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H eMnvikn Bearpikii Spaompiétnta omv Kwvoravavounoln tov
190v a1, ywpilerar oe peig nepi6Souc: v npoenavaotaukd, my nporna-

paokeuaoukn kai my nepiodo g peyding dvBinong,

INpoenavaorauxd nepiobog

H nepfobog twv apydv tou aiva (1800-1821) ouvbéerar dppnxra
pe v akpdlouoa, 16te, 16En v Pavapiwtdv kal Tig nveupaukig ava-
Cntiioeig Toug otov Topéa 1600 g noATKAG Kal PLAOCOPIKIAG OKAPNG,
600 ka1 g hoyoreyvikiig ypagpric. To Béarpo xalepyeftai wg Aoyore-
xviké efbog oro mhaioio tou Siapuuoukol NpoEnavacTaUKOy Kivipa-
106, Lo véo autd efbog nveupauki éxppaong enevbioviar nodhd 16oo
yia mv nadaywyiki ka nbikonhacuxki enibpaor wu orov dvpwno

R e

Thatriml activity among the Greek population of Constantinople
in the 19th century can be divided into three periods: pre-revolutionary,
the middle period and the golden age.

The pre-revolutionary period

The beginning of the 19th century (1800 - 1821) is inextricably
bound up with the prosperous Phanariots, i.c. residents of the Phanar
quarter, and their intellectual pursuits in the realms of political and
philosophical thought, as well as in the field of literature. Theatre was
cultivated as a literary genre within the framework of the pre-
revolutionary movement as influenced by the Enlightenment. This new

genre of literary expression was encouraged for its educational value, for




g enoyiic, 60o xal yia m oupfoli tou oy ebviki aguinvion.

O1 Pavapiciteg, Suukoonovbaopévor ka1 nohiylooool, kéww ané
mv emppofi Tou eupwraikol Siagwuopol, Ba aoyohnBoiv pe o Béa-
wpo, apyixd, S1aPdloviag oug fpadivég ouvavaotporés toug Bearpixd
kefpeva Evponaiwv Spapatoupydv oto npwiétuno kai apyérepa peta-
ppdlovrag avanpoownevtkd épya mg Sunkig Spaparovpyiag, Mera-
ppalovrar 6w épya wv Moképou, Mkokviévi, Metaotdoiou, Agpiépi,
Boltafpou. T ouvéyeia, Ba xatamaotody pe m ouyypaph npotétu-
nwv Beatpikav épywv ypappévov aneubeiag oty ehhnvikii yidooa (Te-
@pytog Lotroog, ldxkwpog Piog Nepouhds, ldxwfog Piog Paykafric)
ka1 Ba Soxipdoouv ug Suvdpeig Toug oe epaoTteyVIkE oknVIKEG andnel-
pes oug Peyyépes, nou opydvwvay ota péyapd toug,

ITAnpogopieg yia téroleg epaoreyvikég napaotdoelg napabérouy o
AM&avbpog Pilog Paykafiig ota Anopvapovedpard wou, o Kavorayd-
vog Orkovépiog o e§ Oxovépwv ota Zwldpeva grdodoyikd ovyypdppa-
td wou kai o1 nepinyntég comte de Marcellus kar R. Walsh. Ané ug tex-
pnpiwpéves autés paprupfes abiCer va pvnpoveiooupe my anayyehia
anoondoparog ané woug ITépoag tou Awoyidou ata 1820 Afyoug priveg
npiv vy eAnvikn enavdoraon. To kefpevo anodéBnke ané pabnu mg
EXhnvixfiq Zyohig wv Kubwwvidv, uné my kabodiynon wou Kavora-

vtivou Oikovépou tou e§ Okovépwy, oto apyovuké tou npodny peyd-

Mou nootéhvikou Anpntpiou Mévou ota Oepaneid. Oearpiki napdora-
on Sveras, enfong, tov lotvio tou 1820, oto onfu evég pappakonolod,

ot [Mépav. ITiBavdx nailerar o Kwvoravtivog IladaioAbyos tou lw.

Zapnéhou, alM wepparierar pe tpayiké 1péno Abyw e Piaing entp-
Baong wwy Tolprwy. Onwg efvar guoikd 6hn n oyeuk Spaompiéinra
Ba Siaxonel otn Sidpxeia mg Sexdypovng eNnvixiig eBveyepoiac,

H evBidpeon nepiobog (1836 — 1858)

Apxetd ypévia perd m Spapauki peiwon tou KwvotavuvounioAfukou
eMnviopot, om Sidpkeia g Enavdotaong, 1o evanopeivay ehnviké
ororgefo pnohdleras pe véo afpa ané pia véa peravaotevuks kivnon nou
napampeitar ané w 1832 ka1 perd npog mv Kwvoravavoinohn, Myw

l
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its morally uplifting influence on the people of the time, and for its
contribution to an emergent sense of national identity.

Educated in the West and multilingual under the influence of the
Enlightenment, the Phanariots took up the theatre in the beginning by
reading the works of European playwrights in the original language at
their soirées and later by translating representative works of Western
drama. Some of the works translated at that time were plays by
Moliere, Goldoni, Metastasio, Alfieri and Volwire. Later, the Phana-
riots began writing original plays in Greek (Georgios Soutsos, lakovos
Rizos Neroulos, lakovos Rizos Rangavis) and tried their hand ac
producing amateur theatricals ar gatherings in their homes.

Alexandros Rizos Rangavis writes of these amarteur theatricals in his
Memoirs, as does Constantinos Economou of the Economou dynasty
in his Surviving Literary Writings. In addition, the travellers Comte de
Marcellus and R. Walsh also write of theatrical evenings in
Constantinople. Of the accounts documented by these witnesses, it is
worth mentioning the recitation of an extract from Aeschylus’ Persians
in 1820, just a few months before the beginning of the Greek War of
Independence. The text was recited by a student of the Greek School
of Kydonia under the guidance of Constantinos Economou in the
mansion in the district of Therapeia owned by Demetrios Manos,
former Postelnikos, a position in the Danubian principalities similar to
Foreign Minister. Another account has been left of a performance that
took place in the home of an apothecary in Pera in June 1820. Itis
possible that the play being staged was Constantinos Palacologus by
Zambelios, but the performance was interrupted violently and stopped
by the Ottoman authorities. Naturally, all such activities were curtailed
during the ten years of the Greek national uprising.

The middle period (1836-1858)

Several years after the dramatic reduction of the Greek population
in Constantinople as a result of the war of independence, the remaining
Greek element was infused with new blood due to a new wave of
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rou avofypatog véwv ayopmv npog t Matpn ©dhacoa.

H owovopuksi avaouykpémon Ba ouvenipéper xar v nveupauki.
"Exan, xatd mv evbidpeon, i nponapaokevacuki, g peydng GvBinong
enoyn (1830-1858) 1o ehhnvikd Béarpo Ba Schoer 1o napdv pe véeg exd6-
oug Ipdpoviar o ta npwtéwna Bearpikd épya: O Mapyaping
(1839), O xatd @aviactav @iAéoopos (1840), O Mioé Kw(rig (1848)
ka1 peragpdloviar épya rou Likhep (Padioupyia
ka1 épws 1843), ou Mokiépou (A1 navoupyiar
rou Lkanivou 1847, l'edpyios Aavbivos i O
ouyyvopévos ouluyos 1854) xai tou Ouykd
(Ayyedog wipavos g Ilabotng, - 1850), eved
ané m Sexaeta tou 1850 yakhikof kar rrakikof
Biaool, kupiwe pelodpapauxoi, perakalotviar
omv Kavoravovoimohn ané ug avrotoryeg &-
veg napoikies, péhn wwv onolwv Sivouv kard kai-

POUG KAl EPAOITEYVIKEG NAPAOTAoEIC,

H dvBnon wv kevotavavonolfukou Bedrpou

H nepliobog and 1o 1858, ypovid g npaing
dnpéotag eXhnvikiig napdotaong, péxpr 1 Thog
tou 190u ar., akhd kar pégpt 1o 1922, yapaxmpi-
Cerar ané mv peydin Gvbinon tou elnvikod Bed-
tpov. Efvai n enoyri tng axpiig Tou kwvoravuvou-
noAuKou eAANVIOROU OTOV OIKOVORIKG, KOIVWVI-
K6, exnaibevtké kai noAruouko topéa, andppoia
tou evepyeuxold diardyparog tou Xdru Xoupay-
otv (1856), nou napaywpotioe oug &éveg peiovo-
meg Tou obwpavikol kpdroug Bpnokevukd ka
noArukd Sikaidpara.

Ané 1o 1860 1o ehnvixé Béarpo Siver kaBnpepivé 1o napév omv koi-
voviki (ot mg [16Ang, pe Snpbéoeg ma  napaotdoeg omy ehhnvikii
yAiooa, oe Sidgopous yopous: Béatpa, allouces ouldywv, oyolefa kai
kapeveia.

To pealiorixd dpapa O Apyrowbnpovpye Tov Georges
Ohnet avéfiyxe oryv eAgvaxsj oxywij 1yc Kwvoravrvor-
nolyc vo 1892, 1894, 1895, 1898 xa1 vo 1899.

The realistic drama Le Maitre de Forge by Georges Ohnet
was performed on the Greek stage of Constantinople in
1892, 1894, 1895, 1898 and 1899.

immigration towards Constantinople which took place from 1832
onward and was a result of the opening of new markets on the Black
Sea.

Economic reconstruction brought about cultural reconstruction.
During the middle, preparatory period (1830-1858) that paved the
way for the Golden Age, Greek theatre made its presence fele with the
publication of new works. At that time, the
original plays Margaritis (1839), The Would-
Be Philosopher (1840), and Monsieur Kozis
(1848) were written, and plays by Schiller
(Kabale und Licbe in 1843), Moli¢re (Scapin
1847, Georges Dandin, ou le Mari confondu
1854), and Victor Hugo (Angelo, Tyrant of
Padua 1850) were translated. From the 1850s
on, French and Iwalian repertory companies,
who performed chiefly melodramas, were in-
vited to Constantinople by the French and Ira-
lian communities. The members of these com-
munities also engaged in amareur theatricals.

The golden age of theatre in
Constantinople

The period beginning in 1858, the year in
which the first public performance of a play in
Greek was given, and continuing until the end
of the 19th century, or more properly unil
1922, was the era in which the Greek theatre
flourished. It was during this period that the
Greeks in Constantinople reached their peak
in economic, social, educational and cultural terms. This was a
product of the favourable terms of the Hatt-i Hiimayun (Imperial
Edict) of 1856, which granted religious and civil rights to the

minorities in the Ottoman Empire.
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Znpavuké ouviedsoth g Bearpixiic axpig anotédecay o1 nepiodeo-
vieg Biacor ané my EXGba. Or npdror ekhnvixof Biacor, anoyonteupévor
ané mv apviuki ordon g peyakoaoukii kovwviag e Abrivag, nou
ppodpevn ta euponaixd Bn, ouipife toug Eévoug Bidooug, Ba avalnui-
gouv TV TN ToUG 0TIG OIKOVOpIKG akpafe eNAnvikég Kovotneg Tou pef-
{ovog ehnviopod. "Exar, apyixd, o Biacog tou IMaviehi Xovtoa ki, om
ouvéyeia, o1 peydror Biacor wov Arovioiou TaBouldpn, AnpooBévn Ade-
&166n, Miyank Apviwotdkn, Nixéhaou Aexarod, Tewpyfou [Metpibn xa
Awarepivng Bepdivn, Sivouv napaotdoeig oy [16An yia peydha ypovikd

Siwotfipata. ANG ka1 o1 pikpérEpol
Biaoor wwv lwdvvn Kupiaxod, Anpo-

ofiévn Népn, Avidviou Tacobyhou,
Zevoavra  Hoala, Kwvoravtivou
Xakiénouhou, Anpntplou Kovo-
novAn, k.4., Spacmpionoiodvrar ne-
protaciakd, Kupiwg oe ouvoikieg kai
npodoua wg [16Ang, énou unfipye
eMnviké ovorgeio. Me ouyvd eval-
hacodpeveg enwvupieg ané ta ovopa-
1a wv apyaiwv Eivay Beatpikdv
ovyypagéwv  (Biaoog  «Apiotopd- -

To Bépetpo e ayyhusjc npeafieia ova Oepanad

From 1860 on, Greek theatre made itself felt on a daily basis in the
cultural life of the city, with public performances, in Greek now, in
various venues: theatres, meeting halls of societies, schools and even
cafés.

Repertory companies from Greece were a mainstay of the
burgeoning Greek theatre. The first Greek repertory companies,
disillusioned by the pretensions of the Greek middle classes that led
them to frequent the performances of foreign companies, decided to
try their fortunes in the financially flourishing expatriate Greek com-
munities. Thus, initially, the com-
pany of Pantelis Soutsas, and later
those of Dionysios Tavoularis,
Demosthenes Alexiades, Michael
Arniotakis, Nikolaos Lekarsas,
Georgios Petrides and Ekaterini
Veroni performed in Consta-
ntinople for extended periods of
time. Smaller companies too,
t such as those of loannis Kyriakou,
c . Demosthenes Neris, Antonios
' ik Tassoglou, Xenophontas Isaias,

=3 <+

xa1 1o Pavapdxt

vnge, «Atoyidoge, «Eupmidngs, «Xo- Constantinos Halkiopoulos, Di-
oxhiicr, «Mévavbpogs), oo o s mitrios Kotopoulis, and others
np@Tol pe 1o noAunpdowno duvapi- The mmer o 158 wm s o also visited periodically and per-

K6 1oug ka1 my apudtepn opydvwor

1oug, 600 kai o1 Setitepor pe 10yvéTepes Suvdpess, éndefav vov kapfld piag
ogiCouoag Bearpixiic {wig omv Kwvoravavoinohn, yia e€fivia kar mé-
ov xpovia.

Qg npog 1o Spaparoddyio o1 enayyehpauxof Biacor orpdgnkay, oe
npam @don, omv nhotiola eupwnaikh Spaparoupyia, nou pnopotice va
npoopéper noikihia épywv, IKavonoidviag 1o aftnpa Tou Koivol yia kabn-
pepivii akhayri penepropiou, napouaid{ovrag kdBe pépa éva Spapanxs ép-
Yo Kai pua povénpaxtn kwpwdia. Apyixd nafymxav éoa épya, petagpa-
opéva idn ota eAMnvika, unnpetotoay pe t Beparodoyia toug my apyiki

0
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formed chiefly in the quarters and
districts of Constantinople that had a Greek population. Bearing
names taken from the ancient Greek theatrical tradition,
(Aristophanes, Aeschylus, Euripides, Sophocles, Menander) these
touring repertory companies, both the large well outfitted companies
or those with lesser means, contributed to a thriving theatrical scene
in Constantinople for over 60 years.
Initially, these companies performed works by European
playwrights, as the abundant availability of a variety of works enabled
them to satisfy the demands of the theatre-going public who wanted

= V=




ibeodoyiki otéyevon tou ehhnvikot Bedrpou: ™ Sidmdaon evég kovwvi-
kol atbpou pe axardhuteg nbixés apyés kai v tévwon mg ebvikiig ouvel-
Snong tou unéSoudou ekhnvikol otoryefou. ‘Epya tou eupwnaikod veo-
khaoixiopol pe Bépara ané 1o apyaio ehhnviké napedBév: bnwg o Laoud,
o oAvveikng ka1 o Opéotng tou Alfieri, o Apiorédnpog rou Monti, o Aps-
oropévng ka1 ['6pyog tou Aug. Lafontaine, o Oibious ev Orifaig tou
Voluaire, n Ipryéveia ev Audidi vou Racine, ra OAv-
pmia, 1, Epax kar Prdla, 0 Apra&épéng ka1 0 Or-
juotoxAng tou Metastasio, kabag kar o1 kKhaoikég
kopwdieg wv Moliére (Apyovioywpidmng, Axou-
aiog yiarpos, Keparoftoar, Ayafdnoudog o Znpo-
xwpfng, Biaiog ydpog, Taprovgos, Prdpyupos,
k.G.) ka1 Goldoni (EvoyAnukés, Zevodéyog, Or
gpweupévor kar To pmidiov), nou xavmpialav
avBpdmveg abuvapieg kar ehatudpara, eiyav nok-
A va npoapépouy nipog v karetBuvon auth.

To dpaparohdyio wv elnvikav Bidowv Ba

epmhovtiofel, ot ouvéyeia, pe épya Ghov v eu-
ponaikay Aoyoregvikav pevpdrwv. Tov peydhov
wu popavuopo’ V. Hugo, Shakespeare, Goethe,
Schiller, Byron xar Alex Dumas, wv epnopixcv
ouyypagpéwv tou perodpapaukos Bedrpou A.
Dennery, A. Bourgeois, V. Séjour, E Legouvé, E.
Cormon, P. Giacometti, B. Lytton, x.4., yia va ne-
pdoer oty telsutala eixooastia Tou aKdva oTo pe-
ahouxd Spdpa pe ta épya: Apyroidnpoupyds kai
Képnooa Ldppa wou G. Ohnet, Obérm, Téoxa
ka1 Pepvdvdn tou V. Sardou, Tipd xar Mdyda
tou H. Sudermann ka1 BpukéAaxes vou H. Ibsen.
Ané mv ehnviki Bearpixi napaywyh nafymkay 6oa épya kpiBnkav
«axivbuvar ané mv toupkikh hoyokpiofa. Anavidviar iotopikd Spdpara
wv lw. Zapnéhov, [Nave. Zodtoa, Ave. Aviwviddn, Tipoléoviog Apneld,

n popavukn dpaparoupyia tou Znup. Baokeiidn kai Anp. Bepvapbdxn

H yéyvpa xan Ilipyoc vov l'adavd
{oe emavolaxd Sekvdpro, védy 18ov av.).
The bnidge and tower of Galata
(on a late 18th century posicard).

daily changes in the program. They were thus able to perform a
dramatic work and a one-act comedy every day. In the beginning, the
works performed were plays that had already been translated into
Greek and that conformed to the initial aims of the Greek theatre: to
mould social beings with indestructible moral values and to bolster
the national consciousness. European neo-classical works whose
themes were inspired by the ancient Greek past
such as Saul, Polyneices and Orestes by Alfieri,
Aristodemos by Monti, Aristomenes and
Gorgos by La Fontine, Oedipe by Voluaire,
Iphigénie en Aulide by Racine, L'Olympiade,
Artaserse and Temistocle by Metastasio as well
the classic comedies that satirize human
weaknesses and faults, such as plays by Moli¢re
(Le Bourgeois Gentilhomme, Le Médécin mal-
gré Lui, L'Ecole des Maris, Tartuffe, L’Avare,
Sganarelle and others) and by Goldoni (La
Locandiera, Le baruffe chiozzotte and others)
continued this theme.

The repertoire of these Greek companies
was later enriched by including works from all
European literary styles. Starting with the
great Romantics as represented by Victor
Hugo, Shakespeare, Goethe, Schiller, Byron
and Alexandre Dumas and continuing with the
popular writers of melodrama A. Dennery, A.
Bourgeois, V. Séjour, E Legouvé, E. Cormon,
P. Giacometti, B. Lytton and others in the last
twenty years of the century, the theatre progressed to plays of the
school of Realism such as Ohner's Le Maitre de Forge and La
Comtesse Sarah, V. Sardou’s Odette, La Tosca and Fernande,
Sudermann’s Die Ehre and Die Hiemat, and Ibsen’s Ghosts.

Greek theatrical works weré only performed in so far as they were

ka1 évag peydhog apiBipés noAinpaktwy Kar povonpaktwy Kopedicy tou 0 deemed "safe" by Owoman censorship. Historical dramas by
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Ayyehou Bhdyou, vou Anp. Kopopnhd, tou [lav. Zdvou, tou Xap. Avvi-
vou, K.4.

H péxpr ofipepa épeuva éxer kataypéper évav apifipé yikiwy (1.000),
nepfnov, tfhwv épywv (npwrdtuna kai pevagpdoeic), nov naiyfinkav
omv kwvotavuvourioAfukn Beatpiki oxnv.

O1 epaoreyvikoi Bfacos, Snpioupyhipara g
aviiouyng uong tou ekknviopoy g [16Ang anore-
houv tov Sedepo napdyovia Gvinong tou kwvora-
vavounioAfukou Bedrpou. O1 ynyeveig autof Biacor
anote-hovoav €KPpaon Tou UPnAOU NVEUPAUKOL
ka1 noArouKoy emnédou mg Kwvoavuvounohiu-
kng eXhnvikri korvétntag, Zuvaywvilopevor ug &¢-
veg napoikies, @ihodofovoav va Snpoupyricouv
ik toug Bearpixd {wi kar va Scdoouv 1o npoow-
k6 toug otiypa omv kadhegviki dnpuoupyia. Ze
nepi6boug anouoiag enayyehpaukav Bidowy, o1
epaoréyveg kdhupay endéia 1o kevo oty eAAnviksi
Bearpikii oxnvii. 18eodoyiké toug vaﬁtpo. n avé-
ykn va kawabef§ouv mv avwepdmta wv ehnvi-
K@V nveupaukoy Suvdpewy évava wv §évav ou-
yxaroikwy roug ka1 va avtoemPefaiwboiv wg ebvi-
ki kovéta omv nohvebviki auth yewypagixd

Zambelios, Pantelis Soutsas, Antonis Antoniades, Timoleon Ambelas,
romantic works by Spyros Vassiliades and Dimitris Vernardakis, a
large number of plays in one or more acts by Angelos Viahos,
Dimitris Koromilas, Nikos Zanos, Christos Anninos, and others, were
all performed.

Research to date has recorded approximately
one thousand plays (both written in Greek and
translations from other languages) that were
performed on stage in Constantinople.

Amateur companies were the second major
factor in the flourishing theatrical scene in
Constantinople. These native companies de-
monstrated the high intellectual and cultural
level of the citys Greek community. In
competition with the other foreign commu-
nities, their ambition was to create their own
theatrical tradition and to put their own stamp
on the creative process. During periods when
there were no professional theatre companies
performing, the amarteurs filled this gap
admirably. Their ideological motivation was to
demonstrate the superiority of the Greek

nepipépera, kahhiepyoiviag péow tou Bedrpou mv I cultural forces over those of other minority
xwyoTavrvonoliry oxgvij
eMnviki yddooa kar Siddoxovrag éupeoa my k- 70 v£00¢ Tov anive. communities, to reaffirm their sense of being a
Anvikn 1otopia kai napdboon. The Famous Golfo, well-tnoun romantic drama by national community in this multicultural region,
z Peresiadss, was highly successful on the Constantinople
Guwipio Tou kwvotavuvounioAfukou Bearpi- e 1895 andthe urm of the cetury, and through the theatre to promote the Greek

Kol epaoregviopol anowheoay o1 navioeideig oG-
Aoyo, (@irexknaibevnkof, @ihdpouool, rhavlipw-
mikof, @ihdmimyon, popamkoi, k.d.), nou §enpéPakav nohudpiBipon, pé-
Nig o1 nohruxés ouvBiikeg 1o enérpapav. Ee autolg SpacmpronoiiBnkay
anodederypéva 1a mo ouveidnronompéva dropa, pe Pabid enfyvwon Tou
péhou, nou égedav va Siabpapatioouv aroug kéhoug e eAAnvikrig
opoyéveias,

Y nhajoia mg yevikérepng npoondbeag ebvikiig avaouykpénang
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language and indirectly to disseminate Greek
tradition and history.

Societies and clubs of all sorts (educational, musical, charitable),
which sprang up whenever political conditions permitted, were the
nursery in which amateur theatricals developed. Persons with a strong
consciousness of their role among the Greek community were active
in these organisations.

Within the broader framework of the effort to raise national
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tou unddoudou eXhnviopols, o1 oukhoyor Ba enevbiioouy oo popwukd
Kau KOIVOVIKG poAo tou Bedrpou, kai yia éva npéobeto Adyo: o Béarpo wq
péoo uyaywyiag avatepou emnédou, dive t Suvardunta otoug véoug va

anopakpuvbloty and g Unonmeg ouvavaotpo@es
ota kagpwdela kar g yapronakukes Moyes, O1 el
ANVIKEG KVOTavUVOTIOAUKEG OUOOPATHOEG, £5¢-
ra(dpeveg oe ouvdpon pe 1o exel ehnviké Béa-
PO, Propoly va xwpiototv oe dio peydheg katn-
yopiec,

Tnv npém kamnyopia anotehotiv o1 oliAloyol
exeivor (ieknaibevukol, @iAdmoyol, K.d.), nou
péoa oug dhheg Toug Spacmpidnteg efyav oupe-
pirdfer ka1  Siopydvwon Bearpikdv napaotdoe-
wv. Kai autof eivar o1 nepioodeepor. Evberxukd
avagépoupe m Adoxn «Mvnpootvir oto Pavdps,
m Afoyn «Opévoiar oto Ammhokiévio, t Pabpou-
00 Abelpémra «[Ipbobogr oo Méya Petpa, m
Pdmwyo Adekpdmra ota Taravha, my Eraipeia
Propotowv ota Ypwpabeia, to Zihoyo $rdopa-
B «A1 Moo ot Bhdyka, k.d.

O1 athhoyor g kamyopiag avwig ouipifav 1o
eMnviké Béatpo npoogépoviag ta evieukuipid
ToUg otouq enayyeApaukolg eAnvikoug Bidooug
@G XWpoug napactdoewy, 1diaftepa oG ouvolkieg
kai 1 npodotia g Kavoravuvoinohng, akhd kai
Siopyavavoviag o1 6101 01 0idoyor Bearpixég na-
pactdoeig oe ouvepyaoia pe enayyeApatieg nbonor-
0lg, pe oxond m ouYKEVIpwon ypnpdtwv yia my
evioyuon kovaxpehdv 16pupdrov (exnaibeutipia,
mwyokopeia, ynpoxopeia, k.d.).

H Seiepn kamyopla ovoowpatdoeny eivar autég nou dpibinkay pe
KUpio okond va unnpethicouy v 166a tou Bedrpou, va npodyouy  Bea-
ok wyvn kar Snpuoupyfa. v kamyopia auth aviikouv ot Sidpopol

@rhodpapaukoi oihhoyol, 6niwg o EXnvikég PrhoSpapauxds Lirhoyog 6

To Znaproleifabo (La Closerie des Genéts)
dpapa vov I'iAMov axadypaixot Fréderic Soulié
naiyvye yia npiivy yopd avyy Kuvaravimvoinaly
omnic 2 lavovapfov 1900,

La Closerie des Genéts (Spartolervado), drama by
the French academician Frédéric Soulié, was performed
for the first time in the City on 2 January 1900,
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consciousness, these societies invested in both the educational and
socialising aspects of the theatre for another reason as well: as a source

of high-level entertainment, the theatre gave young people an

aleernative to the doubtful quality of the
company that frequented cafés chantants and
gambling clubs.

The Greek clubs and societies of Constan-
tinople, if examined as a function of their role in
the theatre, can be divided into two distincr cate-
gories.

The first category comprised those clubs
(educational, charitable etc.) which, among their
other diverse activities, organized the perfor-
mance of plays. This was by far the largest group
and included the Mnimosyni club in the Phanar
district, the Omonoia club of Diplokionio, the
musical society Proodos in Mega Revma, the
Charitable Brotherhood in Tatavla, the Musical
Society in Ypsomatheia and the Educational
Society Ai Mousai in Vlanga.

Clubs of this type supported the Greek
theatre by lending their meeting halls to
professional Greek troupes to perform their plays
in, particularly in the Greek neighbourhoods and
the oudying districts of Constantinople. In
addition, these same clubs also put on their own
productions in cooperation with professional
actors, in order to raise money in support of

various public foundations (schools, poorhouses,

old people’s homes, etc.).

The second category consisted of clubs that were formed with the
primary aim of furthering the idea of the theatre and of promoting
the theatrical arts and creativity in the wider sense. Included in this
category are various drama societies such as the Aeschylus Greek



«Atoyidogr ota Tautadha (1868-1870), n ENnvikii Apapaukd Exaipela
Zogoxhicy, o EN\vig AyaBoepyds Olaoog Tataothav, o Apapanixdg
Ofaoog «Opévorar om Bldyka (1881-1888), o ENnvikég Apapanxég
Ojaoog «Eugopiwv oo Tahatd (1882), o Prhobpapankis Lihoyog
«Tépyicy (1882), EMnvixég Apapauxds Lihoyog «Zopoxhrigr ova Ta-
ratha (1883-1884), EXnvikég Apapaukég Edhoyog «Edehmer oto 1
pav (1888-1890), o ENnvikég PhoSpapaukds Lidoyog «Eupmibng
o XakknSéva (1889), k.4. Iapd 1o Ppayi tou Piou toug, o1 otkloyor
autof Ba aprficouv o odypa toug otn Bearpixi (wi g [16Ang,

[Tépa and toug andrepoug ebvi-
KoUg otdyous, 6An auth n kivnon tou
Bearpikot nepapauopot Ba puroe
ot Bearpiké @avépevo éva onpavu-
k6 tphipa g exel AAVIKAG KoIvw-
viag, wwv avBpdnwov pe nveupauxés
kai Kahhregvikég avnouyfeg kai 1bial-
TEPa WV Véwy, nou épyovial ot enagf

Drama Society of Tatavla (1868-1870), the Sophocles Greek Drama
Society, the Charitable Greek Theatre Company of Tatavla, the
Omonoia Drama Society of Vlanga (1881-1888) the Euphorion
Greek Drama Society of Galata (1882), the Terpsi Drama Company
(1882), the Sophocles Greek Drama Group of Tatavla (1883-1884),
the Euelpis Drama Company of Pera (1888-1890), the Euripides
Greek Drama Society of Chalcedon (1889) and others. Despite their
short life spans, these clubs set their seal on the theatrical life of
Constantinople.

Above and beyond the aim of
developing a sense of nationhood,
this whole experimentation in
theatre actually introduced many
members of the Greek community
to the theatre. They included per-

sons of an artistic and intellectual

bent, particularly young people

pe 1a kefpeva wv Bearpikdyv ovyypa- who, after coming into contact
péav, ENdvov kai §fvav, kai emyer- with plays both Greek and foreign,
pouv 1o népaopa andé mv avdyvwon were thus encouraged to bridge the
om Bearpixi npd&n. E6G npéner va Anoyy ¢ Hprywjnor. gap between reading plays and
avagepBef 6u npoiimfipye pia napddo- View of Prinkipo. performing them. It is worth

ON EPAOIEXVIKMY NAPAOTAoEwY «Ke-

Khstopévav vy Bupdve ota gavapiduka apyovuxd npiv and my EXknvi-
kit Enavdoraon, adMd ka1 apkerd ypévia perd and autiv, 6rav 1o eAAnvikd
ovoiyeio g [16Ang apyier va avaouykportefrar. H wd&n wv popgopévav
Kwvoravavounohav ouveyf{oviag m ouviifleia autd, ota mhaioia fpadi-
vy ouykevip@oewv oe onfua tou Pavapiou, Ba m peragépe, brav o1
ouvBikeg 1o ennpépouy, otoug oulrdyoug, opyavivoviag, mifov, Snpé-
omeg napaotdoeis. ESo Ba npénar va toviotel 0 péhog wwv ouldywy ot
8146o0n Tou Bedrpou oe eupitepa Aaikd orpdpara. Ané ug kAetotés napa-
oudoeig pe oNyoug ouppetéxovies péhn g Gpyoucag Wéng, kai axbpn
ohy6tepoug anodéxtes, nepvdpe oug Snpdoies napaotdoeg oug onoies i-

noting here that a tradition of
private amateur performances had existed in the mansions of the
Phanariots well before the Greek War of Independence and continued
for several years afterwards, when the Greek community of the City
began to regroup. The educated class of Greeks in Constantinople, in
continuing this tradition of soirées in Phanariot manors, eventually
transmitted it to their voluntary societies when conditions permitted,
and then took the final step of organising public performances. The
role of these societies in popularising the theatre among the working
classes must be stressed. Thus, theatrical productions traversed the
road from private performances for the clite classes - with few

euplvetal KoIvavikd 1600 n opdba wwv ouppeeyéviny, 600 Kal To Kové 6 participants and even fewer spectators - to public performances, in

124

=Y =n




oto onofo aneuBivovral, pe anordeopa n Bearpikni nadeia kar epneipla
va yivetal Kuipa v noAov.

"Eva &o ororyeio nou a&fer va onpeiwbel eivai n oupBols wov oulhs-
ywv om otipién ka1 thvwon g ynyevous Bearpixiig Snpuoupyiag, [pooe-
kuxh perén tou Spaparohoyiou toug epaviCer oapnh npotpnon oe Bea-
pikd épya Kwvoravavonohdv ouyypagéwv. Epaordyves naifouv:
I'dpov, dvev vijugpng xai tov I'dpov tou KobypouAn tou Al P. PaykaBa,
wov [ ldpoxdov 1 évav andyovov tou Tiporéoviog tou AN Zwnpot, epact-
wyves naifouv kat' enavéhngn m Bafudwvia tou Anp. Buldvuou, o
Pidxa tou Anp. Miondd  kar Toug
Appatwlovs ka1 khémag Tou Xpiotd-
gopou Zapapt(idn. Mdhora, opiopé-
va fpya yivovrar yvwotrd oto ko
nai(épeva pévo ané epaorréyves, Xa-
paxmpiouké napddeypa o Aenpéving
wu M. Xouppoiln, o AneAmopévog
ovuyog xa1 0 Behioodpiog i n Kakia
kar n Apei tou AnpooBévn Miords.
ARG xar and 1o Efvo peneptopio em-
Myoviar épya nou éyouv peragpaotel
fi Sraokevaorel ané Kwvoravavouro-

which both performers and audiences came from a much wider
group. In this way, many people became familiar with the theatre and
experienced its delights.

Another aspect worth noting is the contribution made by these
various societies and clubs to supporting and encouraging home
grown talent. A dose study of their repertoires reveals a clear
preference for the works of Greek writers from the City. Amateurs
performed plays such as: A Wedding without a Bride and Koutroulis’
Wedding by Alexandros Rangavis, Patroklos, or A Descendant of
Timoleon by A. Zoeros. The plays
Babylon by D. Vyzantios, Fiaka by
D. Misizis and Armartoloi and
Klephts by Christophoros Sama-
rtzides were popular and therefore
often performed by amateur
groups. Indeed, some plays became
famous even though they were
performed only by amateur groups.
Such plays were Leprentis by M.
Hourmouzis, The Desperate Hus-
band and Velissarios or Vice and

H Lpiysqnos.
The sland of Prinkipo,

Afteg Moyroug, [Tapdaberypa: n Aoukpn-
tla Bopyla xa1 o Epvdvng tou V.
Hugo, nou efye peragpdoe o lwdvwng Pardpyng, kaba kar n Siaokeur
ané tov id1o0 ou OSomdpou tou Ilayv. Lotroou nou nailewar pévo ané
gpaortéyves, Enfong, afionootviar o1 Siaokeués ou AMEavbpou Xrapa-
udbn.

Exppaotés xai o1 {6101 tng kowviig yvapng, nov em{nrodoe épya ENAG-

Vv ouyypagéwy, ta onofa e&éppalav tov elnvikd tpéno {wiig kar oxé-
yng ka1 kaumplale péow Tou tinou my kard xdpov napovoiaon Efvwv
puBioropnpaukdv Spapdrwy ané toug enayyehpauxkois Bidoous, ot epa-
ortéyves, népa ané ta épya wv Kevoravavounohav ouyypagpéav, enéhe-
yav va avePdoouv épya npwronaildpeva omv [16An éniewe: ro Mdflinpa ye-
poviwy (1863) épyo tou X. Anpdnouhou, 0 PAapog tou Tlav. Meyapéaxg

125

Virtue by Demosthenes Misitzis.
Plays that were translated or
adapred by scholars also became popular owing to their performance
by amateur groups. Victor Hugo's plays Lucretia Borgia and Hernani,
which were translated by loannis Raprarchis, were performed by
amateurs; P. Soutsos' The Traveller which Raptarchis adapted, was
performed solely by amateur groups. Adaptations by Alexandros
Stamatiades were also widely performed.

Amateurs, as well as the general public, wanted plays written by
Greck writers which depicted the Greek way of life, and deplored in
the press the overwhelming preponderance of foreign plays in the
repertory of the professional companies. In addition to choosing
works written by playwrights from Constantinople, amateurs chose to
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(1868), o Avtivoog tou Paul Heyse oe petdppaon Ayyehou Brdyou (1871),
kabdx ka1 1o épyo tou iSrou FapPpoi nokopkia (1872), O &1’ aortiag Bd-
varog fitol n Snpoxparovpevn Bevetia vou H. I. Bahoapdkn (1880) kai
To &' andng ouvoixéoiov ou Anp. Iwavvidn (1884).

Ané 1o Evo Spaparoddyio emdéyoviar épya nou mapanépnouy oy
apyafa ehnvikri khnpovopud ota mhafoia piag yeviktpng npoondBeiag
va SiapopgwBel n anapafinn yia w ouipién ou unéSouhou eXnviopot
eBvixih 18eodoyia bnwx: o Opéomng kar o Mohuveikng tou Alfieri, Miideia,
n lpryéveia ev Audidi tou Racine xar Ta OAdpma, 1i épax; kar gidda wou
Metastasio, nou efye peragpdoer o Priyag Pepaio, evid emyeipotv va ava-
Prioouv 1o apyalo Spdpa pe mv napdotaon g tpaywdiag Exdfin tou
EupmiSn 1o 1866.

BéBaia, Sev Ba Eepiyouv eviehdx and v emppon tou pedodpapan-
KoU penepropiou v enayyehpaukwv Bidowy. ‘Erar épya yapaxmpioukd
Tou ouppol g enoyhig émkog my. o Aidfolog, fi n Bela Sfkn v A
Delacour ka1 L. Thiboust, or Ado Aoyia: vou Daubigny, O puotnpiciéng
Snpos g Bevetiag tou A. Bourgeois ka o ITipyos tou NeA tou AL
Dumas, naiovrar kar' enavdhnpn ané ug epaoreyvixés opddes wwv ouk-
Mywv. To (610 oupPaiver kar pe ug povénpaxteg kwpwdieg nou ouvoded-
ouv 1a Spdpara. Emdéyovai, ouviiBax, autés nou wéyouv avBpdmva
eharwypara ka abuvapies kar oaupifouv avippooTes KoIVWVIKES oupEp!-
@opés, INapdberypa: n povénpaxm rakikhd kepwdia O yapromalkmng
(per. I, Kotykouhng). Alwore yi' autotig firay jua edkohn Mion, agod
éBhenav ta épya autd va nailovrar ané toug enayyehpauxoi Bidoous,
ané voug onofous, GAwote, avihotoav  Bearpixii woug evnpépwon.

Mia dn onpavukd oupPoli ot SidSoon g Bearpikiiq nabelag
oto euptitepo koivé anotehotoav oi Siakéeig nou Siopydvavay o Sidpo-
poi oihoyor (my. n Aéoxn «Mvnpootvns, oto Pavdpl, n Aéoyn «Opé-
voiar oto Ammhokiévio, Aéoyn Xpuoounbenx, k.4.), pe npoefdpyovia tov

g npog m Beparodoyia tous, oug Siarébeig autés napovoialéray, ku-
ple, n Karayyth Kat  éE0MEn t0u Becapou, e iafzpn épaon owo Gp-
yaio Spdpa (wpaywdia, kwpwdia, saupixé Spdpa) xar ot avakioeg épywv

produce plays that were being seen for the first time on a City stage
such as The Elders’ Lesson (1863) by H. Demopoulos, Floros by P.
Megaris (1868), Antinous by Paul Heyse translated by Angelos
Vlachos (1871), as well as the latter’s The Groom’s Siege (1872),
Death by Starvation or Democratic Venice by E. Valsamakis (1880)
and The Deceitful Match by D. loannides (1884).

Foreign plays were presented but these were usually works that
dealt with the classical Greek heritage and were chosen as part of a
wider effort to bolster a sense of national identity. Such plays were
Orestes and Polyneices by Alfieri, Racine’s Medée and Iphigénie en
Aulide, and L'Olympiade by Metastasio which was translated by
Rigas Ferraios. Amarteur groups also tried to revive Classical drama
with a performance in 1866 of Euripides’ Hecuba.

Amateurs did not disassociate themselves completely from the
influence of the melodramas played by the professional troupes.
Thus, plays that were in vogue such as The Devil or Divine Justice by
A. Delacour and L. Thiboust, The Two Sergeants by Daubigny, The
Mysterious Executioner of Venice by A. Bourgeois and La Tour de
Nesle by Alexandre Dumas were repeatedly played by amateur
groups. The one-act comedies that accompanied the dramas also
conformed to this rule. They were frequently by foreign playwrights
and preference was shown to those that satirized vices and weaknesses
and deplored unsuitable social behaviour such as the Italian one-act
comedy The Card Player translated by 1. Kougoulis. As most of these
plays had previously been performed by professionals, they were a
ready solution for amateur groups.

Lectures organised by various societies (for example Mnimosyni in
the Phanar, Omonoia in Diplokionio, the Chrysoupolis Club, and
foremost amongst them, the Hellenic Literary Society of Constan-
tinople) also made a valuable contribution to disseminating theatrical
education among the broader public.

These lectures dealt chiefly with the origins and the development
of the theatre and placed special emphasis on Classical drama

apyaiwv EXvivev Beatpikdv ouyypagéwy, tdon nou efunmpetotioe 1o ‘ (tragedy, comedy, satirical drama). The works of ancient Greek
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nvedpa g enoynic: eAAnvokevipiopds kai oGvdeon pe mv apyaia ehnviki
whnpovopud. Aeutepeuéviwg napovoid{ovray ouyypagei kai épya g eu-

ponaikiic Spapatoupyiag,

Kovoravuvounoliukn Spaparoupyia

Kivnuipia Stvapn tou ehhnvikot Bedrpou
anotéhsoay, Ywpig ap@ifola, o nvevpauxof Gv-
Bpanoi mg [16Ang, Ayiol, Snpooioypdpor ka ex-
naibevtkof, 01 onofor pe ™ ouyypapf, ™ perd-
@paon ka1 mv éxboon Beatpikav épywv Snpuotp-
ynoav my kwvoravavounoAfukn Bearpikd hoyo-
weyvia.

Thv npdymn 1i6n Sexaeda perd 1a alpampd ye-
yovéta tou 1821 evionilyrar o1 npdweg kidhag
anbneipes ouyypagiic npwtétunwy Beatpikdv
épywv ané Kavotavuvounohfre.

O Zvpavog KapaBeobwpriq péhig 1o 1830
Karamdvetrar va ypder Beatpiké épyo pe titho
IapBevopdprug i Xia ev Kaioapefa, épperpo
Spdpa tpayixs, ebvixoti nepieyopévou, oe Tpije-
Tpoug apfixotig avopolokardAnkroug otfyouc,
nou Gpwg Sev dnpooiederar noté, kpiév wg are-
Mg, ©a axohoubricouv oo whog g Sexaetiac
b0 dha npwiétuna épya: 1o 1839 O Mapyapi-
me, nevidnpaxm kwpwdia dyveotou ouyypa-
@éa, nov unoypdper AM.T. o Buldvuoc, Me
npéno tov «Phdpyupor tou Mokiépou, 1o épyo
axiaypaef Tov yapaxtipa evég mhotiotou @irdp-
YUpou kai yépou epaoti, 0 Kavotavuvoutiofu-
kn exdoyri tou 19ou arva ka1 oto avdloyo oixo-

Yeveiak6 kar kovawvikd nepifdhdov, pe whiki kardhnén my upwpia Tou

(popéa Tou piontol ehardparog g prhapyupiac,

To 1840 exbiberar O kard gavraoiay @idéoogpos, tpinpax kwpedia

playwrights were analysed, as this conformed to the spirit of the times,
ie. linking the present with the classical Greek heritage. Foreign

playwrights and their works were also presented but almost as an

afterthought.

To nevrdnpaxro Spaparixd exiMuo Tov Aqp. Kopopnld
0 ayannuxdc e Bookonodhag naiymypxe pe peydly
entrvyfa ovyy Kevovavitvotinoly and vo 1891 éux vo vé-
Ao vov awiva, ovyxiviiviag 10 Aemrenidento xowvé e,

napd 1 fovsal Geparoloyia o,

The Shepherdess's Suitor, a frve-act romantic drama by
Dimitns Korowalas, was presented frequently i
Constantimople from 1891 lo the turn of the century, moving
the sensitive urban public despite its rural setting.

hated fault of avarice.

Theatrical production

The intelligentsia of Constantinople were,
without doubt, the moving force behind the
Greek theatre. It was the scholars, journalists
and educators who wrote, translated and
published plays, thus creating a theatrical
tradition in the City.

The first attempts to write original plays by
the Greeks of Constantinople were documen-
ted a mere ten years after the start of the Greek
War of Independence in 1821.

In 1830, Stephanos Karatheodoris wrote a
tragedy in unrhymed iambic trimetre titled
The Virgin Martyr or Chia in Caesarea, which
was never published as it was deemed to be
incomplete.

At the end of that decade two other
original works were written: in 1839, Marga-
ritis, a five-act comedy by an anonymous
writer who signed himself AM.T. the
Byzantine, was based on Moliére’s The Miser.
The play depicted the character of an old,
rich, miserly would-be lover and ook place in
nineteenth-century Constantinople in the
corresponding social and familial context.
The play ended with the punishment of the

The second play was The Imaginary Philosopher, a three-act
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comedy by Nikolaos Ayvazides, also influenced by Moliére, and



ou Nixéhaou AiiPalfdn, éva axépn Snpolvpynpa pohepixig empporic.
To épyo anowedel xavouki odupa kard wwv nppabiv kar onouSalogpa-
vav nou, ennpeaopévor and to nvedpa tou Alagauopol evorepvilovias
g eupanids 1665 yopis va avadapfévovias To nepEyBEs Tous, e
anotéheopa kai o1 101 va yeholonolotviar kai va yivoviar tupavvikof
0T0UG YUp® TOUG,

Thv eixooaetia 1840-1860 Snpometovar enavexbboeig wwv épywv: To
dovAoy tou pbévou xa1 O nepwucpévos auhikis wu gavapidm lewpyi-
ou Zotwou (1842, a” ékboon om
Bevetia 1o 1805), juxpd alnyopr-
Kd épya odupag me pavapiwu-
kng kowvaviag. To ¢avdpr tou
Awoyévoug 1846 tou Kaou apyr-
pavSpitn Aydmou Xanimn, éppe-
pn odupa Katd tou dia@wuopoy
xai 1biaftepa kard wwv 1dedv Tou
Bokwaipou, npoepydpevn ané ou-
VInpnukols eKKANOIaouKouG Ki-
khouvg. H Bafudwvia (1854 ka
1859) tou Kwvoravuvounohfm
Anpsitpiov  Bulévuou, épyo pe
peydAn Aaixr anrfiynon Mye mg
emuyol odupag me eMAnvikiiG
yMoooikfig aouvevvonoiag, [lépa
Spwg ané ug enavexdéoeig ypdgoviar akdpn dio npwtdtuna £pya: 1o -
petpo Spapauké noinpa O Metapopgwpévos Sidfolos (1842) ka1 o Mi-
oé Kw(rig, (1848), kavoukég odupeg g ehhnvikiig kovwviag me Kov-
aravavoumioAng, nou avaykd{ouv toug ouyypageis Toug va tig Snpooed-
00UV avwVUpeS Kputtdpevor miow and apyikd.

Ané 1o 1860 érav apyiCer n ovomnpaukn Aeroupyia g eAnvikiig Be-
atpixiig oxknviig napampeftar ouxvétepn eppdvion npwtdnwy Bearpr-
K €pywv, ywpic autd va onpaiver 6u ha yvdpioav ta @ata g pdpnag,

O npwronépog, nou ypdgper Beatpikd épya pe okond m oknviks na-
povoiaor Toug and tov npdro ehhnviké Biaco oo Béarpo «Naolps, efvar

Apépoc ovo Zxovrapy, oryy aovarnaj rAevpd e Tdkye.
Street in Scutani on the Asian side of the City.

0

128

published in 1840. It caustically satirized the semi-educated and
pretentious who, influenced by the spirit of the Enlightenment,
embraced European ideas without fully understanding them, making
themselves ridiculous and tyrannizing others around them as a result.
From 1840 to 1860 several plays were re-published. The Asylum of
Envy, and The Enlightened Courtier by Phanariot Georgios Soutsos
were re-published in 1842 (the original edition was published in Venice
in 1805), both of which were short, allegorical satires of the community
of Phanar. There was also Dio-
genes Lamp in 1846, written by
the Archimandrite of Kos,
Agapios Hapipis, which was a
satire in verse against the ideas

of the Enlightenment and more

= particularly against the ideas of
£ Voltaire. As one would expect,
é the conservative clergy was re-
p:‘; sponsible for the ideas in this
s play. Babylon, published in
E 1854 and re-published in 1859
*’

by Dimitrios Vyzantios of Con-
stantinople, was a popular play
because of the way it success-
fully satirized the ambiguities of
the Greek language. In addition to re-published works, two original
works were also written: a dramatic play in verse The Transmogrified
Devil (1842) and Monsieur Kozis (1848), both of which satirized the
Greek community of Constantinople, and were thus both published
with only the authors’ initials.

Beginning in 1860, when the Greek theatre began staging regular
productions, many more original plays were written, which is not to
say that they were all produced on the stage.

The pioneering playwright, Dr. Alexandros Zoeros, who wrote
plays with a view to their being staged by the first Greek theatre

TN




o yiarpds AMEavbpog Zewnpds, ané toug 16putég kai nipdedpog tou «Ekkn-
vikot Piodoyixos Tukhéyou Kavoravuvounéhency, o onoiog evlouoia-
opévog and mv évapén Aerroupyfag g eNhnvikiig oxnviig eykaraleine yia
Myo 1o vuotépi yia T ouyypagixi ypagiba. Ltyog Tou o epnhovuiopds
wu penepropiou v Bidowv pe épya ebvikd, natrpiwtikol nepieyopévou.
‘Eypape, e, €6 Spdpara noArukol nepieyopiévou:

Eic andyovos tou TipoMéovros, ritor Iauip, pitnp xar épas, ka1 O
tpiaxdoiol fitol o yapaxtiip wou apyaiou EMnvag (Eppotnon 1861, 2n
éxb. Képrupa 1862), Mia vo kai
éw ritor H éwoig evés wpdvvou
(ABrva 1862), Xapidaos Kopvn-
vé ritor Boppéag xar AvatoAn, kai
O Bdvarog tou pritopos (ABriva
1862). Ta épya exboBnxav extég
KwvotavovounoAng, petd v
anay6pevon, to 1860, ané ug ou-
pxikés apyés g napdotaong v
§to npdwy, Myw tou unepfok-
kot evBouoiaopol mou npoxdhe-
oav oto ko6 tou ehhnvikou Bed-
1pou. ‘Eypape enfong ta épya AA-
EavBpos 0 Méyag ka1 Zwxpdng,
nou Sev exS6Bnkav.

[Tokof eivar o1 Kwvoravuvou-
noAfteg Beatpixof ouyypageic, peifoves kai ehdoooves, mou aoyorifinkay
pe m ouyypapn Beatpikdv épywv. Oa avagpépoupe pepika pévo ovopara.

O Obuoctag Anpntpéxog, hoytog kar Beatpavng tou Bedrpou «Na-
ol ypdoer To 1864 1o Xafiapdyavov, kopikotpayiké Spdpa pe otéxo
va omAredoer 1o aototolo Kuviiyl Tou képdoug péow tou ypnpauompl-
0U Ka1 va kaumpidoel ty Kwvotavtvounohfukn Kkovavia yia my aviibs-
kn avalfitnon edkolou ka1 ypriyopou movnopou. To épyo nafymke ka-
1é pia mnpogopia pe nipooBiikn tpayoudiv my Bia ypovid kar and 0
Biaco tov INavieht Totoa, kai exb6Bnke tpia ypévia apybrepa omv
ABfiva 1o 1867.

To Mnovyiotx Nrzpé omic axtiés vov Boondpov.
Buyuk Dere on the shores of the Bosporus.
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company at the Naoum Theatre, was a founding member and
president of The Hellenic Literary Society of Constantinople.
Encouraged by the birth of the Greek theatre, he abandoned the
scalpel for the writer's quill for  short time. His aim was to enrich the
repertory of the theatre groups with plays of a national and patriotic
content. He wrote six political dramas. These were: To a Descendant
of Timoleon or Father, Mother and Eros and The Three Hundred or
The Character of the Ancient Greeks (originally published in
Hermoupolis in 1861, re-
published in Corfu in 1862),
Heave-Ho and Out The Door
or The Qusting of a Tyrant
(published in Athens in 1862),
Charilaos Comnenus or North
and East and The Death of An
Orator (Athens, 1862). None
of these plays were published in
Constantinople because of the
national fervour that ensued
when the performance of the
first two plays was banned by
the Owoman authorities in
1860.  Zoeros also wrote
Alexander  the
Socrates, neither of which were published.

Many writers both major and minor wrote for the theatre. A few
indicative names are mentioned: Odysseus Dimitrakos, scholar and
impresario of the Naoum Theatre in 1864 wrote Khaviarokhanon, a
tragi-comedy whose aim was to lampoon the unceasing quest for profit
through the stock exchange and rto satirize the society of
Constantinople for its immoral pursuit of get-rich-quick schemes. The

Great  and

play was also performed in that same year, according to one source,
with the addition of songs, by the Pantelis Soutsas Theatrical
Company and was published in Athens in 1867.
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‘Evag hog yiarpé pe karaywyh and m Zdyo, 0 AMEavbpog Erapa-
1dbng, Ba aoyohnbel ouompaukdtepa pe t Beapisi ouyypagi Kai Ba
éya m yapd va e1 ta épya tou oy ENnvikd oxnvii. Efva ta npwtétuna
Evwoig mg Enaviioou perd we EMdGSog und 1o axdinpov tou lewpylou
tou A" (1863) Kaoowavri kar Axtidag fi Gpnoxefa xar épax (1864), xa o1
biaokevés; H Gefa Sixkn i O oupPolaoypdpog Tdnag (1860) kar Xiog
Sovin 1i Iatip natpis kai épax (1863) xai Zapia oppavii i O BplapPos

mg aperig (1863) a onofa ypdpovar i Sia-
oxeudloviar uné v emppon wou Suukod pubh-
otopn-paukod Spdparog nou kupiapyel omy ek-
Anvikh - oxnvi. Enfong o1 pevagpdoeig ou H
tpiaxoviaetis (wri evds yapronaiktou (1863),
IoAvveikng wou Alfieri (1874), Els onouSaoig

ev [lapiofosg (1872) Ba eviayBoiv oto peneprd-
pio v ehhnvikav neprodevéviny Bidowy xai Ba

naryBotiv ka1 o oxnvég Aoy nérewy.

Aev npéner, enfong, va Anopoviicoupe pia
opdda empaviv Kwvoravavounohdy nou pe
v Spuon tou ave§dptntou elhnvikol kpéroug
eykaBiotavral, mov, o auté xai avanmiocouy
exel ™ ouyypagixfi toug Spacmpiétra. Tlpé-
kerar yia woug AMéEavbpo kai [Navayidm Zod-
wo, AMEavbpo Pilo Paykafi, Anpritpio Bulé-
vuo ka1 Migarih Xouppot(n. O whevrafo, and
10 1856 eyxabiorarar §avd omv [16An, kai ouve-
¥iGe1 m Bearpst ouyypagixs vou Spacmpidrta
exbibovrag exel vov Madaxdp 1o 1865 xai tov
Owimouto w 1878, &0 napdhhnkeg Bepatodo-
k& opuoSieg nBibv, odupes e emBerkukiig
Kai paviag wwv vedrhoutwy Kaov-
OTaVTVOUTIOAITGY.

Zroug onpavuxoi Kwvotavavounohfteg Bearpixoti ouyypacpeis ou-
yrawaMyerar o AnpooBévng Miondi pe g kopwdies tou O amnAmopé-
vog ouuyos (1868), o Siaypovikés Pidxag (1884), O Soué g flaxeiag

H revpdnpaxry xupwdta voo Haveywsy Zavoo H Ade-
no6 nafyopxe ovyv M6y xavd vy Sexacria vov 1890.

The four-act comedy The Fox by Panagiotis Zanos was
performed in the City during the 1890s.

Another doctor, Alexandros Stamatiades from Samos, was engaged
more systematically in writing for the theatre, and had the pleasure of
seeing his works performed, including his original works The Orphan
Girl from Samos or The Triumph of Virtue (1863), Unification of
The lonian Islands with Greece in the Reign of George I (1863),
Cassiani and Akilas or Religion and Eros (1864). He also adapted the
following works: Poetic Justice or Tapas the Notary (1860) and Chios

Enslaved or Father, Country and Eros (1863)
both of which were either written or adapted
under the influence of Western fictional
drama that was popular on the Greek stage.
His translations of Thirty Years a Card Player
(1863), Polyneices, by Alfieri (1874), and A
Student in Paris (1872) were all adopted by
Greek theatre companies and performed in
many cities.

A group of illustrious expatriates from
Constantinople who emigrated to Greece
when the independent Greek state was
established should also be mentioned. Ale-
xandros and Panayiotis Soutsos, Alexandros
Rizos Rangavis, Dimitrios Vyzantios and
Michael Hourmouzis all continued to write in
Greece. Hourmouzis moved back to Con-
stantinople in 1856 and kept writing plays.
He published Malakof in 1865 and Opsi-
ploutos in 1878, two plays of similar content,
comedies of manners dealing with the flashy
consumerism of the nouveau riche in

Constantinople.

Demosthenes Misitzis, with his comedies The Desperate Husband
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(1868), the eternally enterraining Fiaka (1884), The Duke of
Stupidity and the historical drama Velissarios or Vice and Virtue
(1870), was among the important playwrights of Constantinople. The




Kat 10 101op1k6 tou Spdpa Belroodpiog i n Kaxla ka1 n Apeui (1870). A
yorepo yvwordg efvar o ex Lxiipou Xpiotspopog Lapapilidng pe w épya

parwlol kar kMarar (yvipioe nokhés exb6oeic) kai Kaooavii kai
Axtidag (Kwvoravavoinoin 1875) énwg kai o ex [Néviou Kavoraviivog
EavBénoudog pe 1o épyo tou Ppdyxor kar Mwpaltar (1876). Exnasbevn-
xof kai 01 S0 karamdvovral pe Bépara narpiwukd nappéva and my eAhn-
vikii 1otopia.

Tnv whevraia Sexactia rou aidva akohoubo-
viag 1o kwpeduihiakd ouppé g Abhvag tpeig
Kwvotavavounolteg Ba Sioouv pla oepd ané
épya eviaypéva oto khipa autd. Eivar o Xpiot6-
@opog Micanhfbng pe ta kwopabihid ou Miya-
Még o Ayabénovdog, (1893), Ilpwranpihid
(1896) xa1 I'apfipds mes Tupiviig (1900), 0 Ow-
pég Kovoravavibng pe tn Mapouvda oty I16An
(1891) ka1 o AfAwpa (1893) ka1 o Xpriotog Xa-

wnypriotog pe o Spapauxé adiAkb ou n Ké-

rather less known Christophoros Samartzides from Skyros wrote
Armamlo:andldq:bu(whthmpnnwdmmynm) and

(C inople, 1875). Another litde-known
wntcrwasConmum:Xanﬂ)opoula&mnPontmwhowrotc The
Franks and the Peloponnesians (1876). These two writers were both
teachers who wrote plays with patriotic themes taken from Greek
history.

In the last decade of the century three
from Constantinople, following

‘Mm fashion for light musical co-
uﬁm a series of plays in this vein.
- Misaelides wrote Michalios the
m‘(ﬁfmwmum and The
n of Tyrine (1900). Thomas Con-
stantinides wrote Maroula in the City (1891)
ahd The Diploma (1893) and Chsos
zichristos wrote the romantic drama The

pn tou Aydbovog (1900). ughter of Agathonas (1900).

Tapdnka pe mv npwrétunn Bearpixi ovy- ‘Quite apart from the original works chat
ypai napampeftar éviovn exSouxd Spacmpid- m'bungmﬁmwamveof
mra otov Topéa v peragpdoswy Eivng Spapa- mnlhﬁomnfﬁﬁﬁph)!bungpublmhed.
toupyfac. ZexwpiCouv wg perappactis o ludv- '
vng Parmdpyng (pe €61 €pya tou Bikt. Ouykad), o wmmﬂphysb}'v:cmr
Maviadéov KaPdpng (pe tpla épya tou Taff- | Seeeeesememssiiis Hugo, Panteleon Kavafis, who translated three
mp), o lodwng Kapnotpoyhou ka1 o I A. Zep- 0 Apyoveoyepuing ro Moludpoo vnipls and vic duogs-  Of Shakespeare's plays, Toannis Kambouroglou,
BouSdxng ka1 o Tedpyiog A. EavBénouhog, Movepes xupuiies ovyy I1ély. I. A. Zervoudakis, and Georgios L. Xantho-

Enpavuks efvar n oupPold om SidSoon mg The Greek tranlation of Moliere’s play Le Bourgeois poulos.
eupendikig Spaparoupyiag otov Kwvotavtvou- Gennlbomnic s g e e The periodical Theatriki Vivliothiki (Thea-

noMfuko eAAnviké ko6 tou nepiodikot Oearpixsi Bifhiobrixn nou e&¢6i-

Sav o1 Zvépavog N. M., A. Mnakdvo kar 1. Xadnnépog. Zmv 1piypovn
exbouxs tou {wi (1880-1883) édwoe épaon o Snpoofevon perappd-
oewv pubiotopnpaukdv Spapdwwy tou ouppol (épya wv Dennery,
Bourgeois, Masson, Dumanoir, Nus, k.4.), xafldx kai khaoikdv épywv g

trical Library) published by N. M. Stephanos, A. Balanos and 1.
Hatzipetros played a crucial role in disseminating European theatrical
works among the Greek public of Constantinople. In its three-year
lifespan (1880-1883) it published chiefly translations of the fictional
dramas that were in vogue. It featured works by Dennery, Bourgeois,

eupwnaikng kopwdioypagiag (O pepyipoipog vou Goldoni) kai mg po- 0 Masson, Du Manoir, Nus and others, as well as classic European works
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pavuxic oxolis (Anoraf wou Schiller, OB8éAAog tou Shakespeare, KAaff-
yio tou Goethe, Mapicv AeAdpy vou Hugo).

HOonoroi ka1 Oéarpa

Méoa ané my nohiypovn ekhnviki Bearpixi {wih omy [16An npéne,
enfong, va emonpavBei n avabeén evég onpavukos avipdmvou Bearpi-
xoU Suvajukou, Kovoravuvou-
nohrtv nBoroicv, nou onpd-
Sapav pe v mapovoia toug
my ehnvikii oknvii Tou 190u
ahva Kar o1 onofor apydrepa
perd mv karaotpo@n tou 1922
Ba ouveyioouy omv EXAGSa pia

Aapnph otabiodpopia. [Mpoker-
a1 yia g So peydheg kwvota-
vavounolfuxkeg Beatpikés oiko-
yéveieg v Bepdvnbov kai wv
Kotonothndwv. Tevdpyng g
NP@ING OIKOYEVEIQE N TIPWTIQ-
yoviorpia kai Biaodpyng A
Bepvn n onpavuxdrepn, fowg, nBonoidg tou 19ou ai. Lo Biacd g
ouppetéyouy 1a adéhpia mg Topiag, Anpritpiog kar Oguotoxic, H oi-
xoyéveia Kotonothn eiye wx yevviitopeg toug nBonoiotig Anpiitpio kai
myv EXdévn KotonovAn kai ouveyiotés ug képeg toug Avuénn, Oueivi,
Xpuootha kai, Béara, m peydin Mapika Koronothn. Kwvoravuvono-
Afooa efvar kar n @n peydin nBorioiég rou 19o0u ar., n Evayyehia Tla-
paokevonotiou. Enfong, o Iepixhiiq Xpiotogopibng kai axoloubel yo-
peia ohdihnpn dhhwv onpavuxdv nBornoicv.

Enfxevipo 6Ang autrig g Bearpixiig kivnong fivav 1o [1épav 1 Zrau-
podpépov. To npro Béarpo nou yuilera exef, 1o 1848, eiva 1o Béarpo
«Naotp» nou nafpver mv ovopaofa tou ané tov Bputh kat SievBuvi

tou lworig Naotp. Me afovoa 1500 Béoewv kai yipoug yia mv npo-
yopvaon twv nBonoidv, pe alBovoeg feouapiou kar dpioto yia mv eno-

H nhaveia vou Fadavd pe 10 nadard xripro myc aorvvopiac.
The mamn square of Galata, showing the old police station.

(
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such as Goldoni's The Whiner, Schiller's Thieves, Shakespeare’s
Othello, Goethe’s Clavigo and Hugo's Marion de Lorme.

Actors and Theatres

Many fine actors made their mark and had illustrious careers
throughout the many years of Greek theatrical life in Constantinople;
many of them moved to
Greece after the Asia Minor
Disaster of 1922 where they
continued to shine on Athens
stages. Chief among these were
the two grear theatrical families
of Constantinople: the Veronis
and the Kotopoulis families.
The founder of the former was
leading actress — manager
Aikaterini Veroni, arguably the
most significant actress of the
19th century.  Her siblings
Sophia, Dimitrios and Themi-
stoklis acted in her company. The Kotopoulis company was founded by
Dimitrios and Eleni and continued with their daughters Antiope, Fotini,
Chryssoula, and the incomparable Marika Kotopouli who went on to
make a great name for herself in Greece. Evangelia Paraskevopoulou, the
other great actress of the 19th century, was also from Constantinople, as
were Pericles Christoforides and a host of others.

The centre of all this theatrical activity was Pera or Stavrodromi.
The first theatre to be built there in 1848 was the Naoum, named after
its founder and manager lossif Naoum. Unil it was destroyed by fire
in 1870, it seated 1500 and was equipped for rehearsals, had dressing
rooms and state-of-the-art facilities. In its early years, it housed Italian
opera companies and from 1863 on, it was also the home of the
Pantelis Soutsas company.
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yi e§onhiopd, 1o Béarpo Asrtotipynoe éwx 1o 1870 ondre karaotpdpnke
ané nupkayid. ra npora ypévia Aeroupyiag tou otéyace mahikoig Au-
pixotig Bidooug kar napdhhnda ané to 1863 1o Biaco tou Iav. Zottoa.

Axodouflel o «Kpuorduvov [lakduows i «fahhixév Oéarpovs, 1o
onofo Aertopynoe and 1o 1862-1881. Apyixd ypnoponolovtav wg af-
Bovoa yia yopois xai yia napaBearpixés napaotdoeg Bavparonoiv,
rayubaxtwdoupydv kar pipov. Ané o 1865 nou perarpdnnke oe wpafo
ki nolvtedg Béarpo pe peydin
oxnvii otéyale yahhikég Spapanixég
eraipefeg, andé 6nou nfipe kal v
ovopaoia tou «fahikév Ofarpovs,
[Tapdhhnka @ihoevouice kai napa-
otdoeig eAnvikav Bidowv.Ofarpo
pe peydhn Sidpkeia fitav 1o «Avaro-
Aixév Oéarpovr (1867), nou perovo-
palerar oe «Buavavéy Alkaldp,
o 1869. To 1883 ykpepiCerar xan
om Béon tou xtilera véo Béarpo,
EPAPAN0 TRV EUP@NAIKOY e TV
enwvupia «Néov Oéatpovs, i «Né-
ov [ahukdv Ofarpove, 1o onofo Aei-
toUpynoe éwg 1o 1892 ondéte kata-
otpéperal kai autd and nupkayid.
AN onpavukd Béarpo pe yepepivii kar kahokaipivii oxnvii efvar to Béa-
po «Opévorarsi «Concordiar (1875 — 1897) kan puxpérepa Béarpa, 6naxg
10 «Croissant» ka1 1o Béatpo «Bapieté i [Toihicove,

Ané ta mo @npuopéva Béarpa g Kevotavuvoinoing eivar to Béa-
1po «Bépbnx, 1o nakai6 Béarpo «EASopdbovr, dnou ébivay napaotdoeg
o1 nohunpé-ownor eNknvikof Biacor tou AnpooBévn Are&1adn kar 0 «Mé-
vavbpog» tou Atovuofou TaPouldpn. Me apyixé Bearpavn tou tov lw-
dvwn Mapxeoivn, 1o Béarpo népace 1o 1880 oroug abelpoiig Advba-
houg, Autof 1o avaxafvioay o 1884 ka1 Eavd 1o 1892 perarpénovidg o
oe évav Bavpdolo Bearpikd ydpo pe 6houg toug anapaintoug bpoug
AKOUOTIKIIG, (utiojod, otepedtntag kai kahatoBinoia,

Bearpuaf atblovoa ouyy IT6Ay.
A theatre in the City.

0
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The Crystal Palace, known as the French Theatre, was built later
and hosted performances from 1862 to 1881. It was originally used as
a ballroom, and as a venue for conjurors, magicians and mimes. In
1886 it was refurbished as a beautiful, luxurious theatre with a large
stage and played host to French theatrical companies, hence its
nickname, the French Theatre. It was occasionally used by Greek
companies as well,

Another long-lived theatre was
the Eastern Theatre (1867), which
was renamed the Byzantine Alcazar
in 1869. In 1883 it was tomn
down to make way for a new
theatre that was comparable to the
best in the West, called the New
Theatre or the New French
Theatre. It was in use undil 1892,
when it, too, burnt down. Ano-
ther important theatre with both
summer and winter stages was the
Omonia or Concordia (1875-
1897), and smaller theatres such as
the Croissant and the Variéeé,

One of the most famous
theatres in the city was the Verdis, which was the new name given to
the old El Dorado theatre, where performances by the large Greek
theatre company of Demosthenes Alexiades and Dionysios Tavoularis’s
Menander company were staged. The original manager was loannis
Markesinis, but the theatre passed into the hands of the Dandalos
brothers in 1880. They renovated it in 1884 and again in 1892,
transforming it into a superb venue with refined décor and with the
highest standards in acoustics and lighting.

Apart from the famed Stavrodromi theatre, the Mnimosyni Club of
Phanar also functioned as a theatre. And indeed, wherever there were

Greeks in the city and its outlying districts and villages, some form of

oo



Extég ané 1o ZraupoSpbyuo, Béarpo Aerrotipynoe xai oto Pavdps o
Aéoxn «Mvnpootvns, alMd kai oe ouvoikies, npodona kar xwpid yipw
ané my npwretovoa, énou unipye ekhnviké ororyeio. TuviiBwg fitav Be-
pivég oxnvég, i pukpd Béarpa nou oréyalav ehdoooves Bidooug kar epaci-
Texvikég opdbes, Evbewcuxd avagépoupe m Adoxn Exaipeiag Dihopod-
owv ota Yywpabela, 1o Béatpo «AnéMwv» oro Maxpoyipiov, 1o Béa-
1po w6 Prdopotioou Abehpdtntog aro Méya Petipa, 1o Béatpo g Biko-
muyou Abepéntog ota Taratda, ta Béatpa AnoPdbpag oy Mpfykn-
no ka1 m Xdhkn, yia va avagepBoiiv ta mo ouyvé anavidpeva pépn.

H Bearpixii {wit fivav téroia nou ta undpyovea Béarpa Sev enapko-
oav. ‘Ero1 wg Beatpixof yipor xpnorponoiotvray enfong aifouoes oukhé-

Yo, Moxn'w ’ oxok:fmv. c‘,woﬁoxckov Kai mq:wzknv.
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theatrical activity could be found. Usually these were small outdoor
theatres that hosted small professional or amateur companies in
summer. Examples of such were the Musical Society of Ypsomatheia,
the Apollo Theatre at Makrohorion, the Musical Society of Mega
Revma, the Charitable Brotherhood of Tatavla and the Wharf theatres
on the islands of Prinkipo and Halki.

The vitality and popularity of the theatre was such that the actual
theatres could not hold all those who wanted to attend their
productions and therefore, plays were staged at club meeting halls,
school halls, hotels and cafés.
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