), and Bacchae used a lot of
sounds from Greek and Turkish musical traditions. Wealth was conceived through puppetry
coming from Karaghiozi, a form of shadow puppet theatre that arrived in Greece from Turkey
in the 19th century and also used masks derived from the comic 'painted faces' characters of
popular Chinese opera. The other comedy. Peace, drew on ancient Greek rituals of anabasis —
the emergence of rural deities from the earth — and on modern Greek music to celebrate a world
of agriculture displaced by war and by the commodification of the planet.
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Preparing the staging of Persians. Yana Zarifi did some research in Central Asian cries and
songs and especially into the falak songs of Tajikistan, because she was attracted by the array of
metrical and extra-metrical 'cries' in Persia. To render all the cries and sounds present in the
tragedy. the Persian falak seemed so much indicated because it was associated with processes of
pain and healing. One of the simple questions that was present during the start-up of Persians
was this one: what did all these ototototoi and papai really sound like, Zarifi wondered, when
heard from that other side. the Persian side, where we always remain complete outsiders?
Contrary to many contemporary theatre groups that paid a visit to Salamis in order to feel and
experience the memories of the (Greek) past (as Lydia Koniordou did with the 'National Theatre
of Greece' preparing her Persians, 2006), she travelled to Tajikistan, a country situated in the
area of the legendary Silk Road between Afghanistan, Uzbekistan, Kyrgyzstan and China, and
listened to these remnants of old Persian melodies of grief and pain.

The Chorus in Thiasos' Persians: New College. Oxford (2006). Picture by Nina Ayres (lefty. Cyprus (2006). Picture
by Yana Sistovari (right)

32



Engramma ISSN. 1826 901X
87 = gennaioffenbraio 201 |

Since the success of this whole production heavily relied upon the amazing voice and presence
of Rustam Duloev, leader of the chorus, the primary focus has to be laid on this remarkable way
of singing. Duloev was born in Tajikistan and reared in the specialized falak tradition which he
combines with a celebrated operatic career in ltaly. Falak is a genre of lament that in a musical,
poetic and spiritual way intimately expresses local beliefs of Eastern Tajikistan. Among the
many types of falak which are performed in various circumstances, specifically one proved to
be important for the staging of Persians, since it dealt with the process of musical healing by
modulating stress and depression. Some of them might have been known to a larger public in
the West, since in recent ritual performances in the United States by the renowned Turkish
"Whirling Dervishes of Rumi'. Turkish. Arabic and Persian languages were used to vocally
express an impassioned love for God. During these performances which lasted for almost three
hours, moments of extreme poignancy generally used ancient Persian as the language of choice
for spiritual communion and praise. The falak that was chosen for Persians was the expression
of a 'religious' experience, not only in terms of its potential spiritual nature, but also in the way
it connected as a religio (re-ligare) and (re)diffused electrical discharges from the brain all over
the human body. Most of the reflections presented here on falak can be explored in a more
profound way in Benjamin Koen's books and articles on musical healing and music therapy in
non-Western areas. see his Musical Healing in Eastern Tajikistan: Transforming Stress and
Depression through Falak Performance (2006) and Beyvond the Roof of the World: Music,
Prayer, and Healing in the Pamir Mountains (2008). The specific music for the production was
composed by the renowned Tolib Shakhidi, former pupil of Katchaturian and composer of
numerous symphonies, ballets and operas of worldwide acclaim. For the sung parts, Persian.
English and occasional Greek phrases were used.
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Thiasos' Persians: New College., Oxford (2006). Picture by Nina Ayres

On top of this deep-going musical setting that left nobody untouched and indifferent, the
production staged sumptuous Uzbek costumes made from materials acquired in Bukhara and
Samarkand and designed by Nina Ayres. All through the production, Dareios' royal costume
remained visible at the centre of the stage. His ghost wore it to 'materialise’ and Xerxes was
dressed in the same royal robe by his mother in order to regain potency. Three times, the long

list of lost Persian commanders was repeated. a striking triptych that in pure mantra style could
not get even with death and massacre.

Thiasos' Persians: New College, Oxford (2006). Picture by Nina Ayres. Rustam Duloev
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Transforming pain through healing music, (re)wearing ancestral clothes, and repeating three
times the loss of compatriots, the performance heavily relied upon on the social-emotional and
ritual aspects of what is meant to be human and to be deprived of our social and psychological
centre. It asked our attention for the extraordinary energy that healing music from an unknown
culture could evoke in the minds and hearts of a Western audience.

2.3. Zack Snyder's (and Frank Miller's) 300 (2007)

For those who do not understand why Jelinek created such profoundly post-humanist rewritings
or do not see as George W. Bush "why do they hate us?", it is indicated to watch 300, a 2007
American film adaptation by Zack Snyder of the graphic novel of the same name by Frank
Miller, a comic book that was not comic all the way. Both graphic novel and film staged a
fictionalized reworking of the Battle of Thermopylae presenting King Leonidas (Gerard Butler)
and 300 Spartans, muscular warriors who fought to their death against Xerxes and his massive
Persian army. The film was a shot-for-shot adaptation of the comic book, similar to the film
adaptation of Sin City, one of Miller's earlier graphic novels, although this one did not rely upon
historical facts.

As a graphic novel (issued two years before 9/11), 300 had a foreword written to its 2007 re-
issue by Professor Victor Davis Hanson, "National Review" columnist, holding that the intent
was 1o "entertain and shock first, and instruct second" (March 22. 2007: 300 Fact or Fiction?).
And in the opinion of its maker. as was mentioned in an MTV interview, 300 was just a fantasy
film, "an opera not a documentary” (March 23, 2007) and a lot of American (neo) conservative
voices repeated this statement. Is this film heavily ideologically charged or is this just a
prejudice of a number of 'purists’ who do not fully appreciate its artistic nature?

Zack Snyder's 300 (2007)

In an interview that was conducted before the Berlin Film Festival, Snyder confirmed that "no
parallels between the film and the contemporary world were intended” (Michael Cieply, March
5. 2007: Jason Silverman, February 22, 2007). In the opinion of its director. the graphic novel is
just a comic book, and the movie just a fantasy. In response to the outburst of criticism after the
launching of the film, a Warner Bros spokesman stated that the film 300 "was a work of fiction
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inspired by the Frank Miller graphic novel and loosely based on a historical event. The studio
developed this film purely as a fictional work with the sole purpose of entertaining audiences; it
is not meant to disparage an ethnicity or culture or make any sort of political statement” (March
31, 2007). Further proof of innocence: like the comic book, the film adaptation emphatically
used a character called Dilios as a narrator who showed the audience "that the surreal 'Frank
Miller world' of 300 was told from a subjective perspective”, and consequently one simply had
to assume and to accept that this Dilios was "a guy who knows how not to wreck a good story
with truth" (quoted in a BBC News story, Resa Nelson, February 1. 2006: 300 Mixes History,
Fantasy).

However, from its opening (March 7, 2007, Greece; March 9, 2007, United States), 300 was
violently denounced by a lot of critics, scholars and politicians, as one of the most racially
charged films of the last decades. It portrayed the Persians as a horde of barbarian monsters,
representatives of a completely different world, all along Samuel P. Huntington’s well known,
much debated, but still persisting theory of “The Clash of Civilizations", which argued that
cultural and religious differences within the next generations will be the primary sources for war
and conflict rather than traditional causes, like politics, ideology. and economy. By a large
number of people. this film confirmed anachronistic Western stereotypes of Asian and Persian
cultures and illustrated a trend of accepted racism towards Middle-Easterners. Especially the
unbridled reproduction of clichés and stereotypes seemed to have worried many critical voices.
Television and film, they argued, are among the most powerful storytellers in culture as they
constantly iterate, vary and consolidate images and roles that function as fundamental building
stones in a given society. Among the major stereotypes. one noticed punctuated differences in
skin, opposing white-skinned Spartans versus dark-skinned Persians, well trained Greek bodies
versus faceless savages and demonically deformed Persians, their husband loving Spartan
women versus Persian demonized lesbians and concubines, and to end with, as a symbol of
Greek patriotism and male identity. Leonidas of Sparta, versus King Xerxes portrayed as an
androgynous madman, covered with facial piercings and glittering jewels. Light versus
darkness, human bodies versus monstrous elephants and rhinos, harmony versus deformation,
solidarity and respect versus kneeling and prostration, a whole series of images was produced
that easily could serve to vilify Arabs and Muslims in a contemporary post 9/11 atmosphere.
Even when it was clear that the Persians in 300 never could be neither Arab nor Muslim, the
temptation was great to identify them with those same groups in the wake of present day 'clash
of civilization'.
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Gerad Butler as Leonidas (left) and Rodrigo Santoroe as Xerxes (right) in Zack Snyder's 300 (2007)

Eventually, one only had to wait Frank Miller's interview on National Public Radio (NPR) on
January 27, 2007, following President Bush’s "State of the Union" address. to have a clearer
vision on the political intentions of his film (just prior to its release). Asked about the enemy, he
answered: "Well, okay, then let’s finally talk about the enemy. For some reason, nobody seems
to be talking about who we're up against, and the sixth century barbarism that they actually
represent. These people saw people’s heads off. They enslave women. they genitally mutilate
their daughters. they do not behave by any cultural norms that are sensible to us. I'm speaking
into a microphone that never could have been a product of their culture. and I'm living in a city
where three thousand of my neighbours were killed by thieves of airplanes they never could
have built". He also explained the upcoming work Holy Terror, Batman!, a story wherein
Batman takes on Al-Qaeda. as: "It is, not to put too fine a point on it, a piece of propaganda [...]
Superman punched out Hitler. So did Captain America. That's one of the things they're there
for".

Obviously, one should not be surprised when many critics stated that 300 was pure ideology,
western ideology at work in one of the best selling media products of the last years. A.O. Scott
of the "New York Times" described 300 as "about as violent as Apocalypto and twice as stupid"
and clearly referred to the plot’s racist undertones. In the "New York Post". Kyle Smith wrote
that it would have pleased "Adolf Boys" (March 9, 2009), and "Slate’s" Dana Stevens called it
"a textbook example of how race-baiting fantasy and nationalist myth can serve as an incitement
to total war" (March 8, 2009). Two elements in particular caused a strong reaction in lran,
Wikipedia holds —see its wvery detailed list of references on 300 in
wikipedia.org/wiki/300 _(film) — the film’s release on the eve of Persian New Year, and the
common Iranian view of the Achaemenid Empire as "a particular noble page in their history"
(see Brosius 2006). The Iranian Academy of Arts submitted a formal complaint against the
movie to UNESCO and Iranian embassies in different countries protested its screening.

Three years later, an independent Iranian website IranDefense.net still took the time to update
its attacks on the 300. It staged a great number of historians, classicists and journalists who have
been engaged to correct the historical facts and figures. to defend the ancient Persian culture and
to put the importance of Sparta in a more ‘realistic’ perspective. Using the same typographic
devices as Zack Snyder’s poster. this lranian website made it clear that media were an excellent
device for distributing ideological messages. What the morning newspaper "Time" of Tuesday.
March 1st, 2007, already had summarized “300 AGAINST 70 MILLION" (the population of
Iran). had been taking up by the lranDefense website and was still used as a key of
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reinterpretation. only now the message had been sharpened, asking us how we would react
when faced with the slogan:

300 Germans against a Million Jews. Germans, tonight we dine in the Warsaw ghetto

Referring to the already mentioned book The Empire Writes Back: Theory and Practice in Post-
Colonial Literatures, by Ashcroft, Griffiths and Tiffin (1989), the [franDefense website
presented a large number of slides, as striking as the one just presented, using the motto "The
Persians Empire strikes back". Excellent examples of how media today are used as ideological
tools in a never ending propaganda war.

Interesting in this debate is the position taken by Victor Davis Hanson, neoconservative and
strong supporter of the policies of George W. Bush, former professor of Classical History at
California State University and co-author of some conservative books on classical Antiguity
(1998 and 2001), books that criticized the introduction of new theories into the American
curriculum (multiculturalism, theory of literature, deconstruction, feminism, ...) and held them
responsible for the demise of classics. In Carnage and Culture (2001), he did some research on
nine battles that had a crucial importance in Western history and that testified to an important
characteristic of Western culture (starting with, of course, the Battle of Salamis in 480 BC). Its
subtitle Landmark Battles in the Rise of Western Power revealed why it sold well in the wake of
the 9/11 events. Actually, it did not need the explicit afterword Hanson added, suggesting that
the US would win the War on terror precisely because of the reasons he already stated in his
book. He believed indeed that the war against Iraq was a necessary initiative that would result in
a laudable success.

In a statement after the Hollywood premiere of 300, he also reaffirmed that this movie had
nothing to do with Iraq or contemporary events, at least in a direct sense. arguing that Miller's
graphic novel was written well before the "war against terror" commenced under President
Bush. He wrote an introduction for the accompanying book about the film and mentioned a
number a reasons why ‘purists' should not focus on its political dimensions. First of all, it was
"not intended to be Herodotus Book 7, 209-236, but rather [was] an adaptation from Frank
Miller's graphic novel, which itself [was] an adaptation from secondary work on Thermopylai.
Purists should remember that when they see elephants and a rhinoceros". "Second”, he
mentioned, "in an eerie way, the film captures the spirit of Greek fictive arts themselves. Snyder
and Johnstad and Miller are Hellenic in this sense: red-figure vase painting especially idealized
Greek hoplites through ‘heroic nudity'. Such iconographic stylization meant sometimes that
armor was not included in order to emphasize the male physique. So too the 300 fight in the
film bare-chested. In that sense, their oversized torsos resemble not only comic heroes, but
something of the way that Greeks themselves saw their own warriors in pictures”. His third
remark concerned the way "Snyder, Johnstad, and Miller have created a strange convention of
digital backlot and computer animation, reminiscent of the comic book mix of Sin City. That too
is sort of like the conventions of Attic tragedy in which myths were presented only through
elaborate protocols that came at the expense of realism (three male actors on the stage, masks,
dialogue in iambs, with elaborate choral metres, violence off stage, 1000-1600 lines long, etc.
There is irony here", he mentioned, referring to the opposite position taken by Oliver Stone's
mega-production 4lexander that "spent ten millions in an effort to recapture the actual career of
Alexander the Great". Surely "the 300 dispenses with realism at the very beginning, and thus
shoulders no such burdens”.

Arguments like these are cheap and irrelevant. They allow a political and ideological use of
Antiquity in any direction (fascist, national socialist. fundamentalist, neo-conservative...), since
it always is just an adaptation of an adaptation, it always reflects in one way or another "the
spirit of Greek fictive arts themselves". or it always only concerns "protocols that came at the
expense of realism". In the meantime, films like these justify the "persistence of accepted
racism" (see brokenmystic.wordpress.com/2009/02/17/).
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3. Conclusions

In this article we briefly discussed three versions of Aischylos' Persians that are far apart from
each other. The first (Jelinek / Schlingensief) can be called posthumanist, as it deconstructs the
languages of power and politics that shaped a European 'humanism' that today lost its
(universal) appeal. At the very core of their concern is the question how art still can intervene in
a period of constant dehumanization and elision of life.

Thiases' 2006 staging of Persians saw its artistic director. Yana Zarifi, travel East in order to
study the oral tradition of songs that shaped ancient and contemporary Persians. As she turned
to the culture of 'the other side', she escaped the kind of binary and hierarchical thinking that
rightly has been accused as Orientalism and chose for an anthropological and ritual analysis of
processes that transform the heart.

The Snyder-Miller project illustrated what Jelinek has been warning for all her life: media
covering has an immense impact on the way our thoughts, values and views of each other are
shaped. Their graphic novel and movie were based upon an ideology that highlighted the
Orientalist distrust of the Other.
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Nella quiete della rovina

Colloquio con Jordi Garcés sulle scenografie per il XLVI Ciclo di Spettacoli Classici
nel Teatro greco di Siracusa*

a cura di Giacomo Calandra di Roccolino

At Fekna

Bozzetli per le scenogralie di diace e Fedra: si noti come le ‘mura di Troia' siano ancora rappresentate nella prima
versione che ipotizzava una loro forma diroccata e realistica.

L architetto spagnolo Jordi Garcés ha firmato le scenografie per Aiace di Sofocle e Fedra
(Ippolito) di Euripide, le due tragedie andate in scena nel Teatro greco di Siracusa dall’8 maggio
al 20 giugno 2010. Gareés si ¢ lasciato affascinare dal teatro o meglio dalla sua rovina che si
inserisce perfettamente nel paesaggio divenendone parte integrante. E dunque partito dalle
sensazioni provate durante la sua prima visita, per costruire la sua scenografia nello sforzo di
non tradire il luogo, ma anzi di interpretarlo cercando una sorta di continuita tra esso e la
propria opera. L architetto ha lavorato con gli elementi gia presenti come il piccolo edificio
cinquecentesco che sorge sulla sommita della cavea. i ruderi rocciosi che affiorano dal terreno,
il bosco di cipressi che fa da fondale al teatro. Ecco quindi che la 'torre' in summa cavea viene
convertita in elemento astratto. un riferimento territoriale che, trasferito al centro della scena,
diviene rispettivamente la tenda di Aiace ¢ il palazzo di Fedra. Un altro tema presente ¢ il tema
del limite costituito dal muro che taglia la scena e rappresenta, anche qui in modo simbolico, le
'mura di Troia. Anche il 'muro’, come il palco e la 'torre' & rivestito in legno, elemento
unificatore dei tre elementi fondamentali della scenografia. La tenda di Aiace/Palazzo di Fedra é
invece mutevole per aspetto, ma riprende esattamente le misure della 'torre' in summa cavea: il
riferimento & qui puramente formale. Lo sforzo riuscito € quello dunque di rendere omaggio alla
rovina attraverso I'opera scenografica. integrando il luogo e la sua storia con chi quel luogo ¢
chiamato a utilizzare. sottolineandone I’atemporalita e |’aura di sacralita.
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Giacomo Calandra di Roceolino
E la prima volta che si trova ad affrontare il progetto di una scenografia teatrale?

Jordi Garcés
Fortunatamente si: un incarico che implica un nuovo progetto ¢ per gli architetti motivo di
allegria ed eccitazione.

G.C.d.R.
Qual & stato il suo primo pensiero quando le é stato affidato 'incarico a Siracusa?

J.G.
Un grande entusiasmo attenuato da una certa paura dovuta alla non conoscenza del métier
teatrale.

G.C.d.R.

Ha affrontato il progetio nello stesso modo in cui di solito affionta la progettazione di un
edificio o il carattere temporanco ed effimero della scenografia ha cambiato in qualche modo il
suo approceio?

J.G.

Come architetto provo avversione per le architetture basate in concetti effimeri, purtroppo tanto
diffuse al giorno d'oggi. Chissa, questo sentimento mi ha orientato verso proposte scenografiche
evidentemente effimere. ma con una apparenza architettonica, quieta, pesante. A parte, credo
che il luogo richieda una attitudine di questo tipo. La rovina storica se lo merita.

G.C.d.R.

Nella sua carriera lei ha realizzato diversi musei. Queste architetture hanno il compito di
‘mostrare' olive che di 'conservare’ e in questo senso ¢'¢ un punto di contalto tra il progetto per
un museo e quello per una scenografia teatrale. C'é un legame nel suo modo di affrontare la
progettazione di questi spazi e la scenografia per gli spettacoli di Siracusa?

J.G.

Si, soprattutto per quanto riguarda la presenza del pubblico. Lo spettatore ha bisogno di
riferimenti visivi-spaziali forti dove poter riposare. per godere con calma di un'opera d'arte al
museo e di uno spettacolo a teatro.

G.C.d.R.

Nella sua architettura & molto importante il ruolo del contesto. Rileggendo le note alla
scenografia emerge anche qui la grande impressione suscitata in lei dal Teatro greco. Quali
suggestioni le ha provocato la visita del Teatro e in che modo queste suggestioni si sono riflesse
nella sua opera?

J.G.

Di riconoscenza ¢ ammirazione per le sue misure chiaramente definite. senza esitazioni e con la
presenza di materiali naturali estremamente nobili, come la pietra, il verde e il mare in
lontananza. Di conseguenza, nella scenografia insisto sul controllo delle proporzioni e introduco
il legno naturale come materiale complementare.

G.C.d.R.

Un altro tema che lei ha affrontato é il tema della rovina. Lei ha scritto che un'opera
architettonica gode del suo massimo splendore espressivo quando é progetto, si indebolisce con
l'uso e paradossalmente lo recupera quando é rudere. La sua scenografia come interagisce con
questo tema?
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J.G.

Giocando, nella mia scenografia, con elementi astratti. Penso che cosi facendo mi sommo al
carattere atemporale dell'antico teatro. Non utilizzo elementi figurativi o allegorici di pid rapido
CONSUmMo.

G.C.d.R.
Da cosa é partito nell'affrontare il progetto per la scenografia dell'Aiace e della Fedra?

J.G.
In entrambi i casi. dal contesto del teatro; il mare e la tenda nell'diace e il palazzo nella Fedra.

G.C.d.R.

I principali elementi architettonici della sua scenografia sono la ‘torre’ che crea un
collegamento diretto con I'edificio esistente sopra la cavea del teatro, il ‘muro” che costituisce
il vera e proprio fondale dell'azione. Come sono nati questi due elementi e in che modo
assolvono al loro ruolo drammaturgico?

LG.

L'involucro ‘torre’, che rende astratto un antico edificio domestico che si affaccia sul teatro, &
un'idea repentina che mi ¢ sopraggiunta durante la mia prima ispezione di lavoro. Estendendo,
in questo modo, l'ambito della scenografia, ho limpressione di appropriarmi dell'intorno.
Un'altra 'torre' le fa eco dal proprio scenario mentre un muro molto esteso lo delimita.

Schizeo di studio per la scenografia con le due 'torri', quella esistente in summa cavea e quella di progetio al centro
del palcoscenico
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un momento dell' Aiace di Sofocle

G.C.d.R.
Nella fase progettuale ¢'é stata una collaborazione con i registi? Si é istituito un dialogo e una
relazione anche con altri componenti dell INDA?

J.G.

Particolarmente con i registi e con il Sovrintendente INDA Fernando Balestra in un pitt ampio
ambito di interscambio culturale. Anche gli ingegneri e i tecnici, che garantivano la messa in
scena, sono stati in generale di grande aiuto,

G.C.d.R.
Che rapporto ha la sua scenografia con i testi di Sofocle ed Euripide? Risponde in qualche
modo ai testi o invece e frutto di un'astrazione?

J.G.
Devo confessare che la mia risposta scenografica fu messa principalmente in relazione con il
soggetto di ciascuna opera, piuttosto che specificatamente con il testo.

G.C.d.R.

Lei ha scritto che la scenografia ha un valore particolare nel contesto del Teatro greco: quello
di unificare il pubblico con [ambito geografico del rudere. Puo chiarire meglio
quest ‘affermazione?

J.G.

Si. Credo che mi sarebbe persino piaciuto di pit disegnare un'unica scenografia fissa per
entrambe le opere, come se si trattasse di un'antica geografia sopravvissuta allo scorrere del
tempo. Ogni singola opera si sarebbe differenziata in un secondo momento grazie allo sguardo
particolare di ciascun regista,
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7

Due momenti delle tragedie: Aiace di Solocle a sinistra, Fedra di Euripide a destra,

G.C.d.R.

Nel suo paese ¢'é stato negli ultimi anni un acceso dibattito sui teatrl antichi e in generale sul
rapporto tra resti archeologici e architettura contemporanca. Mi riferisco al progetto di
Giorgio Grassi per il Teatro romano di Sagunto e a quello di Raphael Moneo per il Teatro di
Cartagena. Qual é la sua posizione in merito? Pensa sia giusto riutilizzare gli edifici antichi
come i tealri. forse l'unico tipo architettonico a mantenere invariata la sua funzione. o ritiene
pitt giusto non Intervenire se non conservando e musealizzando una rovina? Crede che sia
possibile trovare una sintesi tra questi due differenti modi di agire?

J.G.

Penso che un teatro, quand'anche in rovina. possa sempre essere utilizzato di per sé, senza
nient'altro. La ricostruzione pud non essere necessaria.
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G.C.d.R.

Lei & un docente oltre che un architetto. Per la sua esperienza, qual é il ruolo della scenografia
nell insegnamento dell architettura? Lei ritiene che questo ruolo andrebbe rafforzato o che lo
studio e la progettazione di scenografie non sia necessario nella formazione di un architetto?

J.G.

Tutto aiuta. Pertanto, la scenografia come materia di insegnamento pud essere molto utile nella
formazione di un architetto. D'altra parte, credo che la specificita dell'architetto consista nel
controllo della forma, quindi, pensando alla formazione generica e artistica dell'architetto, la
scenografia & una materia che pud integrarsi perfettamente nel programma di studi.

(Barcellona, dicembre 2010)

.a B

F’m.' s
il

Schizzi di studio per la tenda di Alace/palazzo di Fedra

English abstract

The Spanish architect Jordi Garcés signed the setting for Sophocles’ Ajax and Euripides” Phaedra
(Hippolvtus), performed at the Greek Theatre in Syracuse in 2010 (May 8th — June 20th), Garcés let
himself be fascinated by the theatre or rather by its ruins that perfectly get into the landscape of which
they are integral part. So, he started from his feelings to build the setting. trving not to betray the place, on
the contrary to interpret it, trying to find a kind of continuity between it and the setting. The architect
worked using preexisting elements like the little sixteenth-century building on the top of the cavea, the
rocky ruins outcropping from the ground and the cypress grove behind the theatre. The “tower’ in summa
cavea is turned into an abstract element, a territorial reference point moved to the centre of the stage,
becoming respectively the Ajax’s tent and the Phaedra’s palace. Another topic is the bound of the wall
that cuts the stage: it symbolically represents the "Troy’s walls'. "The wall'. the stage and the 'tower" are
panelled: the wood is the unifier element of these fundamental component parts of the scenery. The
Ajax’s tent/Phaedra’s palace is changeable by appearance. but it has exactly the same measures of the
‘tower' in summa cavea: here it is just a formal connection. So. the well-done effort is paying respects to
the ruins through the setting, creating a dialogue between the place (and its history) and the artists who
are going to use it, underlining the absence of temporalness and sacredness of that place.

*i materiali illustrativi di questo contributo sono dell'archivio Jordi Garcés
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Di vita si muore

Intervista a Nadia Fusini
a cura di Anna Banfi

el settembre 2010 & uscito per Mondadori Di vita si muore. Lo spettacolo
elle passioni nel teatro di Shakespeare di Nadia Fusini. Lettura drammatica,
storica e filosofica del teatro shakespeariano, il libro penetra le pieghe pil
nascoste delle tragedie e ne propone un’interpretazione profonda e
omplessa. La materia-oggetto del libro di Nadia Fusini — le passioni di eroi
some Bruto, Lear, Macbeth, Amleto e Otello. ma anche, in controcanto, di
eroine come Ofelia, Cordelia ¢ Desdemona — si specchia e trova eco nella
forma-scrittura con cui I"autrice racconta I'universo shakespeariano: la
materia diventa forma e la forma materia, dunque. In occasione dell’uscita
del volume, abbiamo intervistato I’autrice.

Anna Banfi

Tra il primo impulso all’azione e 'atto vero e proprio, l'eroe shakespeariano vive quello che
Bruto definisce “il tempo del fantasma”, un 'interim' — tutto intellettuale — caratterizzato da
dubhbi e angosce. In epoca contemporanea questo intervallo sembra contratto, schiacciato fino
a ridursi a un tempo inesistente. Gillo Dorfles negli anni Settanta rifletteva tra Ualtro sulla
“perdita dell 'intervallo di silenzio tra due rumori”: ['uomo contemporaneo avvolto e sconvolto
dal movimento vertiginoso delle giornate non riesce a cogliere il valore della pausa, il
momento dedicato alla riflessione. all ‘analisi di sé come individuo e di sé come membro di una
comunitd. Anche se vissuto con angoscia e dolore — come nel caso di Bruto o di Amleto — il
tempo dell intervallo é un tempo irrinunciabile: non va perduto, dunque, semmai dilatato.
Quale valore da Shakespeare all’intervallo, al tempo civé dedicato all'introspezione e alla
sospensione dell 'azione?

Nadia Fusini

E per I’appunto Bruto a portare sulla scena del teatro questa parola alta, phantasma. Non certo
una parola comune, né colloguiale. Siamo all’atto secondo. scena prima del Giulio Cesare; qui
si spalanca questo ‘frammezzo’ che pil tardi Amleto chiamera ‘interim’. E siamo a quello che
nel mio libro si presenta come il primo atto della storia di passione che io racconto, attraverso
questo teatro. O meglio, che questo teatro racconta attraverso i suoi personaggi, cosi come io li
accolgo nella mia lettura. In questo intervallo tra il primo impulso e |’azione siamo aggrediti
non solo da dubbi, incubi, ma anche da immagini. Questo sono i fantasmi. qui: immagini di
pensieri che stordiscono, come nel caso di Bruto, che sgomentano, come nel caso di Macbeth.
Si apre, in altri termini, un altro mondo, si entra in contatto con un’altra specie di realta. Quello
di eui si parla qui non & lo spazio vuoto che serve come pausa, non & la pausa di silenzio. E
piuttosto da pensare visivamente alla Bosch, come ’esplosione di forme d’incubo.

A.B.

Rimaniamo sul concetio di Tempo. Lei sostiene che Lear, Macbeth. Amleto e Otello sono dei
soccombenti: "Condannati alla ristrettezza del tempo che ci impone il presente, senza perd che
il passato passi, in tal modo togliendoci il futuro". Secondo Shakespeare, questa concezione
pessimistica del tempo appartiene solo a individui eccezionali o ad ogni essere umano?

N.F,

Non & una concezione pessimistica del Tempo. quella di Shakespeare. E I"assunzione del suo
senso proprio: il tempo € a scadenza, non € infinito, noi creature umane non siamo eterne. non
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siamo immortali. E I'esperienza del Tempo cosi come si incarna nella vita storica. Di questa
parla il teatro di Shakespeare. Per questo & Trauerspiel.

A.B.

Secondo Samuel Beckett, Re Lear segna l'inizio di un nuovo teatro. Secondo lei, perché?

N.F.

Beckett nasce di li. da una piega di quel testo. Lo comprese il grande Ian Kott molti anni fa in
quel suo bel libro, spesso mal compreso, scritto nel 1961 a Varsavia, Shakespeare nostro
contemporaneo. Per me, semplicemente, Beckett nasce di li, da quei clown o fool
shakespeariani, dalla passione del no. che in particolare abita il foof di Lear. Ma anche oggi
Beckett ci serve a leggere Shakespeare; & come se avesse illuminato per noi il suo teatro, la sua
parola drammatica.

A.B.
La forza dell'immaginazione guasta la mente dell'eroe. La conoscenza lo rende folle.
Immaginazione e conoscenza portano dungue sempre alla sofferenza?

N.F.

Shakespeare indaga il chiasmo di una immaginazione che pud essere magia bianca, creativa, €
insieme magia nera, resa ai fantasmi del delitto, alla spinta mortifera. all’impulso aggressivo,
distruttivo... E grazie alla grazia dell’immaginazione che si entra in rapporto di accoglienza con
1"altro, ¢i si concede all’altro, come fa Desdemona con Otello; ma per colpa dell’immaginazione
si puo cadere, come Otello nelle trame di lago.

A.B.

La biluncia é un’immagine che appare spesso nell 'opera di Shakespeare: evocata in apertura
di Re Lear, essa & tra protagonisti de 11 Mercante di Venezia. dove il dramma & tutto giocato su
pesi e contrappesi che impediscono la realizzazione di un equilibrio. In linea con questa lettura,
Luca Ronconi ha realizzato nel 2009 una splendida edizione del Mercante: sulla scena
un ‘enorme bilancia, i cui piatti non si trovano mai in equilibrio. Non é dunque possibile vivere
in equilibrio o trovare un equilibrio nella vita? Qualsiasi cosa si metta sulla bilancia, i conti
non tornano mai? Si é sempre in difetto o in eccesso rispetto all ‘esperienza?

N.F.

La bilancia ¢ un ideale, nella realta I’equilibrio ¢ un miraggio. Per sbilanciamenti progressivi si
potra raggiungere un punto temporaneo di contrappesi che ci regalano per un attimo I"arresto...
Ma subito dopo. il movimento insidia ogni bilanciamento. Questo & un secolo innamorato del
movimento, non scopre che movimento tutto intorno, E Shakespeare anche dentro: dentro la
coscienza, dentro la mente.

A.B

Nel teatro di Shakespeare vivere significa patire, e “di vita si muore”, per citare il titolo del
suo libro. Matrice del teatro shakespeariano non é solo il teatro tragico di Eschilo, Sofocle e
Euripide, ma anche quello di Seneca. Qual € il rapporto tra Shakespeare e lo stoicismo
senecano, secondo cui invece le passioni minano il quieto vivere dell individuo?

N.F.

lo non trovo affatto Shakespeare senechiano. Shakespeare se non rarissimamente — nel Tifo
Andronico, ad esempio — indulge a quelli che al tempo erano a ragione o torto considerati
stilemi senechiani.
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A.B.

Lei scrive che il teatro di Shakespeare si fa specchio, uno specchio che consente di vedere
riflesso il mondo. il secolo. e aggiungi: “Solo che mentre guardiamo. la luce dello specchio si
appanna, e affiorano le emozioni tragiche della pieta e del terrore, e in controluce echi cristiani
brillano”. Un'immagine simile la wtilizza anche Pierre Vidal-Naguet riferendosi al teatro
tragico greco: “Non bisogna cercare di vedere nella tragedia ateniese uno specchio della citta.
Pitt esattamente, se proprio si vuole conservare l'immagine, bisogna sapere che si tratta di uno
specchio infranto: ogni riflesso rinvia a una realta sociale e, ad un tempo, a tutte le altre,
mescolando strettamente i diversi codici: spaziali, temporali, sociali ed economici”. Condivide
questa lettura che Vidal-Naguet da del teatro greco? Si puo dire che il teatro shakespeariano e
guello greco hanno in comune la restituzione — seppure frammentata e frammentaria — della

figura di un uomo che vive le proprie passioni nello spazio privato come in quello pubblico?

N.F.

Si. mi sembra in stupefacente sintonia con quanto cerco di dire del teatro shakespeariano. a mio
avviso grande quanto quello greco, per potenza di pensiero, per forza drammatica. Pur restando
due fenomeni diversi, perché nel frattempo sono cambiate di significato categorie centrali del
lessico tragico. come il concetto di colpa. di male. di coscienza.

A.B.
Nel prologo al suo libro, lei scrive che Shakespeare ¢ uno di quegli scrittori che “amano
serivere, perché amano nascondersi”. In che modo Shakespeare scompare nella propria opera?

N.F.

Scompare proprio perché si svuota nei suoi personaggi: in questo senso Shakespeare & grande,
grandissimo, precisamente perché attua nel senso pit perfetto quel processo di kénosis in cui
secondo me il teatro consiste. Se v’¢ teatro, & perché v'é metamorfosi.

A.B.

A eccezione di alcuni autori del teatro greco e latino, Shakespeare ¢ I'unico drammaturgo a cui
il settore della ‘performance reception’ dedica un particolare ramo di studi: questo fatio
conferma senza dubbio la profonda contemporaneita dell’opera shakespeariana e dei suoi
personaggi. Credo che nel mettere in scena una tragedia di Eschilo sia in primo lnogo
necessario conservare ed esaltare la forte politicita che sottende e pervade tutta l'opera,
evitando cosi di tradirne senso e significato. Qual & secondo lei 'operazione auspicabile su
un ‘opera di Shakespeare nel momento in cui si sceglie di farla rivivere sulla scena? Quali sono
gli elementi da salvaguardare per evitare un tradimento di senso e significato?

N.F.

Non & semplice mettere in scena Shakespeare. Epperd in Inghilterra la Royal Shakespeare
Company lo fa da anni nell”assoluto rispetto di un testo sentito come fondativo della sua cultura.
Shakespeare viene letto, riletto e interpretato — perché ogni messa in scena ¢ anche
un’interpretazione — ma non violentato. C’¢é una specie di reverenza sacra che non lo permette.
Shakespeare & insieme vicino, contemporaneo e lontano, mai attuale, semmai intempestivo.
Permette cosi lo sguardo sull’oggi. In Italia & diverso, in prima battuta perché un’altra ¢ la
lingua, anche drammaturgica. del nostro paese. Che cosa farei io? Non sono un regista, e
dunque & presuntoso da parte mia dire qualsiasi cosa. Ma rischiando I"orrore che provo per tale
difetto, la presunzione, io partirei dalla lingua, dallo studio della lingua shakesperiana, dal
tessuto di immagini che le parole nel testo sollevano. Shakespeare comunica attraverso le
immagini. Macbeth non lo arriveremmo a conoscere. se non in quell’immagine finale dell’orso
attaccato dai cani. O nell'immagine iniziale di lui che salta a cavallo e per la spinta troppo
violenta scivola a terra dall’altro fianco.
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A.B.
Simone Weil affiora qua e Id nel suo libro quasi a descrivere una sottile filigrana che percorre
tutto il testo. Perché Simone Weil?

N.F.

Perché adoro il suo pensiero. e perché nei suoi diari ho trovato spesso riferimenti a Shakespeare,
apodittici commenti, che perd hanno illuminato piu di tanti saggi accademici la mia lettura di
Shakespeare, che si ¢ senz’altro nutrita del suo esempio.

English abstract

We met Nadia Fusini, Anglicist and Professor at SUM (lstituto italiano di scienze umane) in Florence and
we interviewed her about Di vita si muore. Lo spettacolo delle passioni nel teatro di Shakespeare,
published in September 2010. Nadia Fusini reviews the hero’s passions in Shakespeare’s theatre and
analyzes some topoi and subjects (the idea of Time, imagination and knowledge. love and suffering ...) in
Shakespeare’s tragedies.Reflections about the characters in Shakespeare's theatre alternate with remarks
about the possibility to perform Shakespeare's tragedies today.
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