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AITEAIKH BAZIAEIOY

H 8otk tikt) opydvwon, To TAaiclo Aetrtovpyliag
KL 1) EKTUSEVTIKT) SpaoT Twv Spapatikwy oxoAwv otnv EAAGSa
QTIO TIG APXEC TNG TIAPOVGLAG TOVG pEXpL To 1983

EmpAenwv: Ipnyopns lwavvidng (2024)

Apapatikwv ZxoAwv otnv EAAada. Emiyepeital  amotimwon Twv W8ewy,

TV TACEWV, TWV oOONTIKOV EMAOYWY, Twv SBAKTIKOV Kol

EKTTASEVTIKWV  UEBOSWV Kal TwV VOUODETIKWYV TAPEUPBACEWY TIOV
ouvvdnulovpynoav TN BeaTpikny ekmaldevon Kal TAPAAANAQ TO eyxwpLo BeaTpikd
yiyveoBal Ilpdkeltal katd KUPLO AGY0 Yl TPWTOYEV £PEUVA TOU APXELKOV
VAlkoU Tov Bploketat otn AwevBuvon KaAlitexyvikng ExmaiSsvong Ttov
Ymovpyeiov IoAttiopov. MapdAAnAa, katé@uya otn Sieaywyn Hag oelpag
OUVEVTEVEEWV [E KAAATEXVEG TIOU @oltnoav 1 Sidatav oTIg APapaTIKEG ZXOAEG
™G VT €T TTEPLOSOV, WOTE VA GUUTIAN PWOEL 1) ElkOVAL.

1 SwatpPn kpibnke oKOTLUO VA CUUTIEPIAN POEL éva KEQAANLO TO OTIOLO
QAWOPA GE OMUAVTIKOUG SAOCKAAOUG VTIOKPLTIKNG TNG AVoMG, TTou SlamiotwOnke
HECH ATIO TA TIPOYPAUUATA OTIOUSWV KAl TIG OUVEVTEVEELS, OTL EMNPEACAV TN
S8aoKaAlx TNG VTIOKPLTIKNG KAL TNV 0PYAVWOT TWV APAPATIKGOV ZXOA®V OTNV
EAAaSa. Aev e€etalovtal ol amoOPeLS TOUG TTEPL VTTOKPLTIKNG GAAG 1) HETOVGILWOT)
TOUG 0€ EKTTALSEVTIKY) Spdom kal oxoAeio. Emiong, Btyetal ev cuvtopia To lotopikd
TAaiolo, uéoa oTo omoio yYevvhiOnkav kat AeToVpynoav oL ApaUaTIKEG ZY0AEC,
KabBwg 1N Beatpikn ekmaidevon emmpedletal amd TN OeaTpKn TApaAywyn Kal
AVATIAPACTAOT XAAG TTHPAAANAQ TNV eMNPedleL kKal TN Slapop@wvel. [IpokvTTel
TOLOVTOTPOTIWG 1) KAKTLVOYPAPIa» [Lag 0AOKANPNG OEATPIKNG YEVLAC.

Tuvoyifovtag, emeldn ol ApaUATIKEG ZYOAEG ATOTEAOUV AVATOCTINOTO
KOUUATL TNG LOTOPLAG TOU VEOEAAVIKOV BEATPOU, 0 TPWTOG AEOVAG TNG TAPOVOTG
elval 1 TANPNGS Kataypa@n TwV Apapatikwy LxoAwv otnv EAAada péypt to 1983,
0TOTE KAl AAAaEE 1) vopoBeoia ov SiEmel T Aettovpyia Tous. ‘Evag dAAog dEovag
™G SlaTpPns autng etval 1 Stepelivnon TOU KATA TOGO OL €V AOYWw XXOAEG
EKTIAT|PWOAV TOUG OTOXOUG TOUG KAL TIWG CUVERXAAQY GTNV AVAVEWOT KAL TNV
eCEAEN Tov BeaTplkov ToTiov. ETO MAXIoL0 AQUTO TiBeTAL 1) TTIPOKANOT LTIEPBACTG
TOVU UTIOKELLEVIO OV IOV SLOXPOVIKA XOPAKTNPLIEL TOV XWPO KAL) TIPOoTABELx VI
YLVEL (Lo IO avTIKELUEVIKT amoTipnon. Tédog, emiyelpeital pla kpLTikn Bewpnon
TOV TIPOYPAUNATOG GTIOVSWV, TOU TPOTIOV LE TOV OTIOI0 AVTILETWTIOTNKE KAL TWV
TIPOOTITIKWV TIOV TIPOKVTITOVV EVEEXOUEVWG, £TOL WOTE, LECA ATIO TN LEAETN TOV
TapeABOVTOG, va Exovpie epyaieia okEPMG Kol avaAvoT G TTov Ba SLeEvpvvVouV TOUG
optovtég pag kat Ba pag Bonbnoovv va aAAdEoupe, 0,TL Kplvoupe avaykalo,
YPNYOPOTEPN KUL ATIOTEAETUATIKOTEPAL.

} :K01Té§ ™G Tapovoag SatpPng elval 1 yvnAdtnon g oToplag Twv
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AGGELIKI VASILEIOU

The Administrative Organization, the Operational Framework,
and the Educational Activity of Drama Schools in Greece
from the Beginning of their Presence until 1983

Supervisor: Grigorios loannidis (2024)

[t attempts to map the ideas, trends, aesthetic choices, teaching and

educational methods, as well as legislative interventions that have
collectively shaped theatrical education and, in parallel, the local theatrical scene.
The research is primarily based on original archival material housed in the
Directorate of Artistic Education of the Hellenic Ministry of Culture. At the same
time, a series of interviews were conducted with artists who either studied or
taught in Drama Schools during the period under examination, in order to enrich
and complete the picture.

The dissertation includes a chapter dedicated to prominent Western acting
teachers who, as evidenced by curricula and interview material, have influenced
acting instruction and the organization of Drama Schools in Greece. Their specific
views on acting are not examined in detail; rather, the focus is on how their
theories were transformed into educational practices and institutional structures.
The study also briefly addresses the historical context in which these Drama
Schools emerged and operated, recognizing that theatrical education is both
influenced by and a shaper of theatrical production and performance. In this way,
the dissertation offers an "X-ray" of an entire theatrical generation.

In summary, since Drama Schools are an integral part of the history of
modern Greek theatre, the first axis of this study is the comprehensive
documentation of all Drama Schools in Greece up to 1983, when the legislation
governing their operation changed. Another axis is the investigation of whether
these Schools fulfilled their intended objectives and how they contributed to the
renewal and evolution of the theatrical landscape. Within this framework, the
challenge is posed to move beyond the subjectivity that has traditionally
characterized the field, in order to achieve a more objective assessment. Finally, a
critical analysis is undertaken of the curriculum, how it has been approached, and
the potential perspectives that emerge. Through this study of the past, the goal is
to provide analytical tools and frameworks that will broaden our horizons and
support faster and more effective changes were deemed necessary.

T he aim of this dissertation is to trace the history of Drama Schools in Greece.
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A®HNA OEOAOZIOY

Yuyotaldaywykég mapepfaceis Anuovpykng TExvng
0TI OEPATEVTIKT] TIPOGEYYLGT) VOGAEVOUEV®V
TSy ko epnpwv o MadoPuyiatpikn KAtvik.
Mia AvtogOvoypa@iki) peAétn oto Madiatpiké Nocokopeio

EmBAénovoa: Aikatepivn MamavikoAdov (2025)

QUTOEBVOYPAPIKIG—(QALVOLEVOAOYLKNG HEAETNG, T OTOlX €O0TIALEL OTIS

PuxomaSaywylkés  TapeUPACE HECW  SNULOVPYLKNG TEXVNG  TIOV
EQPAPUOCTNKAV O€ TALSLA KAl £@P1)B0UG VOONAEVOUEVOUG 0 TALSOPUXLATPLKT) Kol
OYKOAOYIKI] KAWL Onpociov modatpikol voookopeiov. H epguvntpla,
A&LOTIOLWVTAG TN SEKATIEVTHETN] EMAYYEAUATIKY) KAl TIPOCWTIKY TNG EUTELPLQ,
Stepevvd Kal avaAvel To TSAywylkd TAQICLO TOU VOOOKOUEIOL Kal NG
voonAelag, pe otoxo va S1elcdVoEL 6TOV TPOTO LE TOV OTIOL0 Ol CUUUETEXOVTES
otV £€pevva  avTiAaufBdavovtal Tov KOGUO TOUG KAl VONUATOS0TOUV TIG
TPOOWTIKEG TOUG eumelpieg. H peBodoroywkn mpooéyylon viwobetel px
SIETOTNHOVIKY] OTITIKY], MEAETWVTAG TOV EQUTO «wG TMyN SeSopévmv» Kal
a&lOTIOLWVTAG  TIPOOWTIKA  Plopata, MNUEPOAOYlr  TeSlov,  a@NYNOEL,
EWTOYPAPIKO VAIKO Kal OAANAEMISpAoel HE TA ToSLE, TAPEXOVTAG
OUVOOWPEVUEVES TIPOCWTILKEG TIAPATNPNOELS, TTUKVEG TIEPLYPAPES KOl EPUNVELESG
OCUUTIEPLPOPWYV, SPAGEWV KAL VOT|LATWV.

Ovruyomadaywykég mapepPAacels pe aEova T SnULoVPYLKN TEXVT —O0TIWG
T0 B£aTPO, 1) LOVGIKY, 1] STULOVPYLKT YPAPN KAL TA EIKACTIKA- IOV EQUAPUOGTNKOVY
HE TNV EVEPYO OUUUETOXN] TNG EPEVVNTPLAG OTO KAWIKO TePBAAAov, bev
amookomovoav ot Bepamela e T oTEVH LATPLKT évvola. AvTiOeTa, oTOXELAV
OTNV UTOOTNPLEN TNG EUTELPLAG TNG VOOMAELAS Kal 0TN UEIWOTN TOu YPuXLKoU
@opTiov TwV TTALSLWY, EVIoYXVOVTAG TN CUVALCONUATIKY TOUG aVOEKTIKOTNTA Kal
StevkoAvvovtag Tn Oepamevtikny Touvg Topeia. H Swatpif] avadeikviel Tig
duvatotnteg TG  AvtoeBvoypa@lag G  EPELVNTIKOU  €PYNAElOL  OTIG
aVOPWTIOTIKEG KAl KOLWWVIKEG ETIOTNUES, TPOCPEPOVTAG Ul PeBOSOAOYIKN
TIPOCEYYLON TOV EMITPETEL TN Babid Stepedivnon G Blwpévng epmelplag KoL Tnv
eEpUNVELX TWV AVOPOTILVWV OYXECEWV KAL AVTIOPACEWV EVAAWTWY TANBVCUWV.
EmumpooBétwg, Sivetar  Eéu@aocn oTtn  onpacia  TNG TPOOWTIKNG Kol
ETMAYYEALATIKNG HETALOPPWOTG TOV TIAULSAYWYOU KAl GTOV EMAVATPOGSIOPLONO
NG TAVTOTNTAG TOU HECH ATIO TN OLUVEXT SLATIPAYUATEVOT HE aflaKd, NOIKA Kal
ouvaloOMuaTikd (NTNuaTa.

Y& auTO TO TAXLOLO, 1 HEAETN PWTI(EL TNV ol TWV TEXVWV WG 0VOLWE0UG
peoov Puyomaldaywyikng vmootnpEng oto mAaiolo TG voonAsiag modiwv Kat
epnPBwv kat avadekviel v avdykn Beopkng evioxvuong Tou poAoL TOU
Puyomaaywyol 6To voooKopeLaKO TEPLBAAAOV. Méoa Ao P SLETILOTUOVIKNY
TPOCEYYLoN TIov oLVOLALeL oTolxela amd v Madaywykn, v Yuyoloyia, tnv

H mapovoa Sibaktopik SlatpPn cuvioTa éva pueBodoroyikd Tapddelyua
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Téxvn kat tig Kowwvikés Emiotiueg, 1 Swxtpfny Stevplvel 1 olyyxpovy
JPuyomaSaywylkn] TPAKTIKY KAl €VIOYVEL TNV aVAyKALOTNTA Yl UlA
€CELOIKEVIEVT] TALSAY WYLKN TIAPOVGLX GTOV XWPO TNG TALSIATPLIKN G TIEP O AAYTG.
H mapoloa peAétn, evtédel, Asttovpyel WG epyarelo evooKOTMOTMG,
aAVOOTOXACOV Kol LEBOSOAOYIKNG KalVoTOUIG, avolyovTag vEoug SpOoug 6TV
TIOLOTIKN £PELVA KAL 6TN GUYXPOVT EKTTALSEVTIKT Kl OEPATIEVTIKTY TIPAKTIKN LECW
NG TEXVNS.

ATHINA THEODOSSIOU

Psychopedagogical interventions through Creative Arts
in the therapeutic approach for hospitalized
children and adolescents in a Child Psychiatry Unit.
An Autoethnographic Study in a Pediatric Hospital

Supervisor: Aikaterini Papanikolaou (2025)

autoethnographic-phenomenological study focusing on psychopedagogical

interventions through creative arts that were applied to children and
adolescents hospitalized in a child psychiatry and oncology departments of a
public pediatric hospital. Drawing upon fifteen years of professional and personal
experience, the researcher investigates and analyzes the educational framework
of the hospital and the hospitalization process, aiming to delve into how the
study's participants perceive their world and ascribe meaning to their personal
experiences. The methodological approach adopts an interdisciplinary
perspective, examining the self as «a source of data» and utilizing personal
experiences, field journals, narratives, photographic materials, and interactions
with the children, thereby providing accumulated personal observations, rich
descriptions, and interpretations of behaviors, actions, and meanings.

The psychopedagogical interventions centered on creative arts—such as
theater, music, creative writing, and visual arts—conducted with the active
participation of the researcher within the clinical environment, did not aim for
treatment in the narrow medical sense. Instead, they sought to support the
hospitalization experience and alleviate the psychological burden of the children,
enhancing their emotional resilience and facilitating their therapeutic journey.

This dissertation highlights the potential of autoethnography as a research
tool in the humanities and social sciences, offering a methodological approach that
enables in-depth exploration of lived experiences and the interpretation of human
relationships and reactions among vulnerable populations. Furthermore, it
emphasizes the significance of the personal and professional transformation of the
educator and the redefinition of their identity through continuous negotiation
with value-based, ethical, and emotional issues. Within this context, the study

This doctoral dissertation constitutes a methodological exemplar of an

ITAPABAXIX/PARABASIS 20 (2025) 642-661



MAPABAZIZ PARABASIS

M=M>®m >T>
Vw-n>w>2>T

~ 646~

underscores the value of the arts as an essential means of psychopedagogical
support in the context of the hospitalization of children and adolescents and
highlights the need for institutional reinforcement of the educator's role within
the hospital environment. Through an interdisciplinary approach that combines
elements from Education, Psychology, Art, and the Social Sciences, the dissertation
expands contemporary psychopedagogical practice and reinforces the necessity
for a specialized educational presence in the field of pediatric care. Ultimately, this
study serves as a tool for introspection, reflection, and methodological innovation,
opening new pathways in qualitative research and in modern educational and
therapeutic practice through art.

EAENH AAMITPONIKOY

H Ocatpiki) Aywyn oG HEGo TTPOoEYyLoNG KoL KATAVOTONG TG
Aoyoteyviag otnv IIpooyoAiki) Extaidsvon

EmBAémovoa: Kieww ®avovpdxn (2024)

aywyn oLUBAAEL OTNV KATAVONOT €VOG AOYOTEXVIKOU KEWEVOU OTNV

TIPOOGXOALKT] EKTIAISEVOTN, UE TPOTIO TETOLO WOTE VA ATOTEAECEL TO PECO
emeepyaociag, aAld Kal éva HECO avaTPO@OSOTNONG KUl VACTOXAOUOV TOU
ekmatdevtikoV. Ilpdkeltal yia pio TTOLOTIKY €PEVVA PE TTOCOTIKA OTOLXELN, KATA
™mv Suapkela TG omolag mpaypatomombnkav: a) 44 moapepfdacels oe Tpla
nmaywyela, B) ouvevteLEels elod80v kat £060V TPV KAl LETA TIG TTAPEUPATEL,
Y) ouvevtelEielg oe vTIAYwYyous amd Sla@opeTikés meploxes tg EAAGSog §)
EPWTNUATOAOYLt TIOU  SlavepnOnkav kKot amavt)nkav amd vnmaywyovs
TAVEAAXS KA.

[T ovykekppéva: I TIG avayKkes TG Epevvag KpiBnke okOTILO Vo Yivel
XapToypa@non medlov Kal i To AGyo auTo Tpaypatomomnkav o) pia cepd
NUSOUNUEVWV CUVEVTEVEEWV [E VIITILAY WYOUS atto 0AN TNV EAAGSa, Ttpokeuévou
va amoTuTtwBoUV oL amOYPELS Kol 0L ERTIELPLEG TOVG ATIO TNV TAEN O€ OXEDN UE TNV
Beatpik aywynq kat TNV Aoyotexvia, B) ouvtaxOnke EPWTNUATOAOYLO HE
QEETNPLA TOUG OTOXOVUG KAL TK EPEVVNTIKA EPWTNHATA TNG EPELVAG KAl HECW
google forms otdABOnke Kol amavTONKe amd vnmiaywyols o€ 0An v EAAada.
Toéco ot ouvevtelielg TWV EKMASEVTIKOYV 000 KOl TA EPWTNHUATOAOYLX
avoAVONKaY Kot amoTéEAEoAV TIOAVTLULO VALKO Yl TNV SLegaywyn TG EPEVVAS.

Y10 mAaiolo TG StatpPns kpiBnke oKOTILHO VA TIpayaToTIOm Ol TAOTIKY
EpEVVA [LE 0TOXO TNV a&loAdynomn Twv ueBddwv kabws Kal Twv peBoSoAoYIKWV

O OKOTIOG TNG TapoVoag SlaTpLPNS elval Stepevvnon KAt TOG0 1 OeaTpIKn
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epyaieiwv mov Ba TTpaypatomomBovv 6TV KUplwg Epeuva. TNV TMAOTIKN £pEuva
Xpnowomombnke n MEPAUATIK HEB0SOG o SVO TUNUATA VNTILAYWYELOV TTOV
amotéAeocav To éva Tunpa Vv Iepapatiky Opdda kal To SeVTEPO TUNUX TNV
Ouada EA¢yyov. H [Telpapatikny Opada amotedovvtay amd 15 vimia kat Tpovimia
amd 5 Stapopetikeg eBViKOTNTEG. AZL0A0YNONKE 1) KATAVOT 0T TOU AOYOTEXVIKOU
KELWWEVOL HECW TV Beatpikwv texvikwy ([epapatikny Opdda) kol n Katavonon
TOU A0YOTEXVIKOU KELLEVOU XWPIG TIG BeaTpikég TEXVIKES (Opada EAéyxov). Emiong
a&loAoynOnke kata moco ot Beatpikés texvikés kat ot TIE Swdpapatidouv
ONUAVTIKO pOA0 OTNV KATAVONON TOU KEWWEVOU of aAAdyAwooa mada
(Mewpapatikny Opada), oe oxéon pe TV SI8ACKAALA TNG AOYOTEXVING XWPLS TIG
Tapanavw mapepPacels. Ta amoteAéopata TG TAOTIKNG Epeuvag agloTomOnkay
Yy tov oxedlaoud ¢ kVpLag Eépevvag. Toco oty TAOTIKN 060 KAl TNV KUPLWG
épevva xpnopomomOnke n Mepapatikn péBodog pe pektr) pebodoroyla.

H xupiwg épeuva édafe pépog oe 3 Nnmiaywyela tnGg ATTIKNG, OTIOV Eylvav
44 moapepPacels oe 103 pabntés. Ilpwv v évapén twv mapepfdoewv
TPAYUATOTONONKE GLUVEVTELEN €l00680V Kal pue v ANEn Twv mapepfacewv
ovvévteuln €£odov. To Nnmaywyeio 1, Bploketal oto k€vtpo ™G ABMvag kal
amoteAeltal amo Vo Tunuata pe 15 madia to kabe Tunua. Xto TuNua A Tou
nmaywyelov mov amotédeoe kat v Mepapatikny Opada g épevvag, o 60%
TwV pabntwv Ntav aArodamol kat oto TUNUa B, mov amotédeoe kat v Opada
EAgyxov to 73,3% ntav aArodamol pabntés. To Nnmaywyelo 2, fploketal emiong
0TO KEVTPO NG ABNvag Kal yewypa@ikd amd to Nnmaywyeio 1 xwpiletal amo
uta Aew@opo. ‘OAot oL paBnTéS etvat EAAnvikn S kataywyns. To Nnmaywyeio 3, to
omoilo eivalt vmo Vv ayida tou Ymoupyesiov IMadelag aAld Sev avrkel 6TO
Ymovpyeio IMadetag, Bploketal otnv evpvTEPTN TEPLOXT THG ATTIKNG. Portovv 11
Tadiad EAANVIKN S kataywyns nAkiag amd 2,5 €wg 6 €TV Kal 0L SpAGTNPLOTNTES
TPAYUATOTOLOVVTAL OTO KOVTIVO 84006, Agv vmnpye SEVTEPO TUNUA KAL WG €K
ToUTOU M (Bl opdda amotéAdece v Ilelpapatiky kat v Ouada EAéyyov
TAUTOXPOVAL.

Ta amotedéopata Twv TaAPEUPAOEWV €0TIAOVY OTNV TAPAYWYN
TPOPOPLKOV AGYoU HEow NG BeaTpikng Sladikaoiag, Kabws Kol otV eVEALELA TWV
TALSLWV 0T XP1OT TOAVTPOTILKWY HECWV YLK TNV KATAVONOT), TNV £KQPACT] Kal
TNV AVaTPO@oSOTN O, LE APOPLT LOTOPIES KoL AoyoTeXVIKA Kelpeva. I'ia Tov Adyo
auTO, kKABe TTapEpPPaon, KATEXEL Evav EEXWPLOTO TUPNVA EVTOG TOU OCWHATOG TOU
KELWEVOV, PE BAON TO EKAOTOTE KELUEVO 1) £PYO, TIG KAEIBEG TTHPATI)PNONG KAL TN
OUUUETOXN TWV VITILWV. TN GUVEXELX, 1] EPEVVITPLX OONYELTAL OE CUUTIEPAOHATA,
T OTIOLO EMPEPLJOVTUL OTA OTASLA AVATITUENG KAL VAOTIOMOTG TNG £PEVVAS, EVW
0To TEAOG oOdnyeltal OTn OUYKEVIPpWTIKY €kBeon kal amotipnon Twv
OUUTIEPACUATWV.

ATé Ta ovumepaopata TPOKVTTEL OTL 1| Beatpik aywyn Svvatal va
ATOTEAECEL VA HEGO KATAVOTOT)G TOU AOYOTEXVIKOU KELLEVOU GTNV TIPOCXOALK)
ekmaibevon, kaBws Ta TMASIA TOU CUUUETENOV oTNV £peuva, Wlaitepa Ta
aAAOYAwooa, SLEVKOAVVONKAY Ao TIG BEATPIKEG TEXVIKES KAL OO TA PN@LOKA
HEoQ TIOV XpMolpoTomOnkav, Kabwg iyav KATAAVTIKO poAo oTnV £kacn Twv
TapeUPacewv.
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ELENI LAMPRONIKOU

Theater Education as a means of approaching and understanding
Literature in Preschool Education

Supervisor: Clio Fanouraki (2024)

n this thesis, it is my intention to dwell on the extent that drama education

exercises on not only furthering a fuller outline of the written script for the

recipient but also on a more refined means of enlarging the understanding for
the educationalist as a vehicle of reflection and feedback. Concerning a qualitative
piece of research carried out that embraced a quantitative approach to gaining an
insight into the perception of both pupils of kindergarten age and their respective
nursery schoolteachers, a systematic study pursued of three nursery schools. The
study entailed: a) 44 progressive interventions which evaluated the development
of the three nursery schools; b) by means of interviews prior to drama sessions
and following them; c) through a sequence of interactive interviews of
kindergarten teachers in different regions in Greece; d) with the use of
questionnaires distributed nationwide.

For the needs of the research it was considered appropriate to carry out
field mapping and for this reason a) a series of semi-structured interviews were
carried out with kindergarten teachers from all over Greece, in order to
document their views and experiences from the classroom in relation to theater
education and literature, b) a questionnaire was drawn up with the objectives and
research questions of the research as a starting point and via google forms it was
sent and answered by kindergarten teachers all over Greece. Both the teachers'
interviews and the questionnaires were analyzed and were valuable material for
conducting the research.

Within the framework of this thesis, it was considered appropriate to carry
out a pilot study with the aim of evaluating the methods as well as the
methodological tools that will be carried out in the main study. In the pilot
research, the experimental method was used in two sections of kindergarten, one
section was the Experimental Group, and the second section was the Control
Group. Hence, the study was divided into two correlative parts. In the first
instance, the Experimental group incorporated a total of 15 infants and toddlers
from 5 different nationalities. A comparative evaluation of the perception of
understanding of the literary text was gained, in the first part, through theatrical
techniques (the Experimental group) and, in the second part without theatrical
techniques (Control Group).

It was also evaluated whether theater techniques and TIC play an
important role in the understanding of the text in non-native children

ITAPABAXIX/PARABASIS 20 (2025) 642-661
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(Experimental Group), in relation to the teaching of literature without the above
interventions. The results of the pilot study were used to design the main study. In
both the pilot and the main research, the experimental method with mixed
methodology was used.

The main research took place in 3 Kindergartens of Attica, where 44
interventions were made ina total of 103 students. Before the start of the
interventions, an entrance interview was held and at the end of the interventions,
an exit interview. Kindergarten school 1 is located in the center of Athens and
consists of two sections with 15 children in each section. In section A of the
kindergarten, which was also the Experimental Group of the research, 60% of the
students were foreigners and in section B, which was also the Control Group,
73.3% were foreign students. Kindergarten school 2 is also located in the center of
Athens and is geographically separated from kindergarten 1 by an avenue. All
students are of Greek origin. Kindergarten school 3, which is under the auspices of
the Ministry of Education but does not belong to the Ministry of Education, is
located in the wider area of Attica. 11 children of Greek origin aged between 2.5-
and 6-years old attend and the activities take place in the nearby forest. There was
no second section and therefore the same group constituted the Experimental and
the Control Group at the same time.

The results of the interventions focus on the production of oral speech
through the theatrical process, as well as on children's flexibility in using
multimodal means for understanding, expression and feedback, based on stories
and literary texts. For this reason, each intervention has a separate core within the
body of the text, based on the respective text or work, the observation keys and
the participation of the infants. Subsequently, the researcher is led to conclusions,
which are divided into the stages of development and implementation of the
research, while at the end she is led to the summary report and evaluation of the
conclusions.

The conclusions show that theater education can be a means of
understanding the literary text, as the children who participated in the research,
especially the non-native speakers, were facilitated by the theatrical techniques
and the digital media used, as they had a catalytic role in the outcome of the
interventions.
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[XMHNH XAKEAAAPOIIOYAOY

0 Kwdwkag tov Zopatog otnv Apxaia Kopwsdia.
Tknvég Bupokpovoiag kol ante portas

EmBAémovoa: Aikatepivny Atapavtakov (2025)

SLaTpLPT] EMKEVIPOVETAL OTNV TPOCTIADELX EVTOTILOHOV, KATAYPOUPTG KOl

OXOALXGHOU TWV XELPOVOULWOV KAL TWV KIVI|OEWV TIOU EUTIEPLEXOVTAL OTA

ow{Opeva Beatplkd Kelpeva Tou ApLOTO@AVT) KAl EVEPYOTIOLOVVTOV
Suvapel otnv apyalad KWWUIKN TAPACTHOT KAl TIO OUYKEKPLUEVA, OTNV
TPOOTIAOELX EVTOTILOUOV, KATAYPAPTIG KAL OXOALATUOV EKEVWV TWV XELPOVOULWDV
KOl TWV KIVIIOEWV TIOV EUTIEPLEXOVTAL OTLG OKNVEG BUPOKPOVGLAG KL 0TI OKNVES
ante portas, e N XWPLS TTAPATPAYLKN AELTOVPYLA, KAOWGS KAl 0€ TAPAAAAYES AUTWV
Twv oknvwv. H éAenm plag emotapuévng cuVOETIKNG HEAETNG OXETIKA HE TN
@VOoMN KoL TN AerToupyla TNG XEPOVOULAG KoL TNG KIvnomg oTnV apxolo KWK
TAPACTAOT KAl E0IKA OTIS OKNVEG Bupokpovaciag Kal ante portas aMOTEAECE
Baoko Tapayovta EMAOYG TOU CUYKEKPLUEVOU BELATOG,.

Ewcaywyikd, ouvvopilovtal Baolkés BewpnTikég, apyaleg Kol VEOTEPES,
TIPOCEYYIOELS TTOU AOYOAOVUVTAL [LE TOV OPLOLO KAL TNV TUTIOAOYLA TNG XELPOVOULAG
Kal TNG KIVIoMG KAl Tr OUCYETLON TOUG YEVIKA ME Tn Beatplkn emitédeon.
AkodoVOwg, N YAWooK TOU CWUATOG OTNV ATTIK KwUwdia Tov 50v at X
e€eTAlETAL O OLVAPTNON UE TOV EVOUUATOAOYIKO KOl TOV TIPOOEYYLOTIKO-
KLV OLOKO-X0POYPAPIKO KOSIKA, HE TOV KWOSIKX TWV OKNVIKWV AVTIKELEV®Y,
KAOWG Kol PE TIG ELSIKESG XWPLKEG CLUVONKESG OKNVIKNG Sp&om§ Tov apyaiov BedTpou
Tou Alovocou. To kUpLo PEPOG NG EPELVAG EOTIALEL GTOV VALKO Kol GUUBOALKO,
APXLTEKTOVIKO Kol OEATPLKO, ONUELWTIKO KAL ONUACLOAOYIKO pOAO TNG OEATPIKNG
0Upac¢ kabBws KAl TV KIVNOLAK®OV- XELPOVOULAKWY SpACEWY TIOU EVOEXOUEVWG
AdpBavav xwpa SimAa, kovta | Umpoota amo pla BVPa T SLIAPKELA TNG OKNVIKNG
TAPOVGLACTG TWV £PYWV TOU ApPLOTO@AVY OTNV KAXGIKY €TOXT]. ZTOXOG 11TAV VX
KATAYPa@OUV OAEG ol SUVATEG KELUEVIKEG SNAWOELS KAl VTTOSNAWOELS TIOU
TAPATEUTIOVV OE KATOL QVTIOTOLYT) EVEPYOTOINOT OMTIKWY ONUElwy TOv
XELPOVOLLAKOV-KIVNOLHKOU KWOSIKX 0€ OKNVEG Bupokpovaiag Kal ante portas Kol
aKoA0VOWG AVTEG v KaTtnyoplomonBovv e Baon TN a) onpeELaKT) CVOTACT TOUG
(ol onpelat TOV CWHATOG EVEPYOTIOLOVVTAL, HE TIOLOV TPOTO, OE TOLA £KTAOM,
évtaon kot Stdpkela, o€ oo Babud Stadpaong) kat ) ™ Bepatikny Evragn Toug
(o€ TIOLEG OKNVIKEG SPACELS AVTLOTOLYOVV TIOLEG XELPOVOULES, TIOLEG XELPOVOULUKES
«BEUATIKEG» ETTAVEPXOVTAL TIWG EEEAIOCOVTAL AUTEG OL DEUATIKEG XELPOVOULEG).

E@apuolovtag SLa@opeTikeéG BewpnTIKEG TTPOCEYYIOELS TNG XEPOVOUING
oto apyaio Oeatplkd MAalow pe Gfova TNV LOTOPIKA TIPOOSLOPLOUEYT)
CWHATIKOTNTA OTI§ TUTILKEG OKNVEG TNG Bupokpovclag Kol Twv OKNVwv ante
portas, 1| SLatpf] eTXELPEl VO KAAVPEL GQALPIKAE TO EVPOG KL TN AELTOVPYLX TWV
SUVAUEL CWUATIKWV KIWWOEWV KAl XELPOVOULWV TWV UTOKPLTWV oTNV Apxola
Kopwdia o emimedo mapaotacng KoL EVTIACOETAL € Eva EVPUTEPO BEWPNTIKO
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mAaiolo  TPOBANUATIONOU YA TN AELTOUPYLA TOU XELPOVOULAKOV-KIVIOLAKOU
KWOSIKA 0T OeaTpIK) TPAEN Kol LAALOTA TNV KW UK.

*

ISMINI SAKELLAROPOULOU

The Body Code in Ancient Greek Comedy:
Door knocking and ante portas scenes

Supervisor: Aikaterini Diamantakou

he thesis focuses on identifying, documenting and analyzing the gestures

and movements which are inscribed in the extant plays of Aristophanes and

were potentially activated in the ancient comic performance. It particularly
examines gestures and movements found in door-knocking scenes, ante portas
scenes —whether they have a paratragic function or not— and variations of door-
knocking scenes. The lack of a thorough study on nature and function of gesture
and movement in ancient comic performance, especially in door-knocking and
ante portas scenes, was a key factor in choosing this topic.

Initially, key theoretical approaches, ancient and modern, dealing with the
definition and typology of gesture and movement and their relation to theatrical
performance in general are summarized. Subsequently, the body language in Attic
comedy of the 5th C. BC is examined in relation to costume, the approach-kinetic-
choreographic code, the code of stage objects, and the special spatial conditions of
the stage action in the ancient theater of Dionysus. The main part of the research
focuses on the material and symbolic (architectural, theatrical, semiotic and
semantic) roles of the ‘theater door’ as well as the kinetic-gestural actions, which
likely took place next to, near or in front of a door during the stage presentation of
Aristophanes’ plays in the classical era. The aim was to document all possible
textual statements and allusions that refer to some corresponding activation of
visual elements of the gestural-kinetic code in door-knocking and ante portas
scenes and then to categorize them based on a) their semiotic composition (which
parts of the body are activated, how, to what extent, with what intensity and
duration and to what degree of interaction) and b) their thematic integration
(which stage actions correspond to which gestures, which are the recurring
gestural “themes” and how these “thematic gestures” have evolved).

Applying various theoretical approaches to gesture in the ancient theatrical
context with a focus on the historically determined corporeality in the typical
scenes of door knocking and ante portas scenes, the thesis aims to
comprehensively examine the scope and function of the potential physical
movements and gestures of the actors in Ancient Comedy at the level of
performance. Ultimately, its goal is to contribute to a broader theoretical frame
that reflects on the function of the gestural-kinetic code in the theatrical act,
particularly in comedy.
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[IOAYEZEENH XIMOY

H Si8aokadia Tov Osatpov otn Sevtepofadpa eknaidevon).
Muax pedétn tepintwong yla to AVKELO

EmBAénwv: ABavaociog Bépdng (2024)

eotialovtag otnv teAevtaia nEBodo TG KapLEPag Tov, o ovopaleTal

‘Evepyntikn) AvaAvon’ (Active Analysis), oe epnovg 15-18 etwv, oto
EAANVIKO oxoAKo AVkelo. To eyyelpnpua auto evemiete e@npoug amd dVo AVKeLx
TWV VOTIWV TPoaoTiwv otnv ABNva kat Sokipaoe TEPAUATIOTEL PE TO ‘cUoTNHA’
otoxevovtag otn Snuovpyla Beatpikng mapaoctaons. Eug@aon 8§60nke otnv
EMSIWEN PLOIKOTNTAG GTNV VTIOKPLTIKY TwV £ONBwv-nOoTolwy Kat 6ToV TPOTIO
TPOCEYYLONG TOU YAPAKTNPA TOU POAOVL TOUG. ATWTEPOS OTOXOG NTAV VA
€€EPELVNOOLVY OL PHAONTEG TO EKAOTOTE BeATPIKO YEYOVOS KAl vV BLWOOLV pLa
eUmeLpla IOV B PTTOPEGOVV (OWG VA TNV XAPAKTNPLOO0VY AVOEVTIKY], OT|UAVTIKN
Kot pe vonpa. Na Kata@Epouv va Bpouv TNV ooppoTia 0TV UTOKPLTIKI]: VX
KA TAPYOOVV TOV EAVTO TOUG YLA VX YIVOUV 0 XXPAKTNPAG TOU POAOL TOUG, QALK
TAPAAANAX V& TO TIETUXOLV AUTO HECW TOV (610U TOU €L TOV TOVG. Mg auTdv TOV
TPOTO, Oa UTOPECOUV VA WUTTOLV GTNV ovcila Tov poéAov Toug kat O Ba
TAPOVGLAlOVV AAAQ Ba (OVV GTOV PAVTACTIKO KOGHO TOU £PYOV, STIULOVPYWVTAS
Suvauika Oeatpika cvpmavta. Tédog, SiepeuvnOnke katd OGOV o Stanislavski kat
Ol TIPOTACELS TOU UTOPOVUV va eival ocVYYpoveg, agopovv Tov £@nfo tov 210V
ALOVA KA KAAVTITOUV TIG AVAYKEG TOU HLETAUOVTEPVOL £@N KOV BedTpov.

H mapovciaon Twv amoTeAeoUdATwy TG €PEVVAS VIOOETEL oTOLEL TNG
AENYNHATIKNG £PEVVAG KAl TNG auToeBvoypa@lag, TPOKEUEVOL va SWOEL Evav
TPOOWTILKO TOVO OTn oUVOESN O€ €va OUAAOYLKO a@NYNUA TWV ATOULKDV
lOTOPLWV TOV Plwoav To eumAekOpeva HEAN TG opadag. ZUp@WvVa HE TA
ATOTEAECPATA TNG EPELVAC, TO ‘cVOTN A Stanislavski’ pmopel va mpoo@épel aToug
uabntéc tou Aukelov TPOTOUG TOU Ba TOUG eumvevoovv Kat Ba Toug
KLVN TOTIOO0VV TOV KaBEvav Eexwplota kat 0Aovg padll, yix va apfpwoouv
S1K1 TOUG PWVN KL VA TNV ETILKOLVWVI|COVV GTO KOO TOUG, AVTIUETWTIL{OVTAG TO
B€atpo OxL “cav mayvidakl, cav kovdouvioTpa, AAAA cav Eva EPYNAELD YL VO
wAnoovv oto kowvd” (Gogol, 1809-1852 otov Benedetti, 1988). O Stanislavski
Selyvelto Beatpkd §poOpo, Yl va {1jcouv oL LA TES pot OAOKAN PWUEVT), GUVOALKA
avBpwTtvn eumelpia, TAOVOLX 0E SLAPOPETIKEG EKPAVOEL TOVU TIVEVUATOG, TNG
PUx1MS KaL TOU CWHATOG KL YERATN avBpwivn aAnfela.

‘Ocov a@opa to SAoKAAO TOL BEATPOV TOV KAAEITAL VA YVWPLOEL GTOVG
E@nPoug pabntég Touv To BEATPO, 1 Sladek Tk ox€on pe Tov Stanislavski pmopet
VO ATIOTEAECEL Eval AVOLYHX TIPOG TNV TEXVN KAl TNV £€pEuva. TUVOEETAL HE P
ovyxpovny ouvOnkn Tapdotacng, 1 omola oTNnpPllETal oe L TOAVTLUN
Tapakatadnkn tov mapeAbovtos. O Sdokarog Tov Bedtpov, BeATIVOVTAS TNV
moldta TG O0VAELdG Tou, Slatnpel pa Stabesom ouvexolS AVAVEWONG.

H Tapovod SLaTpLPr) HEAETA TNV €QAPUOYN TOV ‘cuoThuato Stanislavski’,
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Bploketal, pe dAAa Ad0yw, o€ X OUVONKN OUYXPOVIOMOU HE ML SLOPKW®G
UETABAAAOUEVT] TIPAYUATIKOTNTA KL UE ULX UOVIHWS HETABAAAOUEVN VEOTNTA.
EmumAgov, kaBlotatal tkavdg va evopynoTP®WVEL TOAVTIPOCWTIN KAl ETEPOKANTA
e@NPKA cVVOAQL.

To eAAnVIKO oxoAkO BEaTpo XpeldleTAl VOV EMTAVATIPOCSIOPLOUO Kol P
PL{OCTINOTIKI] AVAUOPWOT TNG BEATPIKNG TIPAENG KAl TIPAKTIKNG, HECK OE EVa
TAaiolo exBpko Yl TI§ TEXVEG YevikoTepa. O@eidlovpe 0TOUG HaBNTES pag, 0TO
oUVOAO Toug, va Blwoovv v teAetoupyla Tou BedTpou KoL TNV aloONTIKN
ouykivnon oxt w¢g TMOAVTEAELA OAAQ WG avAyKn eTPlwong. ZUVETTWG, KaBwG Ta
amoteAéopata G Epeuvag vmodelkvvouv OTL o Stanislavski pmopel va
OUVOUIANOEL YL TO B€aTPOo BETIKA, SNULOVPYIKA KL TTPOCWTILKA LLE TOUG £@noug
HaBNTES Kal TOUG SACKAAOUG TOUG, 1) TapoLoa LEAETT SnLlovpyel TV TTpocdokia
YW@ TO Gvolypa €vog SLaAOYou pe GAAOUG TTaldaywyoUS Kol KAAALTEXVEG TOU
polpalovtal aVAAOYES AV CUXLES.

POLYXENI SIMOU

Teaching Theatre in Secondary Education:
A Case Study in Greek Upper High School

Supervisor: Athanassios Verdis (2024)

with a particular focus on the final method of his career, known as ‘Active

Analysis,’ in adolescents aged 15-18 within the Greek high school context.
The study engaged students from two high schools in the southern suburbs of
Athens, employing an experimental approach to the ‘system’ with the ultimate
objective of staging a theatrical performance. Special emphasis was placed on
fostering naturalistic and authentic acting among adolescent performers and
refining their approach to character development. Students were enabled to
engage in the theatrical event in a meaningful and genuinely authentic manner. In
other words, they were encouraged to find a balance in their acting process: to
transcend themselves in order to become their characters yet achieve this
transformation through a deep connection to their personal truth. In doing so,
students were guided to internalise their roles, not merely perform them, and to
exist within the imaginative world of the play—thus creating dynamic theatrical
universes. Finally, the research examined the extent to which Stanislavski’s
methodologies remain relevant in the 21st century, addressing the needs of
contemporary adolescent theatre within a postmodern framework.\

The presentation of the research findings adopts a narrative inquiry and
autoethnographic perspective, lending a personal dimension to the synthesis of
individual experiences into a collective account. According to the research
findings, the ‘Stanislavski system’ has the potential to inspire and empower high

This dissertation explores the implementation of the ‘Stanislavski system’,
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school students, both individually and collectively, to discover and articulate their
own voices. It encourages them to approach theatre not as “a toy or a rattle, but as
a tool to speak to the audience” (Gogol, 1809-1852, as cited in Benedetti, 1988).
Stanislavski offers a theatrical pathway through which students can experience a
profound human encounter -with themselves, their peers, and the world- an
experience enriched by intellectual, emotional, and physical dimensions, and
imbued with genuine human truth.

Regarding the role of the theatre educator, who is responsible for
introducing theatre to the adolescent students, engaging in a dialectic relationship
with ‘Stanislavski's system’ offers an entryway into artistic and pedagogical
research. It establishes a connection between contemporary performance
practices and a valuable artistic legacy. The theatre teacher, through the
continuous improvement of his/her methodology, remains in sync with the ever-
evolving reality and the constantly transforming youth culture. This allows the
educator to effectively guide diverse and multifaceted adolescent ensembles.

Greek school theatre of today requires a redefinition and radical
reinvention of its practice, within a broader context often hostile toward the arts.
We owe it to all our students - not as a luxury, but as a vital necessity- to provide
access to the ritualistic and aesthetic power of theatre, allowing them to engage
with it as a transformative and life-affirming experience. Therefore, as the findings
suggest that Stanislavski’'s methods can facilitate a meaningful, creative, and
personal engagement with adolescent students and their educators, this study
aspires to foster dialogue among pedagogues and artists who share similar
academic and artistic concerns.

MAPIAAENH X0OAAATOY

durhoevia kat EevogoPia:
H avanapdotaon tov £€vov oto eEAAnViko O£atpo Ttov 210V awwva

EmBAénwv: Mwpyog I Me@dvng

mapovoa S8aktoplky Slatpfn HEAETA TOV &EVo Kol TOUG TPOTOUG
VTIOS0XNG TOU aTO TOUG YNYEVELS, OTWG avamaplotavial péoa oo
EMAEYHEVA SPAUATIKA KEIPEVA KAl BEATPIKEG TTAPACTACELS, TIOV £XOVV
Tapovolacotel oe aBnvaikd BEatpa TNV TPWTN elkocaeTia Tou 21ov awva. Kabwg
N évvolx TOU &Evou TapPAUEVEL aEVOX QVOLXTI) OE EPUNVELEG, T EPELVA
ETKEVTPWVETAL OTNV LEVOTNTA TOU aAA0gOVY. O SpapaTiKOG KAl OKNVIKOG AOYOG
SlepeLVA Ta CLYYPOVA LETAVAOTEVTIKA KAL TTPOCQUYLKA PEVHATA, KABWG Kal TIG
TPAKTIKEG UTOS0XNG TOL &EVou, AelToupywvtag wg medlo avadelgng twv
@A0COPIK®WV KOl KOW®WVIKOV MTNUATOV TwWV SLA@OPETIKOV OPewV TNG
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@uo&eviag kat g evoofiag. H oVvdeon ¢ Sevoofiag pe tov €BviKiouo,
aTOPPOLA TNG PEVOTOTNTAG KL TNG ACTADELAG TWV GUAAOYIK®WV TAVTOTHTWY TWV
OLVYXPOVWV SUTIKWOV KOW®WVLIWY, aVa{WTUPWVEL EXOPLKEG OTACELS KAl OXECELS
TIOALTIOUIKNG Llepapxlag, oL oToleg ekdNAWVOVTAL HECW TOVU PATOLOUOV KL TOU
KoLATovplopov. H olyxpovn abnvaikn oknvy vmevOuuilel v avaykodmta
OUUEALWONG UE TO TIOALTIOULKA 0AAOTPLO, HECW TOV aVOlYHaTOoG TNG 1080V 6TOV
£€Vo TO0O 0T SNUOCLA 0G0 KL GTNV WOLWTIKT o@alpa Kol VTTOypapuilel TNy agia
TOV SLATOALTIOUIKOU SLaAdyov. AvalnTtd pa @dogevia ov Sev kabopiletal amd
VOHOUG, KAVOVEG KL TEPLOPLOHOVG, Kol TOU 8ev Slakplvel Toug &Evoug o€
katnyopieg. Mia @uAogevia Tov SIEMETAL ATIO TO TVEVUA TNG AAANAEYYUN G KAL TG
avOpWTILAG KAl TTIOU AVTILETWTI(EL TOV EEVO WG LOOTIHO HEAOG EVOG €UPVTEPOV
KOLVWVIKOU GUVOAOU.

MARIALENI SOLDATOU

Hospitality and Xenophobia:
The Representation of the Foreigner in 21st Century Greek Theatre

Supervisor: Giorgos P. Pefanis

represented in selected plays and performances staged in Athenian theatres

during the first twenty years of the 21st century. As the notion of the
stranger remains perpetually open to interpretation, this research focuses on the
strangeness of the foreigner. Dramatic and performative discourse explores
contemporary migration and refugee flows, as well as the reception practices by
indigenous societies, thusly highlighting the multifaceted philosophical and social
concepts of hospitality and xenophobia. The association of xenophobia with
nationalism, as a result of the fluidity and instability of collective identities in
contemporary Western societies, rekindles hostile attitudes and relations of
cultural hierarchy, which are manifested through racism and culturalism. The
contemporary Athenian theatre scene reminds us of the necessity of reconciliation
with the culturally diverse, through the opening of a passage to the foreigner in
both public and private spheres and underlines the value of intercultural dialogue.
It seeks hospitality that is not determined by laws, rules and restrictions, and that
does not discriminate. A hospitality that is guided by the spirit of solidarity and
equity, which treats the foreigner as an equal member of a wider community.

This thesis examines the foreigner and how he is perceived by the natives, as

o

[TAYAINA XATZHT'EQPT'IOY
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Kpatwkn toAttikn BiAiov otnv EAAGSa:
H mepintwon tov EKEBI (1994-2012)

EmpAémovoa: Avva KapakatooUin (2023)

Pifriov otnv EAAdda: H mepintwon tov EKEBI (1994-2012) epguvd tnVv

VTO0E0M TNG KPATIKNG TOALTIKTG BLAlov otV EAAGSa atd v otiyun| g
i6puvong tov EBviko Kévtpou BifAiov (EKEBI) péxpt kat v katapynon tov,
AapfBavovtag umoyn TO LOTOPLKOTIOALTIKO OUYKE(HEVO KL TO QVTIOTOLXX
evpwmaika dedopéva. Eldikotepa, e€etalel ™ oxéon ¢ Evpwmaikng Evwong pe
TNV TOALTIOTIKI] TOALTIKT] KL TNV TOALTIKN Yl To BiffAlo kaL v avayvwon,
AVASEIKVUOVTAG TA KEVTPIKA TNG TAPASEYHATA KL EVTOTIOVTAG TOUG TPOTIOUG
emnpedotnke N EAAGSa amd Ta eVPpWTAIKG HOVTEAX KPATIKNG TTAPEUBAON G Y TO
BBAlo. Emiong, emonpaivel Tig 181aitepoTnTEG TG MEPLOSOV KATA TNV OTOLX
amo@aciotnke m (6pvon Tov EKEBI, Toug kataotatikoug oTOXOUG TOU
0pYQVLGUOV, TO VOULKO TOU TIAQIGLO KOL TO APETNPLAKO LOVTEAD EPYACIAG TOV. TN
OULVEXELQ, ETILXELPEL VX TIEPLOSOAOYNOEL TA SEKAOKTW £TN SPAOTG TOU (POPEN KAL VXL
KOTNYOPLOTIOMOEL TOovG Bacikdtepous Beopovg mov elofjyaye to EKEBI, v
onuacio TOUG OTNV TOALTIOTIKY SlaXelplon Kal oTnv oxéon G €AANVIKNG
Kowwviag pe to BLBAlo péxpL onpepa.

['a va amoavtnBolv Ta Tapamavew epwTiHaTa emAEXONKE va SlapBwpBOel
TO Kelpevo ¢ SlatpPng oe TEVTE KE@AAALX. ETO TIPWTO KEPAAALO EeTALETAL N
EVPWTAIKTY KOVATOUpA BIBAIOVL KaL 1 6XECT) TNG UE TNV EVPWTIATKT) TAVTOTNTA Kol
Tovg avtioTolyous Beopovg. To ke@dAato eotidlel otnv Lotopia s EE avagpopika
L€ TO KATA TTOGO TPOXWPTNOE GTNV KATEVOLVON HLOG TTIOALTIOTIKNG EVOTIOMONG 1)
OXL, KL LLE TIOLOVG TPOTIOUG — 8LaLTEP X, LAALOTA, ATLO TN o Tty Tov 1) EAAGS o €yive
uédog ¢ EE. To 8eUTepo KEPAANLO KATATIAVETAL PE TO TAALOLO (SpLONG TOU
EKEBI kat Tov tpwto kaipd Aetrtovpyiag tov vmo tn Sievbuvon g Mupaoivig
Zopuma (1995-1999) kal ATOTEPATUL VX EVTOTILOEL TOUG KATAGTATIKOUG 0TOXOUG
TOV, TOUG VOULKOUG KAl AAAOUG TPOTIOUG ATOTUTIWONG TOUG KAl TNV OXE0T €VOG
e€eldikevpévou @opéa yla to BiAlo, otnv dedopévn ouykvpia, pe to YIIIIO, Tnv
EAANVIKN KPATIKI TOALTIOTIKI TOALTIKY KAl TI§ EVPWTAIKEG TOALITIKEG Yl TOV
TIOALTIONO TIOU SLEPELVWVTAL OTO AUECWS TPONYOVUUEVO Ke@AAalo. To Tpito
Ke@AaAalo ¢ StatpPng esetalel tnv tetpaetia ov To EKEBI §itnuBuve o Xprjotog
Aaog (2000-2004). Baowko péAnpa eivatl va eAeTn Ol TTOLOL ATTO TOUG UTIAPYOVTES
BeopoUG cuveEXLoTNKAV KL LE TTOLOVUG OPOUG, TTOLoL EYKATAAELPONKaV, KabBwg Kot
Tolot véoL Beopol pmmkav og Asttovpyla. XTo TETAPTO KE@AAALo TG StatpLpng,
TEPVWVTAG OTNV OKTHET] Slevbuvtikn meplodo g Katpiv BeAwooapn, v
poakpoBLotepn kat tedevtaia otnv otopia tov EKEBI (2004-2012), o @wopéag £xel
Nnén oto Suvapkd touv oxeddv Séka xpovia Aeltovpylag Kol wg €k TOUTO,
ETLYELPELTAL VA LEAETNOOVV OL KEVTPLKOTEPOL AEOVEG TWV SPACTNPLOTHTWY TOV YLA
TOo eAANVIKO BLPALo evtog Kat ektog EAAGSag. Xto mEUTTO KE@AAALo e§eTdleTAL N
katapynomn tov EKEBI. H Swxtpify] eotidlel otig MOAAQATAEG Q@NYNOELS TTOU

H Sibaktopikn StatpPn ™¢ Maviivag Xat{nyewpylov Kpatiky moAitikn
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OLYKPOTOUV TO a@NYNUA TNG TTAONG TWV EPYACLWOV TOV, EEETALOVTAG LLE TIOLOVG
TPOTIOUG Ol AOYODETIKEG TIPAKTIKEG SLAPOPPWVOUY UTO YA TO OTOL0 AOUVV.
MeAetatal, emMMPooBETWE, 0 TPOTOG PE TOV OTIOL0 EVTACOETAL 1] KATAPYNOT) TOU
EKEBI oto yevikoTtepo Aaiclo avatapaxnis otnv eEAANVIKN dnuocia Stoiknon mov
Snulovpynoe M OWKOVOUIKY Kplom. Zto TeAevtaio HEPOS NG epyaciag
TAPOVCLATOVTL TA CUUTIEPAO AT TNG Epeuvag. H epyacia oAdokAnpwveTtal pe éva
OoUVOAO TIAPATNPTCEWV YA TO €(60G TNG KPLTIKNG IOV €lval OKOTIUO Vo aoKnOel

oto EKEBI kabBw¢ kot yux mapaieipelg 1 mpofApata mou amaviwvtol oTnv
TAPoVo EPEVVA.

PAVLINA CHATZIGEORGIOU

State Book Policy in Greece:
The Case of National Book Centre - EKEBI (1994-2012)

Supervisor: Anna Karakatsouli

in Greece: The Case of EKEBI (1994-2012), investigates the issue of state

policy on books in Greece from the founding of the National Book Centre
(EKEBI) up to its dissolution. It takes into account the historical and political
context as well as relevant European developments. Specifically, it examines the
European Union's relationship with cultural policy and policies regarding books
and reading, highlighting key paradigms and identifying the ways in which Greece
was influenced by European models of state intervention in the book sector. The
dissertation also points out the particularities of the period during which EKEBI
was established, its foundational goals, legal framework, and its initial operational
model. It then attempts to periodize the eighteen years of the institution’s activity
and to categorize the main institutions introduced by EKEBI, assessing their
significance in cultural management and in shaping Greek society’s relationship
with books to this day.

To answer the above questions, the structure of the dissertation is divided
into five chapters: The first chapter examines European book culture and its
relationship to European identity and corresponding institutions. It focuses on the
EU’s history in terms of the extent to which it moved toward cultural integration,
and how—especially after Greece joined the EU. The second chapter deals with
the context of EKEBI's founding and its early operational phase, aiming to identify
its statutory goals, the legal and other means by which they were expressed, and
the relationship between this specialized book institution, directed by Myrsini
Zorba (1995-1999), and the Ministry of Culture, the Greek state’s cultural policy,
and the European cultural policies discussed in the previous chapter. The third
chapter explores the four-year period during which Christos Lazos directed EKEBI
(2000-2004). The focus is to study which of the existing programs were continued

The doctoral dissertation of Pavlina Chatzigeorgiou, titled State Book Policy
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and under what terms, which were abandoned, and what new institutions were
introduced. The fourth chapter covers the eight-year leadership of Catherine
Vélissaris, the longest and final directorship in EKEBI’s history (2004-2012). By
then, the institution had nearly a decade of operation behind it. The chapter seeks
to analyze the core activities it undertook for Greek books both within and beyond
Greece. The fifth chapter examines the dissolution of EKEBI. The dissertation
focuses on the multiple narratives that shape the account of its closure, studying
how discursive practices construct the very things they describe. It also
investigates how EKEBI’s termination fits into the broader context of upheaval in
Greek public administration brought about by the economic crisis. In the final part
of the dissertation, the research findings are presented. The work concludes with
a set of observations regarding the kind of critique that should be directed at
EKEBI, as well as the omissions or issues identified within the current study.

ANOH I. XOTZAKOT'AOY

EAANVIKO KoL TOUPKIKO 0£aTPOo 6KLOV KX KOUKANG
otv Kovotavtivoimodn, ™) Tuvpvy, Ta mepiywpd tovg (1781-1931/2)
kot otnv Kompo (1893-1931). Mg emOKOTN 01 KAL TWV EMOUEVOV XPOV®@V.

EmBAémovoa: Xpuodbeuis Zrapatomoviov-Baoiddkov (2024)

OKLWV KOl KOUKAQG OTIS €AANVIKEG kKowotnTteg KwvotavtivolmoAng,

Zpvpvng, TEPLYWPWYV TOUS Kol oty KouTpo. Q¢ epyareia g aglomolovvtat
eMnvikn kat Sebvng BiBAoypapia (cupmeplapfavopévng ThG TOUPKIKNG),
EAMANVIKOG KL €V UEPEL KL TOVPKIKOG TUToG kabw¢ kL éva mMANO0G apyeiwv
KPATIKWOV (A.X. 00WHAVIKE KPATIKA apyela, YEVIKG ap)ela TOV EAANVIKOU KPATOUG,
QUEPIKAVIKA apXela TTOU oLUVSEOVTAL PE TOV EAANVIOUO, apXEla LOVOELWV) Kal
LW TIKWV.

ITO MPWTO HEYAAO KEPAANLO TEKUNPLOVETAL EEOLKEIWOT) TOU EAANVIKOV
00wpavikov MANBLVoPOL Kal pe Ta §Vo Bedpata, OV WG AAIKEG SLaoKESATELS
ELPOPOVHEVEG [LE EVTOVT TIOALTLKY] OATLPQ, ELCEPXOVTAL GTO OTOXACTPO AUCTNPNG
o0VATAVIKNG Aoyokplotag. [TioToTolelTal N EVTIEAWS AYVWoTH Hag SpAcn pwunwv
-0Tw¢ OAx SelYVOUV- KOPAYKLOJOTIKTWY, EVW OLEPELVWVTAL KAl OYECELS
EMAYYEAUATIKEG 1 KATAYWYNG EAANVWV KAPAYKLOJOTINKTWVY. Avadelkviovtal
OYelg TG ouvepyaociag apueviwv - powunwv — MoveovApdvwy ws Ymeideg g
(SloG  TIOAVTIOALTIOULKNG KAAALTEXVIKNG KOLWVOTNTAG, 1) OTOlX (PAIVETAL TWG
AELTOVPYEL UE YVWHOVA TN SlaThpnon G TEXVNG WG EPYUAEIOV OATIPAG TNG

H StatpPn eotialel oV vnAATnoM Kot avaSel€n g mopeiag Tov BedTpou
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efovoilag Kat AdikNG ek@pacnG. MEow KAAALTEXVIKWV UETAKIVIICEWY TO Bapa
avaflwvel otnv EAAaSa. 'Etol, 6to eAAnviko TAfov BEatpo oklwv (Kapaykiolng),
mov Babuiala cuvSEeTal Kal e To SIKO TOU TPAVUA Kal Opapd, oav o€ KIBWTO
ununs Staocwlovtal OPELS TOU AOYOKPLUEVOVD, AKPWTINPLAGUEVOV 00WUAVIKOV
Kapaykio{, mou avTiKaTaoTAOMKE Ao TO OLWVUI0 0AAG AVUSPO TTAE0V, TOUPKIKO,
mpoTaryavSiotiko B€apa. [TAaL ota mapandvw, Sopeital TapdAAnAa To Ke@dAalo
™G 8paong EAMVWV KapayKlo{oTAKTWV KATA TNV Tepiodo ¢ MIKpAGLATIKNG
Exotpatelag, eVvTOG KL EKTOG TOU HETWTIOV, TOV OTOLOV 1] AELTOVPYLX WG QUTWPLOV
UTTOPEL VX EPUNVEVCEL KL TNV TEPACTLA EAANVIKT aKUn Tov Kapaykiodn peTtd )
Mwkpaoiatikn Kataotpon.

Ao v GAAN mMAevpd, Ta TpWTA xvn olyxpovou Bedtpou kKoUKANG
(PacovAng, paplovéteg), mov evtomilovtal (1832 k.e) petd to 0BwWHAVIKO
KoLKA0BEatpo (160G at k.e) -To oTolo @aivetal MwG PPLOKOTAV OTA XEPLX
KUPLwG appeviwy Kal efpalwv SlaokeSaAoTWV- ElVAL ITAALKA, AYYALKA KO YAAALKA.
Kata ta téAn dpws touv 190v al kal £éwg Kal TNV TpwTn dekaetia Tov 2000 o
eEAMNVIK6G PacovAng katakAUlel KwvotavtivoumoAn, Zuvpvn, [lévto kat mio
ayvwotes BBALOYpa@iKa TILAToES, OTIwG 1 Kidikia, epruxwpévog amd pa mAetada
KAAALTEXVWV KaT apxds €€ EAAAS0G KL ev GUVEXELA KAL VTOTILWYV, UE SPAUATOAOYLO
opolo pe ™G uNTPomoAnG. Metd tov A’ Iaykoouio IoAepo o Pacovins Ba
QTOVN|OEL, [LE TO TEAELWTIKO XTUTNUA Vo SiSetal amd Tov EepL{wpd Tov EAANVIKOU
otolxelov: wot600 0 TEAEvTalog EAANVAG  KoukAomaiktng 6Oa ofnoel
(KwvotavtivoumoAn) ota xpovia tov B’ [aykoopiov [MoAépov. To mapaderypa
€VOG opLpVAiKoV Beatpikov €pyov (0 kaAog yauBpog, 1870), mapovtog oe Béatpo
avlpelkéAwy,  Adik0  mapapvbt kat  BEatpo oKWV  KaBpemTilel
AAANAOTPOWOSOTNOELS KAl KANPOSOTNOELS TOU AQIKOU OTTIKOAKOUGTIKOU
TIOALTIOHOV, TIOU SElYVOUV TwG 1 GUAAOYIKY) UVIUN UTopel V' amoTpéPel TO
OPLOTIKO TEAOG.

Ito 6e0TEPO PEYAAO KEQPAANLO TIAPOVCLAJETAL KPLTIKA T TOpEla TOu
BedTpov oKLWV Kal KoUKAAG o1 SikowvoTikn Kompo. ESoikelwpéves kata ta TéAn
Tov 190V aL kal oL S0 KOWATNTES LE TO BEaTPO oKLWY, Ba 5ex00VV 0TOUG KOATIOUG
TouG kKaAAlteyves amd EAAada kat Toupkia, avTioTolywg, &vw Ta €AANVIKA
Tapamypata 0’ amotedécovv T(p)omo pabnteiag BedTpOL OKLWV, IOV OTNV
Kompo, Ba mapouvctaletal ouxvad EVOTILOV UIKTOU aKPOATNPLOV, 08 £va LAAAOV
WOPWTIKO TAEYpa. To TOUpKIKO €BVIKIOTIKO Q@YNUA, WG TO BEATPO OKLWV
€pBaoe oto vnot (1571) pécw PLOVOOVALAV®WY 0OWUAV®OV OTPATIWTWY, IOV TO
Stdagav omMBev kat otoug ‘EAAnves tng KiOmpov, otepeital tekunplwong.
AlaocwlovTal KAUTOOEG OXETIKEG EAANVIKEG GCUAAOYEG KAL Ui TOUPKLKY). ATO TNV
GAAN mAgvpqd, €AAnveg meplodevovteg KoAAlTéxveg (1896 k.e.) —apxlkwg €
EAAGSog KL ev ouveyeia €€ AtyUmtou- tapovsiacav PaoovAr) Kal LOPLOVETES, EVW
OUYKEXVUUEVEG UVEIEG OE TOUPKIKO KOUKAOBEQATPO TO GUVEEOUV HE TOVUPKOUG
KapayKlo{oTalkTeg. ZXETIKEG OUAAOYEG UTAPXOUV HOVO Yyld TO €AANVIKO
KOUKA0BEaTpo TG Meyadoviioou, To omoio Ba ofnoel, OTwG akpBws Kat To
Béatpo avdpekéAwv g EAAGSag ota xépla kapaykiolomaiktn.
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ANTHI G. CHOTZAKOGLOU

Greek and Turkish shadow and puppet theatre
in Constantinople, Smyrna, their environs (1781-1931/2), and Cyprus
(1893-1931). With an overview of the following years.

Supervisor: Chrysothemis Stamatopoulou-Vasilakou (2024)

shadow and puppet theatre within the Greek communities of

Constantinople, Smyrna, their environs, and Cyprus. Greek and
international bibliographies (including Turkish), Greek and, to some extent,
Turkish press, as well as numerous state archives (e.g.,, Ottoman state archives,
General state archives of Greece, American archives related to Hellenism, museum
archives), private collections and oral testimonies are employed as primary
sources.

The first major chapter documents the familiarity of the Greek Ottoman
population of Constantinople with both forms of spectacle, which, as popular
entertainments infused with potent political satire, became targets of stringent
Sultan censorship. The hitherto unknown activity of Romioi shadow theatre
puppeteers is documented, while professional and genealogical connections
among Greek Karagiozis artists and the City of the cities are also examined.
Aspects of collaboration among Armenians, Romioi, and Muslims emerge as
integral elements of a shared multicultural artistic community, driven by the
purpose of preserving the art as a vehicle for political satire and vox populi.
Through artists transportations the spectacle has revived in Greece gaining huge
popularity. Thus, in the gradually Hellenized shadow theatre (Karagiozis), were
the Greek trauma and vision was mirrored, facets of the censored and truncated
Ottoman Karagoéz are preserved as in an arc of memory, since the Karagoz
spectacle lost its character and became a propaganda tool of the Kemalist reforms.
In addition, the chapter addressing the activity of Greek Karagiozis performers
during the Asia Minor Campaign is concurrently developed; their role as an
incubator may also interpret the remarkable Greek flourishing of Karagiozis, after
the Asia Minor Catastrophe.

Conversely, the earliest traces of modern puppet theater (Fasoulis,
marionettes), identified before the middle 19th century, following the Ottoman
puppet theater tradition (16th century) -predominantly controlled by Armenian
and Jewish entertainers- are of Italian, English, and French origin. However, from
the late 19th century until the first decade of the 20th century, the Fasoulis
flourished in Constantinople, Smyrna, Pontus, and less known artistic nests such
as Cilicia, propelled by numerous artists initially from Greece and later by native
performers, featuring a repertoire akin to that of the metropolis. After World War
[, Fasoulis declined, with its final demise precipitated by the displacement of the
Greek population; nonetheless, the last Greek puppeteer passed away in
Constantinople during World War II. The case of a Smyrna play (1870), extant in

The dissertation focuses on tracing and elucidating the development of
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Greek puppet theater, folk tales, and shadow puppet theater, exemplifies the
reciprocal influences and inheritances within popular audiovisual culture,
illustrating how collective memory can forestall cultural death.

The second major chapter critically presents the shadow and puppet
theatre in bi-communal Cyprus. Familiar with shadow theatre in the late 19th
century, both communities would welcome touring artists from Greece and
Turkey, respectively, while the Greek military front would become a breeding
ground for shadow theatre, which in Cyprus would often be presented before
mixed audience in a rather osmotic framework. The Turkish nationalist repeated
narrative that shadow theatre arrived on the island (1571) through Muslim
Ottoman soldiers, who allegedly taught it to the Greeks of Cyprus, lacks
documentation. Several relevant Greek collections and a Turkish one have
survived. On the other hand, Greek touring artists (1896c.e.) -first from Greece
and then from Egypt- presented Fasoulis and string puppets, while uncertain
references to Turkish puppet theatre (Kukla) link it with Turkish Karagoz
performers. The only surviving collections of puppet theatre of Cyprus today are
Greek and it is of great interest that Greek puppet theatre of Cyprus, just like it
occurred in Greece, gradually faded away animated by Karagiozis puppeteers.
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