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ABSTRACT 

Theatre Translation as Historiography: Projections of Greek Self-Identity through English 
Translations during the European Crisis 

by 

Maria Mytilinaki 

Advisor: Jean Graham-Jones 

 

This project focuses on theatre translation from Modern Greek into English through the 

examination of three plays translated in the early years of the ongoing Greek crisis (2012-2014). 

Currently Greek culture is received internationally through two important frames of reference: 

Hellenism, the admiration for the ancient Greek spirit, and the more recent negative associations 

with modern Greece provoked by the Eurozone crisis. The three translations I examine challenge 

these dual external projections onto Greek culture by promoting a more nuanced image that 

recontextualizes the Greek past. In their capacity to travel between cultures, often in bilingual 

iterations, these theatrical translations selectively elucidate obscure aspects of Greek history in a 

process of cultural self-representation as they attempt to renegotiate the preconceptions implicit 

in forming Greece’s image abroad. In this sense, translation serves as a historiography that 

contributes to a cultural politics within and beyond national borders. The three plays I analyze, 

Alexandrovodas the Unscrupulous, Abandon the Citizens, and Sons and Daughters, especially by 

way of their translation, propose new ways of seeing these histories and invite foreign audiences 

to reconsider their presumptions about Greek culture, whether they stem from an admiration for 

the country’s classical past or from contempt and pity for its current economic fate. I argue that 

translation functions here as historiography: without turning its back on Europe, Greek theatre in 
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English seeks to update its affiliations and to re-negotiate its Ottoman and Balkan influences by 

highlighting historical differences and reframing them under current cultural tensions.  
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Introduction  
 

My project focuses on theatre translation from Modern Greek into English through the 

examination of three plays translated in the early years of the ongoing Greek crisis (2012-2014). 

Currently Greek culture is received internationally through two important frames of reference: 

Hellenism, the admiration for the ancient Greek spirit, and the more recent negative associations 

with modern Greece provoked by the Eurozone crisis. The three translations I examine challenge 

these dual external projections onto Greek culture by promoting a more nuanced image that 

recontextualizes the Greek past. In their capacity to travel between cultures, often in bilingual 

iterations, these theatrical translations selectively elucidate obscure aspects of Greek history in a 

process of cultural self-representation as they attempt to renegotiate the preconceptions implicit 

in forming Greece’s image abroad. In this sense, translation serves as a historiography that 

contributes to a cultural politics within and beyond national borders.  

The three plays I analyze, Alexandrovodas the Unscrupulous, Abandon the Citizens, and 

Sons and Daughters, were presented to their original audiences under different circumstances 

and with different goals. In their circulation in English translation, however, they share some 

critical characteristics. All three were translated by native Greek speakers who attempted to 

export their work, and as such all three represent attempts to communicate the cultural tensions 

associated with the present socioeconomic circumstances beyond the Greek language. While 

none of the plays addresses the Greek economic crisis in a direct manner, each one’s translation 

and circulation take place during a time when there is a pronounced tendency to revisit recent 

history with the opportunity of the crisis, resulting in what Dimitris Papanikolaou has called “the 
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disturbed archive.”1 Papanikolaou’s approach describes the ways the crisis has prompted an 

attack on the conceptual continuity between ancient and modern Greece. During the fiscal, 

political, and social disorder, Greek cultural production has turned to obscure moments of 

national history and marginalized personal memories and foregrounded these experiences in an 

attempt to reframe and question dominant narratives. The plays I consider, especially by way of 

their translation, propose new ways of seeing these histories and invite foreign audiences to 

reconsider their preconceived notions about Greece, whether they stem from an admiration for 

the country’s classical past or from contempt and pity for its current economic fate.  

The theoretical framework for my examination is an amalgam of recent approaches to the 

crisis. They include Papanikolaou’s theory of “archive trouble” mentioned above as well as 

historical theories of cultural transmission in Greek culture that date back to the Greek 

Enlightenment (ca 1770-1820). This period is important, because it preceded and largely 

prepared the establishment of the Modern Greek state. The Enlightenment’s principles have 

influenced Modern Greek identity enormously, perhaps more than was previously recognized 

before the crisis. In my work, theatre translation serves as a field within which to study the 

impact of Enlightenment philosophy combined with the more recent discourse on the Greek 

crisis.  

 

 

 

                                                
1 Dimitris Papanikolaou, “Archive Trouble,” in Beyond the Greek Crisis: Histories, Rhetorics, 
Politics, ed. Penelope Papailias, Cultural Anthropology Online, October 26, 2011. Accessed 
September 4, 2016. http://www.culanth.org/fieldsights/247-archive-trouble. 
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Background Discussion and Definition of Key Terms 
 

While ancient Greek plays account for a large number of published and performed 

translations in English,2 modern Greek theatre is largely unknown in the English-speaking world. 

Indeed, theatre provides a vivid illustration of what anthropologist Michael Herzfeld defines as 

modern Greece’s “conspicuous absence.”3 Before I introduce the theoretical framework that 

informs my project, I will briefly describe the parameters that condition the reception of Modern 

Greek theatre in translation by defining the central terms “Hellenism” and “European crisis.”  

In my research I use the term Hellenism in its cultural sense, that is, the admiration for 

the ancient Greek spirit. In Gonda Van Steen’s succinct definition, Hellenism is “the 

contemporary cultural and intellectual fascination with Greek antiquity.”4 Van Steen here intends 

“contemporary” to mean of the same era as another manifestation of enthusiasm for ancient 

Greece, the philhellenic political sentiment that prevailed during the early nineteenth century. 

The currency of Hellenism as an academic interest undoubtedly fueled the philhellenic 

movement that supported the Greeks in their fight for independence from the Ottomans. 

Philhellenism was in this sense Hellenism’s political expression against the Ottoman Empire.5 It 

was an imaginary construct upon which nineteenth-century Europeans relied to make sense of 

their conceptions of East and West and to interpret their selective political and cultural priorities. 

Because of Philhellenism’s limited chronological tenure, I use Hellenism instead, which, from a 

                                                
2 Cristina Marinetti, “Transnational, Multilingual, and Postdramatic: Rethinking the Location of 
Translation in Contemporary Theatre,” in Theatre Translation in Performance, ed. Silvia 
Bigliazzi, Peter Kofler, and Paola Ambrosi (New York: Routledge, 2013), 29.  
3 “Greece tout court is almost always automatically assumed to be ancient Greece” (emphasis in 
the original). Michael Herzfeld, “The Absence-Presence: Discourses of Crypto-Colonialism,” 
South Atlantic Quarterly 101, no. 4 (2002): 900.  
4 Gonda Van Steen, Liberating Hellenism from the Ottoman Empire: Comte de Marcellus and 
the Last of the Classics (New York: Palgrave MacMillan, 2010), 5.  
5 Ibid.  
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Greek perspective, also denotes the ongoing relationship between modern Greeks and their past. 

While the foreign fascination with the ancients ceased to be a dominant academic interest after 

the nineteenth century, in Greece Hellenism, which in its cultural-historical meaning signifies the 

essence of being Greek, remained current as a term of cultural coherence for long thereafter.6  

The recent European crisis added another frame through which to view Greece, and in 

doing so gave Greek culture a contemporary identity -- albeit a negative one still dependent on 

its classical image. The Greek crisis may be “modern,” but its frame of reference remains 

“ancient”: from the beginning of the fiscal crisis, international media accounts of Greece’s 

threatened debt default frequently employed symbols from ancient Greek culture and sometimes 

even the actual phrase “Greek Tragedy.”7 For Greeks today the use of such symbols as a 

metaphor for their fiscal situation contributes to a centuries-old tension between a projected 

identity and contemporary reality. The overuse of the theatrical expression leaves no doubt as to 

the validity of ancient Greek drama as an identifiable point of comparison, but at the same time it 

                                                
6 Katerina Zacharia, Hellenisms: Culture, Identity, and Ethnicity from Antiquity to Modernity 
(Aldershot, England and Burlington, VT: Ashgate, 2008), 2.  
7 Perhaps the most iconic of these visualizations is the cover of a German magazine, where the 
statue of Venus de Milo raises her middle finger. Focus Cover Page. “Betrüger in der Euro-
Familie,” February 22, 2010. Jpg file, accessed September 4, 2016,  
http://www.focus.de/magazin/videos/focus-titel-betrueger-in-der-euro-familie_vid_15672.html. 
The use of the word “tragedy” appeared particularly frequently between 2011 and 2012, the 
climactic moment of the first default risk, but it also appeared in references to the later danger of 
a Grexit from the Eurozone. Of the many occasions where it was used, see Mark Weisbrot, 
“America’s Role in this Greek Tragedy,” The Guardian, June 25, 2011, accessed September 4, 
2016, http://gu.com/p/3v5zk/sbl; Michael Schuman, “Watching a Modern Greek Tragedy,” Time 
Magazine, June 17, 2011, accessed September 4, 2016, 
http://business.time.com/2011/06/17/watching-a-modern-greek-tragedy/.  
and Mehdi Hasan, on the debt default and the attendant rise of the far right, Mehdi Hasan, “A 
Greek Tragedy,” Al Jazeera, July 12, 2012, accessed September 4, 2016, 
http://www.aljazeera.com/indepth/opinion/2012/07/2012712131359136246.html. Schuman’s 
“Watching a Modern Greek Tragedy” begins with: “We all recall from our high school literature 
classes that the Greeks are especially adept at the art of the tragedy. We can see that expertise 
playing out in Athens today.” 
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underscores the obscurity of contemporary Greek theatre outside Greece, not least because of the 

common assumption that “Greek” means “ancient Greek.” The international repercussions of the 

European crisis gave rise to an unpleasant discourse in the media that cast certain countries in a 

variety of villainous roles.8 It may be tempting to relate Greece’s fall from grace to the 

“misfortunes of ancestry,”9 especially when comparing the German philhellenic sentiment for 

ancient culture to the more recent virulent defamation of the Greeks. While the negative 

representation of Greece escalated into a kind of “Greece-bashing” in Germany, especially in the 

early years, in the English-speaking media the Greek troubles were often depicted as a tragedy 

inflicted upon an undeserving people.10 In any case, analyses were polarized between the 

vilification or infantilization of the national economy, evident in metaphors either of disease or 

of teacher-pupil scenarios.11 The above went hand in hand with the widespread adoption of 

stereotypes about Southern Europeans as lazy, corrupt, or tax-evasive. 12 Judging from the 

variations in attributing fault to the “PIIGS” countries,13 Greece was evidently the European 

Union’s weakest link.14   

                                                
8 Hans Bickes, Tina Otten, and Laura Chelsea Weymann, “The Financial Crisis in the German 
and English Press: Metaphorical Structures in the Media Coverage on Greece, Spain and Italy,” 
Discourse & Society 25, no. 4 (2014): 430.  
9 Stathis Gourgouris, Dream Nation: Enlightenment, Colonization and the Institution of Modern 
Greece (Stanford: Stanford University Press, 1996), 140.   
10 Moritz Sommer, “European Crisis Discourses: The Case of Germany,” in Crisis Discourses in 
Europe: Media EU-phemisms and Alternative Narratives, ed. Tamsin Murray-Leach 
(Background paper, London School of Economics, June 2014), 13; Paul Krugman, “Greece as 
Victim,” New York Times, June 17, 2012, accessed September 4, 2016,  
http://www.nytimes.com/2012/06/18/opinion/krugman-greece-as-victim.html?_r=1. 
11 Bickes, Otten, and Weymann, “The Financial Crisis in the German and English Press,” 437. 
12 Sommer, “European Crisis Discourses,” 13; Katinka Barysch, “Is Germany Flipping the Bird 
at Europe?” The Guardian, April 22, 2011, accessed September 4, 2016, 
http://gu.com/p/2zj39/sbl. 
13 PIIGS is the pejorative acronym for Portugal, Ireland, Italy, Greece, and Spain.  
14 Specifically, Bickes, Otten, and Weymann compare the representations of Greece and Spain in 
2012 as follows: “The Greeks receive less sympathy and solidarity than the Spaniards, although 
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While the Greek crisis is associated with the supervision of fiscal performance in the 

frame of the Eurozone, I mainly employ the term “European crisis” because of the larger issues 

of European identity and policy that the crisis has brought to the fore. The current refugee crisis 

and the recent decision of Great Britain to leave the European Union both emphasize the 

perpetual questions regarding European border management and the privilege of circulation 

among the various European countries. The tensions between the East and the West in this 

context speak to a crisis of profound magnitude. Greece is located geographically and 

conceptually at the crossroads of these tensions.  

The 2015-2016 refugee movement from Syria into the European Union has highlighted 

Greece’s role as both a transit zone and a stand-in for the West: the Aegean Sea is seen as the 

borderland between Asia and Europe, East and West. Thus, in broad terms, the east of the 

Aegean signifies Europe’s cultural and religious other. The West is Western Europe and 

specifically the historically powerful members of the European Union, such as Germany, France, 

and the United Kingdom, all desirable destinations for refugee and migrant relocation. Like all 

border zones, the geographical area of Greece historically has been inhabited by hybrid cultures. 

This hybridity, however, has been repressed since the dissolution of the Ottoman Empire and the 

institution of the independent Greek state in the early nineteenth century. In order for Greece to 

be recognized as a European country, Greek culture needed to subdue any Ottoman influences. It 

also had to enhance its most reliable European characteristic, its claim of direct descent from the 

                                                                                                                                                       
they have been in the worst financial condition for more than two years. This situation might 
have been caused by the aggressive representation of the Greek crisis as being self-inflicted for 
the last few years, especially during the period of Greek bashing. Even though the Greeks have 
been blamed for a number of years, the tone of the media has not yet changed. None of the news 
magazines explicitly report that the Greek population cannot be blamed for the mismanagement 
of the politicians, in the same way in which the Spanish people cannot be blamed for their 
banking and housing crisis” (emphasis in the original). Bickes, Otten, and Weymann, “The 
Financial Crisis in the German and English Press,” 433.  
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Ancient Greeks. Greece needed to function as the geographical representation of Europe’s “myth 

of origin.” Modern Greece, as distinctly separate from Ottoman Greece, absolutely relied on 

proving continuity with the country’s classical glory, and its European affiliation was contingent 

upon that ancestry as well. In the early nineteenth century, when Greece was becoming 

independent for the first time, the Greeks embraced Hellenism as constitutive of their modern 

identity.  

Translations from Modern Greek are relatively rare, but this understudied intercultural 

exchange is crucial to understanding past historical tensions and the more recent effects of the 

crisis. My project responds to this knowledge gap by focusing on the politics of theatre 

translation from Greek into English within the specific framework of the European crisis, but 

also under the pressure of the historical constructs that arise from Greece’s mercurial position 

between East and West. Theatre translation represents a reciprocal mode of communication that 

challenges the externally imposed frames of Hellenism and of the fiscal crisis.  

 

Literature Review 
 
 

I began the consideration of my dissertation’s topic as an attempt to understand the 

absence of Modern Greek theatre in translation, particularly given the consistent interest in and 

numerous translations of ancient Greek plays in English. The interdisciplinary nature of this 

research has required the review of scholarly work in two broadly defined areas: Modern Greek 

Studies and Theatre Translation. Therefore, I study my three examples with the help of Modern 

Greek cultural and historical approaches for the most part, as well as more recent works that 

analyze performance during the Greek crisis. In my review of theatre translation scholarship, I 
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focus on theoretical perspectives employed to describe cultural transfer for the stage and their 

related terms, as well as issues on performance with the use of supertitles.  

Modern Greek Studies historically has had a particular affinity with Classics.15 In this 

project I am mainly concerned with how Modern Greek scholars engage with Classics’ findings 

and how they assess narratives of continuity between the classical era and contemporary Greece. 

In particular, Katerina Zacharia, Vangelis Calotychos, and Peter Mackridge discuss the disparity 

in cultural value attributed to the two periods and trace Hellenism’s influences on contemporary 

culture from a literary and cultural studies perspective.16 Stathis Gourgouris affirms the impact of 

the “phantasm of continuity” and relates it to modern Greece’s fate as “a nation forever situated 

in the interstices of East and West and ideologically constructed by colonialist Europe without 

having been, strictly speaking, colonized.” 17 Gourgouris further problematizes Hellenism’s 

orientalist agenda in excluding modern, i.e., Ottoman, influences in Greek culture in his 

arguments on “the subtle colonial underside of the discourse of Philhellenism and the institution 

                                                
15 Important work on Hellenism, its significance for Western European identity, and its role in 
nurturing orientalist considerations of culture that excluded Semitic and African influences in 
European culture can be found in the discipline broadly termed Classics. Martin Bernal’s seminal 
Black Athena raised significant discussion and criticism: see, among others, Hall, McKinsey, and 
Hardwick and Gillespie. Martin Bernal, Black Athena: The Afroasiatic Roots of Classical 
Civilization (New Brunswick, N.J.: Rutgers University Press, 1987); Edith Hall, “When Is a 
Myth Not a Myth?: Bernal’s ‘Ancient Model’,” in Black Athena Revisited, ed. Mary R. 
Lefkowitz and Guy MacLean Rogers (Chapel Hill: University of North Carolina Press, 1996), 
333-48; Martin McKinsey, Hellenism and the Postcolonial Imagination: Yeats, Cavafy, Walcott 
(Madison, NJ: Fairleigh Dickinson University Press, 2010); Lorna Hardwick, and Carol 
Gillespie, eds., Classics in Post-Colonial Worlds (Oxford: Oxford University Press, 2007). 
16 Katerina Zacharia, Hellenisms; Vangelis Calotychos, The Balkan Prospect: Identity, Culture, 
and Politics in Greece after 1989 (New York: Palgrave Macmillan, 2012); Peter Mackridge, ed., 
Ancient Greek Myth in Modern Greek Poetry (London: Frank Cass, 1996); Peter Mackridge, 
Language and National Identity in Greece, 1766–1976 (Oxford: Oxford University Press, 2009).  
17 Gourgouris, Dream Nation, 54; 6.   
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of classics in the nineteenth century.”18 In this examination of the interrelation between 

Hellenism and Orientalism, based on Edward Said’s work, he continues:  

Though the adoration of Greek antiquity, which is traditionally taken to be the 

foundation of the “West,” seems the polar opposite of the allure of oriental 

exoticism, both share not merely the same social imaginary that generates them 

but also the same tools of the trade. Orientalists, after all, were engaged in the 

comparative study of Greek and Sanskrit in order to orchestrate Indo-European 

superiority over the Semitic languages. But more than that, both orientalists and 

Philhellenists were engaged in similar cadaverous approaches to culture.19  

Building on Gourgouris’s work, Van Steen expands the critical view on Hellenism-as-

orientalism in proposing to study this relationship and how it informed the Greek Revolution of 

1821, as well as the collection and removal of antiquities by Western European visitors to 

Ottoman Greece at the time.20  

These scholars’ work touches upon significant issues that bear on Greece’s present, 

particularly as debates on European borders have resurfaced during the wider European crisis. 

Antonis Liakos, for example, sees “an intra-European orientalism” in the discourse surrounding 

the borders of Europe, and specifically Eastern Europe.21 As Peter Mackridge notes, Greece was 

inevitably part of that bias, not least because of its religious affiliation.22 Further, Michael 

                                                
18 Stathis Gourgouris, “Orientalism and the Open Horizon of Secular Criticism,” Social Text 24, 
no. 2 (2006): 15.  
19 Ibid.  
20 Van Steen, Liberating Hellenism, 6. 
21 Antonis Liakos, “The Canon of European History and the Conceptual Framework of National 
Historiographies,” in Transnational Challenges to History Writing, ed. Matthias Middell and 
Lluís Roura i Aulinas (Basingstoke: Palgrave, 2015), 324.  
22 Peter Mackridge, “National Identity in Modern Greece,” in Hellenisms: Culture, Identity and 
Ethnicity from Antiquity to Modernity, ed. Katerina Zacharia (Aldershot, England: Ashgate, 
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Herzfeld sounds pointedly current in his anthropological analysis of Greece’s ambivalent 

European affiliation published in the late 1980s:  

For many west Europeans the Greeks of today are a people neither dramatically 

exotic, nor yet unambiguously European. They are supposedly the willing 

servants of western interests, yet they are frequently disobedient to that role. In 

consequence, they receive public chastisement from journalists and politicians 

alike, not as the parent of all Europe, but as the political West’s poorly socialized 

and wayward offspring.23  

Herzfeld exposes the paradox surrounding perceptions of Greece, as the “parent of all Europe” 

and yet not sufficiently European, since contemporary Greek culture does not perform according 

to its revered ancestors. The measure of progress for Greece still depends on the continuity myth.  

In the subfield of Modern Greek Theatre, offering proof that theatre existed between 

classical and contemporary times occupies a significant part of Greek theatre scholars’ interests. 

The core of the Modern Greek Theatre curriculum, especially as the first Theatre Studies 

departments emerged in Greece between the 1970s and 1990s, has been the Greek 

Enlightenment. A particular comparative mode has assessed not only Greek playwriting, but also 

translations of French, Italian, and German plays, as these cultural centers attracted Greek 

intellectuals of the diaspora, who translated into Greek for the benefit of Ottoman Greeks. 

Dimitris Spathis’s seminal works on theatre of the Enlightenment include an extensively 

annotated edition of one of my three case studies, Alexandrovodas the Unscrupulous in Greek.24  

                                                                                                                                                       
2008), 297.  
23 Michael Herzfeld, Anthropology Through the Looking Glass: Critical Ethnography in the 
Margins of Europe (Cambridge, UK: Cambridge University Press, 1987), 20. 
24 Dimitris Spathis, Ο διαφωτισµός και το Νεοελληνικό θέατρο, [Enlightenment and Modern 
Greek Theatre] (Thessaloniki: University Studio Press, 1986). Unless otherwise noted, all 
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Similarly, Anna Tambaki’s many books on the Enlightenment focus on Greek translations of 

Western plays and the ways the newly imported trends were absorbed.25 The emphasis on the 

Greek Enlightenment in Modern Greek theatre studies reveals that the main investigative angle 

was (and largely still is) devoted to assessing degrees of a Western orientation as proof of steps 

toward modernization. It becomes evident that translation is a formative component of Theatre 

Studies in Greece, particularly in the discourse on continuity with ancient Greece, as well as in 

the effort to demonstrate ties with Western Europe.  

In more recent studies of Greek performance, scholars have already incorporated the 

crisis and its roots as an object of investigation. Marilena Zaroulia and Philip Hager’s edited 

collection on the crisis as a network of economies and dramaturgies considers the crisis as a 

more global phenomenon that goes against the entrenched Greek exceptionalism, while looking 

at the specific parameters of each culture.26 Zaroulia’s work in particular enables me to consider 

the performative aspect of the Greek recession, especially in how it is portrayed in the media and 

the ways my case studies are in dialogue with current images of Greece during the fiscal crisis.27 

In a different disciplinary field but in a similar direction, Antonis Liakos and Hara 

Kouki identify the connection between established tropes in Greek political and cultural 

                                                                                                                                                       
translations are mine. 
25 Anna Tambaki, “The Long Century of the Enlightenment and the Revival of Greek Theater,” 
Journal of Modern Greek Studies 25, no. 2 (2007): 285-99; Anna Tambaki, Περί Νεοελληνικού 
Διαφωτισµού: Ρεύµατα ιδεών και δίαυλοι επικοινωνίας µε τη δυτική σκέψη [On the Greek 
Enlightenment: Movement of Ideas and Channels of Communication with Western Thought] 
(Athens, Ergo, 2004).  
26 Marilena Zaroulia and Philip Hager, eds., Performances of Capitalism, Crises, and Resistance: 
Inside/Outside Europe (Basingstoke, England: Palgrave MacMillan, 2015).  
27 Marilena Zaroulia, “Greece Still Remains: Performing Crisis, Nostalgia and Willfulness,” 
(lecture, Birkbeck, University of London, May 9, 2015), Manuscript published on Academia.edu, 
Acrobat Reader file, accessed September 4, 2016, 
https://www.academia.edu/12204871/Greece_Still_Remains_Performing_Crisis_Nostalgia_and_
Willfulness.  
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history and responses to the crisis from 2010 to 2014.28 The authors point out historical 

ambivalences in the adoption of Western standards of historiography that inevitably lead 

to reading Greece’s trajectory as a failed transition to modernity: 

Modernity in Greece has been equated with Westernisation and was seen as the 

opposite to the Ottoman past and Byzantine traditions, which were presented as 

incompatible with modern democratic institutions. The past was contrasted with 

the present, as tradition was seen as inferior to the future. On the other hand, 

modernity was harshly criticised, not because of its principles but because of its 

connotation with “foreign” social actors intervening in internal politics as well as 

with domestic actors who uncritically praised everything that originated in the 

“West.” Already since the foundation of the Greek state in 1832, political groups 

and agents instrumentalised national traditions and modernisation prospects in 

different ways, in a long-lasting effort to come to terms with the past and an 

always “more developed” West that was equated with the future.29  

The tensions between domestic values and Western aspirations that Liakos and Kouki 

describe largely inform current debates on fiscal policies that are primarily perceived as 

mandated from outside the country.30  

                                                
28 The historical moment to which cultural memory returns in 2015 is, in the authors’ view, the 
mythologized mid-1970s, when the political system was reborn with the fall of the junta 
(µεταπολίτευση). Antonis Liakos and Hara Kouki, “Narrating the Story of a Failed National 
Transition: Discourses on the Greek Crisis 2010-2014,” Historein 15, no. 1 (2015): 50.  
29 Ibid., 54.  
30 See for example Kouki’s summary of perceptions of the crisis as it is reflected in Greek media. 
Hara Kouki, “European Crisis Discourses: The Case of Greece,” in Crisis Discourses in Europe: 
Media EU-phemisms and Alternative Narratives, ed. Tamsin Murray-Leach (Background paper, 
London School of Economics, June 2014), 17. Accessed September 4, 2016, 
http://www.gcsknowledgebase.org/europe/files/2014/07/CrisisDiscoursesinEurope.pdf).  
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The negative representations of Greece’s image that emerged abroad during the Eurozone 

crisis, as well as internal developments within the country, have had a substantial impact on 

Greeks’ sense of their history, and consequently an important cultural trend emerged: the 

repercussions of the crisis have prompted a reevaluation of the past in all spheres of culture.31 

The choice of which past to examine, and what perspective is gained by this inquiry, is important 

because the Greek tendency to resort to the past is not novel in itself and did not begin with the 

present crisis. In Greek culture, modernity has always been synonymous with a selective 

historiography: the preservation of a valuable past was seen as the only road to modernization, 

which, following Western preoccupations, mandated a parallel obliteration of other not-so-useful 

pasts, such as the centuries between ancient Greece and the new Greek state founded in 1828.32 

                                                
31 Liakos elsewhere brings attention to the uses of nineteenth-century events of the Greek 
revolution in the articulation of activist messages during the 2008 riots and those that followed in 
the first years of the crisis. Liakos explains that, starting with the December 2008 riots in 
response to the killing of fifteen-year-old Alexis Grigoropoulos, youth movements exhibited an 
ambivalent relationship with history, which he describes as a “double bond with the past: Break 
with the past, appeal to continuity, again rejection of the past.” He illustrates the contrast of 
sacrilege and appropriation of national history through the graffiti messages on national 
monuments in Athens. Antonis Liakos, “Has the Crisis Changed Greeks’ Perceptions of Their 
Past?” (lecture, New York University, November 20, 2014). On the retrospective view in Greek 
literature and non-fiction, see Socrates Kabouropoulos, “The Age of Discontent – Greek 
publishing through six years of austerity,” The Cultural Politics of the Greek Crisis (blog) 
January 12, 2016, accessed September 4, 2016, https://culpolgreekcrisis.com/2016/01/12/the-
age-of-discontent-greek-publishing-through-six-years-of-austerity/.  
32 The selective aspect of this burden to remember and preserve a heavy but largely usable past is 
the focus of an important number of works. See, among others, Peter Mackridge, “National 
Identity in Modern Greece,” in Hellenisms, ed. Katerina Zacharia, 308.  Mackridge illustrates 
this point in his discussion of the term anapalaiosi. The invention of the word, which means “the 
process of making old again” (as opposed to renovation, to make new again), was necessary to 
describe the developments in the restitution of the Parthenon in the nineteenth century and 
similar work that followed on other ancient sites. The whitewashing that took place pushed to 
oblivion the Byzantine and Ottoman past of the monument. A new classicist (and Westernized) 
national symbol emerged. Like many ancient Greek monuments, the Parthenon had been in 
continuous use for religious and secular purposes throughout the centuries. Mackridge deftly 
points out that in fact its restitution according to the Western imagination only managed to 
destroy the evidence of continuity that the Greek state was so invested in.  
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During the current crisis, however, a distinct shift occurred: domestic interest turned to the 

repressed periods and modern Greek culture moved to the foreground.  

One trend in analyzing the crisis therefore focuses on cultural responses that involve a 

retrospective view of these obscure periods. As seen above, in their discussion on the role of 

history in current affairs, Antonis Liakos and Hara Kouki explain that Greeks “turned with 

urgency to the national past and re-read its transition to democracy, so as to make sense and 

render meaningful its troubled present.”33 In addition to examining a more recent past, however, 

new questions are being put to the classical era as well. A prominent example particularly useful 

for my project is Dimitris Papanikolaou’s concept of “the disturbed archive,” which exemplifies 

the retrospective glance that seeks to subvert established images in Greek performance.34 

Papanikolaou explains the reaction to the crisis as a “disturbing of the archive,” where the 

assumed “undisturbed relationship between past and present,” until now nurtured by the wiping 

out of the middle periods, is most fiercely attacked. The crisis itself is the “very point from 

which the past should be reviewed, revisited, re-collated, reassembled and reassessed, both in 

political and in identitarian terms.”35 In his theory of “archive trouble,” Papanikolaou observes 

that the reconsideration of the past brings to the fore not only instances of obscure history but 

also targets popular preconceived notions about the classical era and the assumed continuum 

between that high moment in history and today. To this point, Papanikolaou uses examples of 

performance that blur ancient Greek elements with current events in order to criticize the present 

political and social circumstances and present a counter history to dominant narratives.36 

                                                
33 Liakos and Kouki, “Narrating the Story of a Failed National Transition,” 58.  
34 Papanikolaou, “Archive Trouble.” 
35 Ibid. 
36 One such example is Kanigunda’s Nation-State (2011), performed in Athens at the 
inauguration of the Onassis Cultural Center.  
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Papanikolaou’s focus is on performance, and therefore the re-evaluation he describes implies an 

audience-oriented process, bound to progress according to each person’s pre-existing knowledge 

and reception. Disturbing the archive is a novel historiographic approach that challenges the 

continuity myth by calling into question the enduring image of modern Greece as “the 

quintessential archive of a perennial past.”37 In summing up the above main trends, therefore, 

Modern Greek scholars have analyzed the crisis not as a break with the past, but an opportunity 

to selectively bring Greek history to the foreground. During the profound political and social 

upheaval, the perpetual backward glance in Greek thought that ordinarily functions as a mode of 

cultural coherence has become a subversive historiography.  

In my review of Theatre Translation Studies, I focus on three subfields that examine 

translation practices present in my case studies: translation for the stage that engages with 

cultural representation and is therefore not limited to the linguistic transfer, supertitles, and 

issues of self-translation. An important debate within Translation Studies concerns the term 

“cultural translation,” a wide-ranging, ambitious, and rather contentious term that claims any 

cultural contact as translation, without the presence -- or even knowledge -- of the languages 

involved. The contributions of Mary Louise Pratt and Maria Tymoczko to the forum in a 2010 

issue of Translation Studies revealed the crux of the problem: by obscuring or marginalizing the 

significance of the linguistic contact, instances of monolingual (usually Anglocentric) creative 

processes are celebrated as enablers of communication between different cultures.38 This has 

                                                
37 Papanikolaou, “Archive Trouble.” 
38 Pratt, for example, begins her response by framing the matter in sharp criticism: “People could 
indeed be forgiven for seeing this as another plumed display of intellectual authority by 
privileged metropolitans who don’t know any languages and still want to uphold their monopoly 
on ideas.” Mary Louise Pratt, Birgit Wagner, Ovidi Carbonell i Cortés, Andrew Chesterman, and 
Maria Tymoczko, “Translation Studies Forum: Cultural Translation,” Translation Studies 3, no. 
1 (2010): 94. Tymoczko also expresses an opposition to the metaphorical uses of the term 
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important implications in theatre translation, where phases of interpretation occur throughout a 

production, from the initial discussions to ultimately audience reception and after, as Cristina 

Marinetti analyzes in arguing against the “separation of the linguistic from the ‘dramaturgical’ 

and the ‘performative.’” She continues: “The risk of such perspectives is that the creative 

potential of cultural encounters begins and ends with the translated text, which is then passed on 

to dramaturges, playwrights, directors, and actors who no longer have the means to engage with 

the language of the source culture.” 39 In bilingual performances, as with two of my case studies, 

engagement with language is central to audience experience and therefore not limited to 

processes before the rehearsals. As a consequence, linguistic transfer is hardly marginalized. 

“Cultural translation,” however, can still lead to dangerous assumptions in translations from 

Greek, because of the long history of exchanges between Greece and Western Europe that often 

over-rely on preconceptions rather than what is actually present in the content of the text in 

question.  

As seen above, Pratt, Tymoczko, and Marinetti, among others, problematize metaphors 

that are in wide use in the field of theatre translation. A persistent image that I engage with in my 

work is that of spatial metaphors, especially as they are combined with temporal dimensions. In 

their editorial that introduced the 2013 special issue of Translation Studies “Global Landscapes 

of Translation,” Angela Kershaw and Gabriela Saldanha propose the term landscape as one that 

preserves the spatial aspect of older metaphors, such as “transfer, source, target, field, flow, and 

wave.”40 Landscape, however, is more appropriate in their view, because it also introduces a 

                                                                                                                                                       
translation in certain contexts: “Using the term translation for the movement of people (except in 
the most concrete sense) is self-defeating if one wishes to have any real understanding of 
migration, diaspora and the result of cultural displacement and interface.” Ibid., 108.  
39 Marinetti, “Transnational, Multilingual, and Postdramatic,” 29. 
40 Angela Kershaw and Gabriela Saldanha, “Introduction: Global Landscapes of Translation.” 
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more active concept for the context of where the translation takes place and enhances the agency 

of the translator. They elaborate:  

The landscape metaphor refers to the environments in which translations are 

produced and received, and challenges images of such environments as stable 

substances within fixed boundaries. While this idea is in itself anything but new, 

we still lack a sufficiently sophisticated set of analytical concepts to describe the 

production and reception of translations in such a way that the dynamism and 

heterogeneity of the producing and receiving environments (landscapes) becomes 

an underlying assumption rather than something to be rehearsed and clarified in 

each new publication.41  

Kershaw and Saldanha’s description immediately brings to mind Arjun Appadurai’s five scapes 

(ethnoscape, mediascape, ideoscape, technoscape, and financescape).42  Indeed, the writers 

attribute their preference for the term, because it is already associated with concepts of cultural 

flow in Appadurai and Anna Tsing, whom they cite in support.43 Theories of mobility are 

undoubtedly useful in translation and in my own research. I find that theoretical approaches to 

how we understand the conceptual and physical borders that border theories articulate are 

essential in cosmopolitanism’s prompt to respectfully transgress cultural boundaries. Important 

work on cosmopolitanism has updated the notions of inter- or cross-cultural performance and 

problematized the idea of multiculturalism in globalization. Focused on various forms of 

performance, the essays in Ramón Rivera-Servera and Harvey Young’s Performance in the 

                                                                                                                                                       
Translation Studies 6, no. 2 (2013): 135. 
41 Ibid.  
42 Arjun Appadurai, Modernity at Large: Cultural Dimensions of Globalization (Minneapolis: 
University of Minnesota Press, 1996), 33.  
43 Kershaw and Saldanha, “Introduction,” 136; Anna Tsing, “The Global Situation,” Cultural 
Anthropology 15, no. 3 (2000): 346-47.  
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Borderlands address both material and conceptual borders, but with an emphasis on the 

inseparable notions of the aesthetic experience and the geopolitical reality, what the editors call 

the “border sensorium.”44 Josh Kun’s concept of audiotopia, for example, describes the aural 

contact zone that allows the listener to imagine connections that may be prohibited in the sphere 

of the geopolitical.45 This utopian possibility can also be found in Nikos Papastergiadis’s work, 

and I borrow some of the questions he addresses to the visual arts in order to investigate aspects 

of reconciliatory processes in my case studies.46  

A related useful concept is that of translation as “transfer.” While I am aware of the 

criticism against the term transfer within the discipline, I find it suitable for the specific Greek 

context and I will explain how I employ it in my research. Spatial metaphors in translation, 

usually guided by the etymological influence of trans (and the meaning of translate as “to carry 

across”), have been criticized for their anglocentrism and generally narrow Western 

orientation.47 Of course translation theory could only stand to benefit from expanding its purview 

beyond English and Romance languages. If etymology is a factor in the formation of new 

                                                
44 Ramón Rivera-Servera, and Harvey Young, eds., Performance in the Borderlands (New York: 
Palgrave Macmillan, 2011), 4.  
45 Josh Kun, Audiotopia: Music, Race, and America (Berkeley: University of California Press, 
2005).  
46 Nikos Papastergiadis, Cosmopolitanism and Culture (Cambridge: Polity, 2012).  
47 In the responses to the “Translation Studies Forum: Cultural Translation,” Andrew 
Chesterman and Maria Tymoczko explain the problem with relying too much on the English and 
Romance languages for the construction of translation theory. Chesterman states: “The 
corresponding terms in some other languages (such as Finnish, Turkish, Japanese, Chinese, 
Tibetan, Vietnamese, Tamil) do not foreground the notion of carrying something across, but 
rather notions of difference or mediation.” Mary Louise Pratt et. al., “Translation Studies Forum: 
Cultural Translation,” 104. This is also the case of Greek, where the word µετάφραση does not 
imply carrying across. Tymoczko further elaborates that “the metaphors of translation, 
Übersetzung, traduction, traducción, and so forth for textual and linguistic translation are 
entangled with a regime of Bible translation, the history of Christianity in Western Europe, the 
history of Western colonization and imperialism, and other specific facets of Western European 
history and culture.” Ibid.,108.  
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paradigms, then it should at least take into account a greater number of languages. In the Greek 

example, the Greek word for translation (metaphrasi, µετάφραση) includes the prefix meta- 

(which in Greek means post-, after, among other definitions) and thus can imply a temporal 

dimension. Translation comes after – not strictly after an original, but certainly after some sort of 

start text.48 Both temporal and spatial dimensions are significant in my project because of 

Greece’s geographical and conceptual positioning between East and West.  

There is another important reason why transfer applies in the Greek case, and it lies with 

its implication of the related metaphor of target. Kershaw and Saldanha provide a useful 

trajectory. While they recognize that translation as transfer is a resilient metaphor, they also wish 

to problematize certain aspects embedded in its use that center upon assumptions of linearity for 

the translation process and passiveness on the part of the translator.49 Keeping these objections in 

mind, however, I find the target metaphor -- that is part and parcel of transfer in their description 

– appropriate in the context of my work in translations of Greek into English, a historically 

hierarchical environment.50 Kershaw and Saldanha explain: 

[The concept of target] suggests both unidirectional movement and one 

dimensional causality. Targets are something to be reached or attained: the 

underlying assumption is that the force is exerted from the source in the direction 

of the target, rather than vice versa. In the geography of translation, however, 

translation operates not only as an export item funded to disseminate cultural 

                                                
48 The metaphor of “source” in source text has also come under scrutiny in Translation Studies. 
See Anthony Pym, “Translation Research Terms: A Tentative Glossary for Moments of 
Perplexity and Dispute,” in Translation Research Projects 3, ed. Anthony Pym (Tarragona: 
Intercultural Studies Group, 2011), 92. Accessed September 4, 2016. 
http://isg.urv.es/publicity/isg/publications/trp_3_ 2011/pym.pdf. 
49 Kershaw and Saldanha, “Global Landscapes of Translation,” 136-37.  
50 Ibid., 140. 
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images but also as an import item, selected by the target culture to fill specific 

gaps or suggest solutions for socio-cultural problems.51  

While the multidirectional process Kershaw and Saldanha envision for translation may be true in 

many cases, in the Greek context I analyze, translation is largely unidirectional. It is the Greek 

artists and translators themselves who wish to disseminate their work abroad and they are usually 

not funded by the receiving culture or by the Greek state. Translation provides an opportunity to 

transfer their language, background, and overall experience that enabled the creation of the 

original to a foreign context. In the case of recent translations during the Eurozone crisis, such as 

my three case studies, the endeavor becomes a personal negotiation of national identity and 

representation of “Greekness” under difficult circumstances. Given the negative images the crisis 

has produced, Greek artists during the profound recession after 2010 sought to publish and 

perform their work abroad, to inscribe their voices in an international cultural landscape, and to 

engage firsthand with Greece’s cultural representation in the media. But because of the 

conditions under which the translations are produced – locally, without native English, and often 

in a process of self-translation – the envisioned target, while certainly an important part of the 

process, can be quite unstable. There is no specific English-speaking audience addressed in 

translations where English represents the world. For Greek plays translated into English the 

target to be hit or missed is essentially the significant opportunity for global visibility.  

Regarding the more technical aspects examined in Translation Studies, another area I 

review is scholarly work that focuses on the use of supertitles. The lack of theory in this subfield 

makes it difficult to draw general conclusions from the published case studies. Marvin Carlson’s 

                                                
51 Ibid. Emphasis in the original.  
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Speaking in Tongues provides an important initial remedy to this gap.52 His study of languages in 

the changing international theatrical landscape has inspired translation scholars working in the 

field of intercultural performance, such as Helena Buffery. Buffery’s examination of 

“heteroglossia” in Catalan theatre performed abroad offers an intriguing model of local 

performance travelling beyond borders as a means of negotiating local concerns, a characteristic 

that permeates my case studies of Greek theatre performed abroad during the current crisis.53  

  One of the areas where supertitles studies tend to be difficult to apply to other contexts is 

in studies of the effect of supertitles on audiences. Such is the case of Yvonne Griesel’s rather 

technical perspective, where her model of categories of spectators (native speakers of only the 

source language, native speakers of only the target language, and those with an understanding of 

both, who can also be native speakers, i.e., bilingual) is rather limited to her case studies of 

German into French and vice versa.54 Her narrowly defined categories would not hold in other 

settings of several languages present, such as international festivals. In contrast, Louise 

Ladouceur’s work on Canadian “heterolingual” performance is novel in its consideration of 

audience reception in that she takes into account varying degrees of familiarity with the 

languages on stage.55 In this respect, her contribution can be taken beyond her specific cases, as 

                                                
52 Marvin Carlson, Speaking in Tongues: Languages at Play in the Theatre (Ann Arbor: 
University of Michigan Press, 2006).  
53 Helena Buffery, “Negotiating the Translation Zone: Invisible Borders and Other Landscapes 
on the Contemporary ‘Heteroglossic’ Stage,” Translation Studies 6, no. 2 (2013): 150-65, doi: 
10.1080/14781700.2013.774993.   
54 Yvonne Griesel, “Are Theatre Surtitles an Adequate Mode of Translation? Towards an 
Integrative View of Translation in the Theatre,” in Challenges of Multidimensional Translation, 
ed. Heidrun Gerzymisch-Arbogast and Sandra Nauert. Conference Proceedings. (Saarbrücken, 
Advanced Translation Research Center [ATRC] Saarland University Germany, 2005), 62-75; 
Later research: Yvonne Griesel, “Surtitling: Surtitles An Other Hybrid on a Hybrid Stage,” 
Trans: Revista de Traductología 13 (2009): 119-27.  
55 Louise Ladouceur, “Surtitles Take the Stage in Franco-Canadian Theatre,” Target 25, no. 3 
(2014): 343-64, doi 10.1075/target.25.3.03lad.  
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it can ideally suit diasporic settings, such as the one in my second case study, Abandon the 

Citizens.  

Self-translation, another under-theorized aspect of translation, is an important component 

of Greek theatre into English, since it is most often the case that Greek artists themselves 

translate their work in order to help it travel abroad. Among the limited academic attention 

afforded to the practice of self-translation, which has mainly been historical,56 Anthony 

Cordingley’s recent edited collection Self-Translation provides a wider spectrum of examples 

that are closer to the Greek paradigm.57 For example, the sections on postcolonial perspectives 

and cosmopolitan identities combine novel approaches from a diversity of voices. From a 

different disciplinary perspective, but equally valuable to Translation Studies, Papastergiadis’s 

model implies a self-translation (and consequently, a self-representation), since by translating 

themselves artists render their culture more “visible.”58 Papastergiadis explains that translation 

persists because “[i]t thrives in the desire to bring your culture into the cosmopolitan dialogue.”59 

In my review of self-translation therefore, I focus on wider culture-based approaches that 

illustrate translation’s powers of negotiating identity, past and present.  

For a historical review of translation modes, I examine writings by Greek intellectuals of 

the early nineteenth century, because, as seen above, the Greek crisis prompted a re-examination 

of political history with a critical point of return the beginning of the Greek state in 1832 

following the revolution against the Ottoman Empire in 1821. In cultural matters, the Greek 

Enlightenment that preceded the war is particularly significant to my work not only for one of 

                                                
56 Such as Jan Walsh Hokenson’s and Marcella Munson’s book The Bilingual Text: History and 
Theory of Literary Self-Translation (Manchester, UK: St. Jerome, 2007).  
57 Anthony Cordingley, ed., Self-Translation: Brokering Originality in Hybrid Culture (London 
and New York: Bloomsbury, 2013).   
58 Papastergiadis, Cosmopolitanism, 154.  
59 Ibid.  
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my case studies, but also for its enormously influential principles of communication with the 

West, which included methods of translation. I specifically focus on the work of Adamantios 

Korais (1748-1833) and his concept of metakénosis.60 This term referred to the transfer of the 

ideas of European liberal humanism through translation into Modern Greek.61 Korais’s 

translation program included French writings, but also classical Greek works.62 European 

thought of the seventeenth and eighteenth centuries was assumed by Korais to be based on 

classic Greek ideals, and its re-translation into Greek was undertaken in earnest in order to 

inspire sentiments of national unity, continuity with the classical past, confidence in Greek 

letters, and eventually mobilization against the Ottomans. Korais’s highly consequential 

principle for Greek intellectuals dismissed Eastern influences in Greek culture and emphasized 

the role of classical Greece in European thought.  

Even though metakénosis only valued the direction of cultural production from Western 

Europe to Greece, I employ the concept in my research to study the historical biases that Greeks 

exhibit for their own past. Recent criticism seems to have rediscovered the links between a 

historical anxiety to catch up, that metakénosis implies, with the sense of “culture of 

surveillance” to which Greece has been and continues to be subjected through the external 

                                                
60 The morpheme meta-, present in metaphrasi (translation) is also observed in metakénosis. In 
this view too, I consider the term transfer as useful in exploring the presuppositions inherent in 
the term metakénosis and its relationship with metaphrasi.  
61 Adamantios Korais, “Ακολουθία και τέλος Αυτοσχέδιων Στοχασµών,” [Sequence and Ending 
of Impromptu Reflections], in Ο Κοραής και η Εποχή του, [Korais and His Time] ed. by K. Th. 
Dimaras (Athens: Zacharopoulos, 1958), 163. A brief reference that highlights the concept’s 
nationalist undertones is also found in Benedict Anderson, Imagined Communities: Reflections 
on the Origin and Spread of Nationalism (London and New York: Verso, 1991), 72. 
62 Adamantios Korais, Προλεγόµενα, δεύτερον εκδιδόµενα δια συνδροµής των οµογενών 
[Prologues, second edition published with the help of the diaspora] 1815 (no publication 
information). Some useful writers for Korais were, among others, Aristotle, Xenophon, and 
Plutarch, but also Racine, Corneille, and Rousseau.  
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supervision imposed by the fiscal crisis.63 However, the connection between the theoretical 

framework of historical metakénosis and current questions of cultural loans and debts has not 

been properly addressed in scholarship, which is what I hope to have accomplished here. While 

metakénosis may express a desire for the Greeks’ self-improvement, it is not simply an internal 

affair. On the contrary, its significance is founded on the fact that it was instrumental in the 

construction of modern Greek identity by providing a theory of continuity between ancient and 

modern Greece, and therefore conditioned the ways by which Greeks sought -- and still largely 

seek -- to relate to Western Europe. As such, metakénosis and its historical influence constitute a 

key investigation for my study of translation as cultural transfer from Greek into English.  

 

Argument 
 

My project examines translated theatre as the site where the questioning of history takes 

place: how the historicizing trends materialize in a framework of residual interpretations of 

classical Greece on the one hand and perceptions of the contemporary crisis on the other. In the 

globalized context of the crisis I do not focus on the introvert history performed within Greece, 

although elements of this trend are inevitably part of my analysis. Instead, I examine the 

outward-looking promotion of a new historiography that relies on translation. I am particularly 

interested in those elements that present a challenge in translation, such as politically charged 

historical references, and I highlight the negotiations that take place in their transfer into English 

for non-Greek-speaking audiences. The often subversive representations of history on stage or in 

print were understood differently by those who had access to the originals. There is a distinct 
                                                
63 “Modern Greek culture had been, since its inception, a culture under surveillance.” 
Gourgouris, Dream Nation, 143. The conditions of surveillance imposed by German 
representatives in the European Commission with regards to debt relief for Greece are 
summarized in Sommer, “European Crisis Discourses: The Case of Germany,” 14. 
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esoteric tendency in Greek cultural products of the crisis that demands close knowledge of the 

historical past under scrutiny. Degrees of “archive trouble” were evident in the translations’ 

common struggle to make known a culture that has been bypassed: the non-classical, at times 

multilingual, non-Western aspect of Greek culture. The plays, and most importantly their 

translations, interrogate Greek culture’s position between the East and the West as they re-visit 

Greek history.  

I argue that the manifold re-examination of the past evident in the crisis represents a way 

to re-negotiate Greece’s ambivalent position as a borderland between East and West. For Greek 

cultural politics, rejecting, or at least questioning the ancient past -- that was until now seen as 

the only valuable past, especially from a foreign perspective -- is a way to reject Western 

perspectives on Greek culture. Indeed, the crisis itself is experienced as imposed by Western 

economic standards.64 The question of whether Greece is a European (or Western) country has 

been a constant in Greek studies, evident in the many works that address this point.65 The crisis 

created an urgency to deal with this long-term issue in a global context and resulted in a more 

consciously historicizing perspective. By privileging a recent past, as opposed to the classical 

glory, or by reframing perceptions on ancient heritage, Greeks question the value attributed to 

their history according to Western standards and claim their own set of criteria by which to 

experience their national past. Liakos’s critique of historiography, for example, explains that 

Western Europe imposed a specific historiographic approach to peripheral cultures.66 In his view, 

the West designed a hierarchy of values that permeated historical thinking in all societies within 

                                                
64 Kouki, “European Crisis Discourses,” 17. 
65 For more recent work about the crisis and Greece’s position see: Anna Triandafyllidou, Ruby 
Roupas, and Hara Kouki, eds. The Greek Crisis and European Modernity (Basingstoke, UK: 
Palgrave Macmillan, 2013), 16.  
66 Antonis Liakos, “History Writing as the Return of the Repressed,” Historein 3 (2001): 57.  
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its sphere of influence. The most deleterious effect of this was the “stigmatization” of those 

outside these parameters, which he argues traumatized these nations, and the trauma became part 

of their identity.67 Building on Liakos’s argument, then, I understand the recent questioning of 

official history during the crisis as directly linked to Greece’s negotiation of its self-image in a 

global context. The Greeks’ idea of themselves was constructed abroad, first by Hellenism and 

most recently by the international financial pages. The crisis prompted Greeks to reconsider their 

history and to reclaim control of their international image. Greeks’ rejection of the externally 

projected image, then, defies Western dominance. The now established trend of representing the 

historical past through personal experience, such as the popular genre of documentary theatre has 

come to replace official history.68 (Indeed, two of the three case studies I examine can be 

categorized as theatre of testimony.) But for the main part the performance of this disruption has 

remained within the confines of the Greek language, and therefore its effects have been 

examined mainly on local audiences.  

My study of translations into English widens the scope of studies on the Greek crisis. Of 

course, the translation of this material poses certain challenges, as I demonstrate through my 

three case studies. My goal is to highlight the processes that take place in translation from Greek 

into English in the heightened environment of the crisis. Socio-economic developments 

obviously affect original playwriting and dramaturgy, as performance is enlisted among the tools 

that attempt to express how the crisis is experienced in Greece. The tensions that are still under 

examination within the Greek paradigm, such as the new perspectives on history that I described, 

                                                
67 “Trauma was produced by Western historiography and expressed in a negative consciousness. 
That is, in a hetero-definition of the self.” Ibid. 
68 In Greece the global trend of a popularization of history roughly coincided chronologically 
with the crisis. Liakos summarizes the many ways this tendency took form in recent years (e.g., 
popular magazine special issues, etc). Antonis Liakos, Πως το παρελθόν γίνεται Ιστορία [How 
the Past Turns into History] (Athens: Polis, 2007), 17.  
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establishing the parameters of the play’s universe each time and letting the spectator in.46 For 

Sons and Daughters in particular, this method consisted of clearly defining the context of each 

story as the product of an interview. The idea of a pedagogy of the specific piece informed the 

production as a whole. For example, in the development of each scene the performers take 

simple props from around the stage, where they have been arranged beforehand ready for use. 

These articles appear in response to images and concepts mentioned in the story narrated each 

time. Simple objects such as a small toy house, coffee cups, etc., become the only visual aids to 

the stories besides the actors’ bodies, and they are re-used several times as signifiers for a 

multitude of references. The simplicity of the visual world of Sons and Daughters emphasized 

the dominance of the text as driver of the action, but for Kalavrianos it also ensured that audience 

and performers communicate without unnecessary visual mediation.47 This strategy became 

particularly important in the play’s performances abroad, where communication with foreign 

audiences could not rely on the aural experience of the text.  

The pedagogical and translational method described above also concerned the acting of 

the piece. Kalavrianos’s main approach is founded on a principle of “showing” rather than 

“acting” the text, or a presentation rather than a representation of the action narrated: “The 

approach is somewhat influenced by Brecht – I don’t mean this in the political sense though. It’s 

the aesthetic dimension of teaching the play that I’m interested in.”48 When asked in interview 

about how he sees the connection to Brecht, Kalavrianos explained that he uses distancing 

devices, such as the narrator, not in the hope to awaken an audience to action but to lead them to 

                                                
46 Ibid.  
47 Kalavrianos, in discussion with the author, January 7, 2015. 
48 Kalavrianos, in discussion with the author, January 5, 2015.  



	

 152 

an alternative way of experiencing theatre.49 As a general principle in his work, he believes in 

having the actors always appear as “facilitators” before they assume their roles and provide 

commentary directly to the audience.50 In Sons and Daughters this was evident in several scenes 

where the young actors first enacted the interview process; in other words, they first played 

themselves interviewing their elderly subjects. Then they were gradually immersed themselves in 

the recorded stories assuming the role that the interviewee had in the story he or she volunteered. 

The revelation of the interview process and its enactment on stage included speaking the lines of 

the central interview question: “tell us a story about yourself, anything you want.” And later: 

“something that changed your life forever.” Including part of the interviews in the scenes further 

underlined the performers’ roles as facilitators, and therefore highlighted the “reality” of the 

work. However, it also exposed some of the layers of mediation that foregrounded the 

translational negotiation between the real and the fictional.  

A significant strategy that both detracted from and reinforced the fictional aspect 

included the absence of a character list. In the text, the characters are designated by numbers 

(Character 1, Character 2, etc.). The actors alternate roles constantly, a strategy that is made 

evident in the introductory interview scene and then followed throughout the play. The numbers 

do not really serve character development purposes but rather  seem to be more a device for 

organizing casting needs. In the beginning it is often unclear which actor plays which character, 

because each scene begins with several actors sharing lines. Gradually, however, one performer 

dominates as the character’s voice, and the others circle around to help the actor tell the story. 

They sometimes form the audience to the story, or they embody other characters mentioned by 

the main character. Commentary on each story is written as lines that surround the main narrative 

                                                
49 Ibid.  
50 Ibid.  
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in each scene. The following passage, a story from the Axis Occupation, illustrates the play’s 

dramaturgical pattern: 

3 One day we ran out of salt 
2 My mother goes to the black market man - who later became a congressman – and 

tells him: 
5 We need salt 
3 There is no salt 
5 The suit. The radio 
3 What else do you have? Your wedding bands. 
5 What?! 
3 The rings 
2 And what do you think I did? 
4 She cooked with seawater 
2 We lived in Patras, just a stone’s throw from the beach.  
5 She put sea water in the pot. 
1 The food was inedible. 
2 But we ate it.  
5 All of it.51 

 
 

 While the mother in the story is initially designated as character 5, it quickly becomes evident 

that “5” is not so much the name of the character, as it is a designation for a performer. Lines 

ordinarily belonging to the mother are shared by performer 2 (“And what do you think I did?”). 

In addition, the scene opens with performer 3 announcing the circumstances as one of the family, 

while later the same performer plays the black marketeer. Characters 1 and 4 are not involved in 

the scene. Instead, they rather form a first audience that turns to the auditorium and comments on 

the action. While the lines of all speakers are somewhat separated, there is no firm reason to 

abide by each character because the conventions of the specific text are not those customary to 

dramatic theatre. For instance, there is not a development of character in each scene, nor is there 

one central plot in the play. This technique further avoided identification and promoted a sense 

                                                
51 Kalavrianos, Sons and Daughters, 12. This scene was added in the third version of the text, as 
it was published in 2013.  
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of interchangeability of experiences between the interviewees. The personal becomes more 

communal and perhaps even a part of a new national narrative.  

The closely knit relationship between performance and text in Sons and Daughters had 

important consequences for the play’s translation. Kalavrianos’s method of teaching the 

parameters of the specific production was put to the test especially in the performances outside 

Greece. While the comparison between past and present resonated with Greek audiences, 

communication based on a shared historical background, a major factor in the play’s success 

with local audiences, was not an option for the performances abroad. Instead, the production 

relied on the most universally identifiable stories that could be understood by spectators without 

Greek, for whom English served as a vehicular language in the supertitles. Scenes that depicted 

financial hardships, for example, were obviously easier to  transfer without elaborate 

contextualization. But the historical aspects of the stories, which in the crisis context created 

more politicized messages, were not evident to audiences who could not understand the Greek 

text.  

 

Translation in Supertitles 
 

In this section I move from the translational processes of the play that informed its 

creation to focus on aspects of the play’s linguistic translation and its presence outside Greece. 

My objective in considering certain translation decisions is to approach the practices critically, 

although I do not believe in the existence of one single solution. Due to the charged political 

circumstances where this exchange took place, the results of the translator’s work acquire 

particular importance in this case, especially in the translation of key moments during the play 

that portray important events in Greek history. While Sons and Daughters certainly participates 
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in the current cultural trend of revisiting the past as it was developed in Greece, it also expanded 

its remit in its circulation beyond national borders. The play’s translation is in itself a disturbance 

of the archive because of the alternative historiographic approach the new text sets forth. The 

translation’s most important contribution is that it attempted to make known this repressed 

history abroad, where only classical Greece could until recently be a point of reference. 

Obviously, the critique of Greece’s negotiation with its own past that Papanikolaou proposes 

requires specific knowledge of the cultural territory. However, Zaroulia relates that 

Papanikolaou, as well as other Modern Greek Studies scholars such as Liakos, “saw in the Greek 

paradigm the arena that could host a bigger battle – that between neoliberalism and the 

potentialities of resistance.”52 This is how the reconsideration of the past relates to the crisis: it 

represents an act of resistance, because, by considering other affiliations that stem from Greece’s 

discomfort in its idealized Western identity, Greek culture rejects the idea that Europe -- and 

consequently its current policies – can be the only way forward. In Sons and Daughters this 

resistance is evident mainly on two levels: in the translated play’s emphasis on the personal as 

opposed to the political, and in the text’s reviving certain hostile relationships in the past, which 

question Greece’s position in the European Union.  

 Consistent with the precarious conditions for theatre-making in Greece, Sons and 

Daughters ventured abroad quite unprepared. Its translation was commissioned under mysterious 

circumstances. The text of Sons and Daughters was translated into English solely for the purpose 

of supertitles. The goal was to first add supertitles to the Sforaris’s production promotional video 

so that the company could send it with applications to international festivals. Later the same file 

would be used to project the supertitles during performances abroad. The translation was 

                                                
52 Zaroulia, “Greece Still Remains,” 8-9.  
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commissioned and completed hurriedly in Spring 2013.53 When asked about the process, 

Kalavrianos refused to elaborate or even name the translator, who was not mentioned in any 

form of the publicity material (including the YouTube video entry).54 When discussing the 

quality of the result, Kalavrianos agreed that the translation was not very successful.55 I am not 

primarily concerned here with the text’s mistranslations, although there were several occasions 

of missed linguistic opportunities. There were obviously good reasons that the first draft of a 

demanding translation did not scan perfectly or even make sense in certain parts. But I feel 

obliged to pause and evaluate the status of theatre translation when a production that arguably 

relied on the power of its text for its Greek performances did not allow this crucial element the 

time and effort devoted to other aspects of the work. Two important issues stem from this and 

similar practices: First, the translator was evidently not considered a collaborator of equal status 

to others who worked on the production, such as the actors (some of whom also participated in 

the interview process), the composer, and lighting designer. The context of the crisis and current 

economic hardship heightens the sense of ethical consequences of this marginalization. Second, 

there seems to have been an overwhelming optimism regarding how much the physical and 

visual elements of the performance could communicate to a foreign audience.  

Translation in supertitles hardly provides enough room for creative solutions in search of 

linguistic equivalence, and there can be no opportunity for compensation or additional 

                                                
53 The supertitles were later published on the video of the production on July 12, 2013. Sforaris 
Theatre Company, Sons and Daughters: a Play on the Quest of Happiness (version II, full 
performance with subtitles) YouTube Video, July 12, 2013, accessed September 4, 2016.  
https://www.youtube.com/watch?v=tMzse-cc4is. 
54 Indeed, it was impossible to record the name of the translator in any of the materials, nor from 
the information collected during interviews with the writer and director. Even after repeated 
attempts, he was simply mentioned as an (anonymous) external collaborator. Kalavrianos, in 
discussion with the author, January 7, 2015.  
55Ibid.  
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information in footnotes. In the case of Sons and Daughters, the supertitles do not seem to follow 

a model of correspondence. The result is often one of foreignization; that is, the English text 

constantly reminds the spectator of the translation’s mediation: it certainly wouldn’t “pass” for 

the original.56 In a paradoxical reversal to Venuti’s concept of foreignization as assertion of the 

translator’s voice, however, this was most probably not consciously a desired effect.57 Sons and 

Daughters is translated in a manner that effaces the translator without accomplishing the 

seamless domesticating effect that could enable a smoother transition of the work. The disparities 

seem to be more the product of ineffective analogy. It quickly becomes obvious that translation 

was treated as a technicality that nevertheless could have had a decisive impact in the play’s 

reception abroad. 

With all their disadvantages, supertitles can offer an opportunity through their mediating 

function in performance. Marvin Carlson acknowledges that for an increasing number of theatre 

practitioners and audiences, supertitles are no longer assumed to be “the straightforward,” or 

“presumably neutral device not actually part of the production.”58 Financial restrictions can 

sometimes prevent a more creative consideration of their potential. However, as Yvonne Griesel 

points out, successful subtitling for the theatre depends less on financial circumstances and more 

on “acceptance and creativity.”59 In Sons and Daughters the English supertitles were not a 

foreign aesthetic language, but instead they were symptomatic of the work’s context of 

international circulation that had produced the aesthetics of the production in the first place. 

                                                
56 Lawrence Venuti, The Translator’s Invisibility: A History of Translation (London and New 
York: Routledge, 1995), 7.  
57 Ibid., 17.  
58 Marvin Carlson, Speaking in Tongues: Languages at Play in the Theatre (Ann Arbor: 
University of Michigan Press, 2006), 198.  
59 Yvonne Griesel, “Surtitling: Surtitles An Other Hybrid on a Hybrid Stage,” Trans: Revista de 
Traductología 13 (2009): 126.  
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Εarly in the play’s trajectory, in June 2012, Sforaris had the opportunity to stage their play in one 

of the city spaces of the Greek Festival of Athens and Epidaurus, the Piraeus Street building.60 

The festival attracts a large audience, and because it takes place during the summer, its public 

often includes foreign visitors. While Sons and Daughters was not performed with supertitles at 

that initial phase, the context of the international festival with several guest performances was 

part of the play’s creative environment. Greek artists of Kalavrianos’s generation developed their 

work in a framework of international artistic exchanges, and most of them have had the chance 

to watch performances from visiting artists in their country, or worked abroad themselves. It is 

therefore surprising to see that the company neglected the creative potential of supertitles as side 

texts for their own performances abroad.  

There is unfortunately very little information regarding how foreign audiences received 

Sons and Daughters. The production travelled to festivals in Udine, Italy, and Sarajevo, Bosnia 

Herzegovina. Both these performances created special conditions for the reception. First, the text 

available to the audiences in the form of supertitles was in Italian and Bosnian respectively, and 

in both cases it was translated from the English translation of the Greek text. No information on 

the process or the translators involved was made known. In the Italian case the published press 

release available certainly speaks to the packaging of the work for an Italian audience. The 

publicity material on the occasion of the production in Udine framed the piece on two political 

fronts -- the present conditions and the ancient past: “…the country that has been on the verge of 

default risk for the longest time. And now we have come to see what’s happening, which 

                                                
60 “Sforaris Theatre Co – Yannis Kalavrianos: Daughters and Sons, A Play on the Quest of 
Happiness,” The Athens and Epidaurus Festival website, accessed September 4, 2016, 
http://greekfestival.gr/en/events/view/sforaris-theatre-co-%E2%80%93-yiannis-kalavrianos-
2012.   
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questions, demands, and curiosity move the ancient, yet always living art of the theatre during 

the crisis.”61 And on a relevant note but focusing on the glorious past, the release calls the 

production “an unusual collection of fragments of twentieth-century history and individual 

personal narratives from the country that has been the emblem of Western democracy and the 

polis.”62 It seems like a missed opportunity to obscure the specific references to the crisis when 

the Italian performance of the play is marketed along the lines of a shared European identity with 

the neighboring country. In February 2013, when Sons and Daughters traveled to Udine, Italians 

were struggling with their own financial and social disruption caused by the European recession. 

The Italian publicists clearly alluded to current and past similarities between Italy and Greece in 

their attempt to market the play for their audiences, but the Greek production did not adapt the 

translated text accordingly to make available the comparisons between the historical references 

and modern-day concerns as they are understood in the original Greek text.  

The projected audience for the play’s translation was not very specific. The text was 

translated into one set of supertitles for any international festival that would invite Sforaris and 

not necessarily for a specifically situated native English-speaking audience. The uneven 

linguistic and cultural territory of international festivals certainly requires adaptation to diverse 

systems at the same time. Ideally, each production at every festival should adjust the supertitles 

just as other elements of performance are adapted according to the space, venue, etc. The more 

                                                
61 In the original: “…il Paese che è stato più a lungo sull’orlo del rischio default. E allora siamo 
andati a vedere cosa agita, quali interrogativi e da quali istanze e curiosità solleva, nella crisi, 
l’antica e sempre vitalissima arte del teatro.” Agenzia Regionale Diritto agli Studi Superiori Sede 
di Udine. “8-9 febbraio ‘Figli e figlie’ da Atene alla ricerca della felicita.” February 7, 2013, 
accessed September 15, 2015. http://erdisu.udine.it/cms/2013/02/07/8-9-febbraio-figli-e- figlie-
da-atene-alla-ricerca-della-felicita-10-feb-audizioni-virgilio-sieni/ (site discontinued).  
62 In the original: “…un riepilogo eccentrico di frammenti di Storia novecentesca e di vicende 
umane individuali, dal Paese che è stato l’emblema della democrazia occidentale e della polis.” 
Ibid.  
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targeted the translation, the better its chances at communicating the particular and possibly local 

elements of the work to a foreign audience. The issue is not simply linguistic specificity but, 

most importantly, cultural recalibration. However, just as the translator was not credited for the 

work, the translation was obviously not considered one of the work’s aspects meriting adaptation 

in different circumstances. Accordingly, there was no clear sense of the audience addressed. The 

obligatory generalizations that resulted in the translated text were even more problematic 

because of the play’s narrative form, which overwhelmingly relied on the text.  

Perhaps the scant attention that was given to the translation reveals the creative team’s 

position with regards to the tension between the personal aspect of their play and the historical 

references. At all the stages of development of Sons and Daughters, the members of Sforaris had 

to negotiate the significance of the historical material and their desire to perform personal stories 

without taking a political stance.63 However, this was proven impossible particularly during the 

crisis, where historical events acquired special political importance for their relevance to present 

financial and political conditions. As seen in the negative Athens review that resulted from the 

stage representation of the Civil War, Kalavrianos’s play was expected to fulfill certain 

expectations for its Greek audience that varied according to each spectator’s political views. The 

performances abroad were an opportunity to focus on the personal aspect of the stories, which 

could promote communication among different cultures. However, the circumstances of the 

crisis and its international repercussions raised the expectations for a Greek play. As a 

consequence, the supertitles in a similar project would have to be carefully considered for their 

capacity to contextualize those elements specific to Greek history so that an audience without the 

same frame of reference could understand them. 

                                                
63 Kalavrianos, discussion, January 5, 2015. 
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An example of the supertitles’ communicative potential occurs at the outset of the play. 

The book version of Sons and Daughters included a director’s note in place of an introduction. 

In the subtitled promotion video, the same note is included at the beginning of the video, before 

the actual play begins. This reads:  

Five young performers travelled all over Greece (from Athens to Thessaloniki, 

Crete, Mykonos, Corfu, Amorgos, etc.) for 13 months, interviewed senior citizens 

and asked them to remember the single significant story that changed their life. 

Out of 85 stories, they picked those that were more attached to historical 

events and enact on stage true episodes that happened during the declaration of 

war by the Italians, the invasion of Greece by the Germans, the build [sic] of the 

Berlin Wall, the Coup of the Generals in 1967, the immigration to Germany, 

Australia and Canada, the elections on [sic] 1981 and the rise of the Social-

democratic party of Andreas Papandreou until the Athens Olympic Games in 

2004. 

The final play is a mosaic of unwritten, short stories of the everyday life, 

which sometimes loses its way, but insists on wanting to be happy in a parallel 

world under the official, recorded History.64  

                                                
64 Sforaris Theatre Company, Sons and Daughters: a Play on the Quest of Happiness (version II, 
full performance with subtitles) YouTube Video, July 12, 2013, accessed September 4, 2016.  
https://www.youtube.com/watch?v=tMzse-cc4is. 
The same text was translated by Eleni Drivas for the US production’s press release as follows: 
“Sons and Daughters is a play based on real interviews from people who are asked to tell a story 
that sealed their fate. Their stories are associated with important historical events from modern 
Greece, but above all describe the constant search of everyday people’s happiness, beyond the 
major political and social changes in the recent history of the Greek State.” Greek Cultural 
Center “Sons and Daughters,” press release, March 15, 2016.  
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This information in the video was projected on the supertitles screen at the beginning in the 

foreign performances in Udine and Sarajevo. In addition, this text was printed on the poster for 

the Informal European Theatre Meeting (IETM) presented in the Bios art collective in Athens in 

October 2013. The event’s theme was the financial crisis and it brought together about 500 

performances from different countries.65 The audience in this occasion was Greek and foreign 

participants of the international festival.  

Only the English translation of the text was projected. The announcement foregrounds 

the play’s historical aspect and supplies the exact information a foreign audience would be most 

likely to miss. For example, in the scene about World War II, the references to bombings of 

cities may be recognizable, but the specific names and events included as markers of the event in 

the story would likely be recognized only by a Greek audience. The introduction in the 

projection, therefore, primarily informed the foreign audience of the general chronology of the 

events that would soon unfold before them. The historical references in Sons and Daughters, an 

important element of the play’s layered meaning for its Greek audiences, were not developed in 

the supertitles. The supertitles had the potential to question, and at times even subvert, the 

narrative by foregrounding the cultural tensions that were available to the original audience. For 

example, the concept of “the invasion of Greece by the Germans” was a phrase that 

communicated historical and current political nuances to the Greek audience, who 

overwhelmingly relate the Axis occupation in Greece in the 1940s with the current financial 

supervision.66 But it is unclear whether its rendering into English was actively placing “the 

                                                
65 The website of the Informal European Theatre Meeting, accessed September 4, 2016.  
https://www.ietm.org/en/content/ietm-autumn-plenary-meeting-athens-2013.  
66 Media in Greece beginning in 2012 fueled the Greeks’ anti-German sentiment by comparing 
the German government’s position on the Greek fiscal crisis to the relations between Greece and 
Germany during World War II. Julia Amalia Heyer and Ferry Batzoglou, “When in Doubt, Call 
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Germans” as Greece’s enemy (which is what it does in Greek), or if it was simply a word-for-

word rendering. Because of the translation’s resort to literal solutions, the supertitles failed to 

provide necessary contextualization. Similarly, references to the “Italians” and “Bulgarians” in 

ethnic rather than historical or political terms, such as the Axis Powers, while faithful to the 

original, required more conscious decisions regarding the English text’s political message of the 

text.  

Ultimately, the translation of Sons and Daughters, perhaps more than the play’s Greek 

productions, reveals a tension between the personal and the political at a difficult time for 

Greece. The cultural force of the text did not translate into the supertitled performances. If the 

impact of the historical ideologies intertwined in the play, of which the construction of Greek 

national identity is at the forefront, would have been lost on a non-Greek audience, it is hard to 

find a reason behind the whole endeavor of transferring the work into a foreign language. Yet, it 

is exactly the present moment in European politics that gives importance to the translation of 

texts like Sons and Daughters, and it is the present moment that makes their reading political. 

 

The US Production  
 

An occasion with different results in Sons and Daughters’ career abroad was its 

production in New York City. The play was staged by the Greek Cultural Center in Astoria in 

                                                                                                                                                       
Them Nazis: Ugly Stereotypes of Germany Resurface in Greece,” Trans. Christopher Sultan. 
Der Spiegel, February 29, 2012, accessed September 4, 2016. 
http://www.spiegel.de/international/zeitgeist/when-in-doubt-call-them-nazis-ugly-stereotypes-of-
germany-resurface-in-greece-a-817995.html. The question of the German reparations to Greece 
from the Axis occupation also came into the conversation about the debt crisis soon thereafter. 
Alison Smale, “Germany and Greece Locked in Mutual Obsession,” The New York Times, April 
14, 2015, accessed September 4, 2016. 
http://www.nytimes.com/2015/04/15/world/europe/germany-and-greece-locked-in-a-mutual-
obsession.html.  
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April and May 2016. It was performed in Greek with English supertitles that had been newly 

translated by Eleni Drivas. The Greek Cultural Center has a clear mission of reinforcing 

connections between the immigrant community in New York and the homeland as well as 

promoting Greek culture in New York. The theatre department began its work in 1977. Since 

then the Center has not only brought successful productions from Greece but also, true to their 

goals of engaging more members of the Greek American community, has produced work in 

Greek or in English that employs US-Greek artists as actors and other collaborators. Their 

production of Sons and Daughters, one of their three annual offerings, is an example of the 

above practices. Drivas learned about Sons and Daughters from acquaintances in Greece. After 

reading the published version, she appreciated that the work would find an audience in Astoria 

and decided to translate it. Lyto Triantafyllidou was asked to direct and four Greek American 

actors shared the five characters of the original play.67  

The translator, Eleni Drivas, is the head of the Center’s theatre department and 

responsible for the repertory. She is Greek American, born and raised in New York. Drivas’s 

version is an adaptation of Kalavrianos’s text with the addition of four more monologues in 

English. These texts were the product of interviews with members of the Greek-American 

community that Drivas had collected earlier.68 She and the director were inspired to add more 

stories that would complement the scene of the Greek American narrative in Kalavrianos’s 

original. Drivas wrote the new scenes and decided their placement in the text together with 

Triantafyllidou.69 Triantafyllidou suggested they include them in English.70  

                                                
67 Lyto Triantafyllidou, Skype communication with the author, May 2, 2016.  
68 These were part of a project Drivas has been working on for two years. Eleni Drivas, in 
discussion with the author, May 25, 2016. 
69 Kalavrianos was informed of their intentions and approved any additions, as long as the two 
authorial voices, his and Drivas’s, would be clearly separated. Ibid.  
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The new translation drew out those aspects in the stories that negotiated the tensions of 

belonging and added more scenes on that subject. That way the concept of home became a 

central theme in the play, following the personal interests of both the translator and the director, 

each with her own immigrant family and personal history.71 Triantafyllidou was particularly 

interested in bringing out the ways each person experiences the feeling of having two parts of the 

world as home.72 Drivas mentioned that the concept of home affected her translation decisions in 

relation to her own Greek American identity: “No matter where you are ... I think there’s always 

that feeling that Greece is the motherland and that everything will be great when I go there. And 

once you go there, it’s not exactly this .... perfect place that you have envisioned. That was 

something that I always felt. Growing up I always wanted to move to Greece.”73 In her attempt 

to express that feeling that is shared among Greek Americans, the additions were narratives by 

women from the Greek diaspora, and all of them treated the theme of the personal aspect of the 

immigrant experience. The movement of those immigrant women was a direct result of political 

developments. While their stories were different, the common personal element in the narratives 

aided comparisons to the present situation, where the fiscal crisis has added new Greek 

immigrants to the community. For Triantafyllidou, the emphasis on the personal aspect was a 

way to avoid representing these women as stereotypes. As she explained: “Too often in theatre 

that deals with immigration, or in political theatre in general, we end up with clichés. The very 

personal stories and the way we approached them I think helped avoid that.”74 

                                                                                                                                                       
70 Drivas, discussion.  
71 Ibid.; Triantafyllidou, communication. 
72 Triantafyllidou, communication.  
73 Drivas, discussion. 
74 Ibid. Most of the actors in the production, and Triantafyllidou herself, were recent additions to 
the Greek American community.  



	

 166 

The director and translator of the Astoria production had a clear sense of how they 

wished to balance the historical value of the work and the overall personal tone of the 

storytellers. In our interview, in response to my question as to how Triantafyllidou evaluated 

Drivas’s additional texts in the script, the director explained that she and the translator desired to 

see more of recent Greek history.75 The original play begins in the historical mode, but as I 

described earlier, about halfway through the emphasis shifts to more personal stories and the 

historical background is rather faint. Triantafyllidou wanted to push the exploration of Greek 

history and the four additions of the Greek-American community facilitated that goal.76 Drivas 

too was interested in staging the play primarily because of its potential as an alternative means of 

reading Greek history.77 For Triantafyllidou the added texts were an opportunity to learn more 

about Greeks in the United States, who also have had to deal with unfair stereotypes: “I wanted 

to encourage mutual sympathy between the Greek Americans who have been here for 

generations and those new additions who just arrived looking for work. Those established here 

for generations are considered stuck in the 60s! I think the performers’ and collaborators’ young 

age helped with that.”78 These images of immigrant Greeks, perpetuated in popular culture, do 

not only consist of how other cultures see Greeks but also form the image of the diaspora among 

the Greeks in the mainland. Because the Astoria production’s audience was made up of not only 

members of the more established community but also by newer additions of recent Greek 

immigrants fleeing the ongoing recession in Greece, the play constituted an opportunity to 

reconcile two aspects of a misunderstood culture. The adaptation provided insight into Greek 

history for Greek and foreign audiences, by recontextualizing that history along more recent 

                                                
75 Triantafyllidou, communication.  
76 Ibid.  
77 Drivas, discussion. 
78 Ibid.  
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developments. Sons and Daughters in this version became a means of self-representation for 

Greeks and Greek Americans that went beyond the usual images surrounding Greece or the 

diaspora. The new translation rewrote recent Greek history, and also the history of the Greek 

American community, and represented it for New York audiences.  

The new stories by Greek immigrants added another layer to the linguistic experience set 

forth by the production. Kalavrianos’s text was performed in Greek with new English supertitles 

translated by Drivas. The idea of performing the new scenes in English without any Greek 

translation resulted after considering a series of factors. An important aspect for the director was 

the aesthetic interest in the bilingual effect that the presence of two languages would add to the 

text.79 In its original form Sons and Daughters addressed the audience aurally in Greek and 

visually in English through the supertitles. In the Astoria version, the mixed linguistic approach 

offered the director new ways into the work. The translator and Center’s theatre director agreed 

that “people who knew English better (than Greek) were more receptive to the English text.”80 

This was not only the result of linguistic familiarity, but also a more direct identification with the 

stories, which all narrated immigrant experiences.81  

As a result, the Greek Center produced its first bilingual play. The new stories drew from 

and directly addressed a closely knit community. According to both translator and director, the 

four additional texts were stories of persons well known and recognizable to the audience, and 

this was something that Drivas felt contributed to the production’s communicative force: 

“Because the stories dealt with people the Greek American community knows and remembers --

important figures --they were very receptive to these stories and were very happy actually that 

                                                
79 Ibid.  
80 Drivas, discussion. 
81 Ibid.  
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we incorporated them.”82 The onstage performance reinforced the feeling of the here-and-now of 

the specific production, an important factor in a translated play’s success. Especially in cases of 

performance with supertitles that a large part of the audience can resist, having a translation that 

makes connections with its audience on a linguistic as well as cultural level can allow a play to 

create stronger bonds with its spectators. A sense of direct involvement had been a crucial 

element missing from previous attempts to stage Sons and Daughters abroad. In cases where the 

audience was not as carefully considered, such as festivals where the play travelled, the 

translation was reduced to the literal rendition of the text in supertitles. However, in New York, 

much thought went into the receiving end of this production, and the audience was present as a 

factor in the decisions at different stages of the adaptation.  

The process resulted in a stronger translation that incorporated explanations and 

simplifications suited to the Greek-American audience. In addition, there is an evident freedom 

within the text in leaving out lines or scenes and substituting them with others that would 

communicate more to the specific Astoria audience. For example, early in the text, Drivas adds 

some references to the immigrant story to make it more relevant to and recognizable by her 

audience: 

4 We built churches, schools. Had a newspaper! Ethnikos Kirikas. There 

were whole blocks and neighbourhoods with Greek stores, cafes and 

restaurants. 

1 Just like the neighborhoods with Chinese or Arabic stores.83  

                                                
82 Ibid.  
83 Eleni Drivas, Sons and Daughters (unpublished manuscript, June 13, 2016), Microsoft Word 
file, 4.  
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The above text was added to Kalavrianos’s work. Ethnikos Kirikas [National Herald] is 

the Greek newspaper of the Greek community of New York and published in Astoria. 

The reference to “Chinese and Arabic stores,” also a local reference to New York, 

introduces the translator’s voice and turns the audience’s attention to the commonalities 

among all these immigrant communities coexisting in the same neighborhood.  

When speaking about the challenges of translating Sons and Daughters, Drivas 

finds that in Greek-to-English translations in general, humor is the hardest to convey. She 

feels that it’s important that she is a Greek-American herself, well versed in the culture 

and the language of her target community. For this play, she needed substantial time to 

take in its subtle sense of humor and then to attempt and compress that for the supertitles. 

A somewhat easier task for Drivas was translating the play’s historical references. Her 

adaptive approach for the historical terms was to think through what each meant to the 

original audiences, and then to translate the words in the standard translation of the Greek 

term in English, when this existed in history books for instance, followed by a brief 

explanatory sentence. For example, the concept of the Grand Idea was translated into “the 

‘Great Idea’-that would incorporate more lands to Greece.”84 This strategy ensured that 

non-Greek speakers could at least follow the history behind the personal narrative, 

especially in the first half of the play, where historical references are denser and more 

frequent. The translator found that the audience received the new text well.85  

                                                
84 Eleni Drivas, Sons and Daughters, 3. As discussed in chapter 2, the concept of the Grand Idea 
(or Great Idea; both translations appear in English language books on Greek history) consists of 
the irredentist political program that consisted of enlarging the Greek state into Ottoman territory 
by incorporating areas with a strong Greek-speaking population, such as Asia Minor.  
85 Drivas, discussion.  
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 When asked about the play’s relevance to the Greek crisis, Drivas believed that 

the crisis helped promote the play: “I think it was great timing for this play. To be honest, 

yes, the Greek American community was my target group, but also I was looking to bring 

non-Greeks to the Center. … And I thought that this was a great play in doing so.”86 The 

interest in the Greek crisis internationally, combined with the Greek interest in recent 

national history, supported a nurturing context for the promotion of Sons and Daughters 

in New York. Triantafyllidou thought that even though the monologues in Sons and 

Daughters concern older events, the production reflected on the crisis for Greek and 

foreign audiences alike: “For me, the point of the play was to show how these big 

decisions in life make you who you are. The emphasis is on personal action within the 

given circumstances each time.”87 She pinpoints the crisis reference as an exploration of 

the Greek character: “[the play] was a more gentle or a better way to present the Greek 

character.”88 It is interesting that the director found these stereotypes to be quite 

persistent among the Greek American community. Their knowledge about the crisis was 

apparently not always immediate, say, from relatives back home, but instead was 

frequently manipulated by representations in the media. Drivas, too, was aware of the 

evident cultural response to reexamine recent Greek history and believed that this trend 

has made a difference in the reception of the play.89 Her work as a doctoral candidate in 

History specializing in the Greek Civil War made her more perceptive to the shifts 

brought about by the crisis. She considers the Civil War the crucial part of the missing 

                                                
86 Ibid.  
87 Triantafyllidou, discussion.  
88 Ibid.  
89 “[Because of the crisis] Greek history all of a sudden is important. Being that I’ve been 
dealing with the Greek Civil War for 10 years now… maybe more … Never have I had 
people show such interest in my work.” Drivas, discussion.  
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narrative that has resurfaced in the past six years, and she was particularly interested in 

dealing with this subject through the translation and staging of Sons and Daughters.90  

In addition to the story already included in Kalavrianos’s text, Drivas added a 

Greek American narrative of two women involved in the Civil War who experienced 

exile together. Both Drivas and Triantafyllidou found that the added stories reinforced the 

play’s connection to the Greek current affairs and the crisis in particular, because some 

stories actually touched upon the Greek recession.  

Evidently, the US production of Sons and Daughters was afforded an opportunity 

to  reach its audiences more than other occasions of the play’s performance outside 

Greece. The importance given to the translation for the supertitles, as well as a carefully 

thought-out adaptation, went a long way to conveying the play’s content. Drivas 

summarized her thoughts on the play’s suitability for the Center, the particular timing, 

and ultimately the play’s success: “For the first time people are realizing that there is a lot 

more to Greek culture than ancient Greece. And I think one reason why a lot of non-

Greeks wanted to see Sons and Daughters is because I think they want to also understand 

why we’re at where we are.” When asked if she thinks that the play answers the question 

of who are the Greeks, her response strikes the elusive balance between the personal and 

historical aspects that Sons and Daughters engaged: “In a sense… to a great extent I 

think it does say a lot about who we are… we are a people that have struggled, have 

fallen in love…”91 The translation of this Greek play for Greek and foreign audiences 

functioned as a historiographic approach that connected the past to a turbulent present 

                                                
90 When asked how she relates this revisiting in history with the crisis: “We go back to our roots. 
The last huge crisis in Greece was the Civil War….  No wonder you see people allude to that 
period now….” Ibid.  
91 Ibid. 
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and managed to stage images from history that commented on the current conditions, but 

without antagonizing the personal aspect of the stories.  

 

Conclusion 
 

Papanikolaou explains the cultural response to the crisis as “a radical questioning that 

started from the current state of precariousness, in order to critique the reading of the past and 

ask: Who has been doing this reading on our behalf, in what ways and to what effect?”92 Sons 

and Daughters certainly engages in this “poetics of disturbed archival logics”93 in its 

reconsideration of Greek history of the twentieth century. For audiences in Greece, the play 

managed to stir passions over historical and political debates that have resurfaced with the crisis, 

and, even in moments of devoted personal focus, it participated in a much-needed collective 

narrative of “surviving the crisis.” The absence of even one individual name onto which the 

spectators could pin the stories made the play a story of Greece and Greeks. In its rejection of the 

official history, Sons and Daughters rewrote an alternative historical narrative of a community 

the ties of which are currently debated in high tones.  

The past was a constant reference and point of comparison in the play. The effect this 

revisiting of history had on Greek audiences was significant. The success of the play, which was 

often sold out during its national tour, speaks to an increased interest in exploring Greek history 

through personal storytelling. Kalavrianos explained that people often found him after 

performances and shared more stories with him with a request that he include them in his play.94 

In some cases, other projects were inspired after performances of Sons and Daughters. One of 

                                                
92 Dimitris Papanikolaou, “Archive Trouble.”  
93 Ibid.  
94 Kalavrianos, in discussion with the author, January 7, 2015.   
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the actors in the first version of the play in early 2012, Konstantinos Dellas, moved his work 

outside the realm of testimony theatre. In August 2016 a woman who had seen the 2012 version 

called the actor “her father.” The woman was one of the people who narrated her story in an 

interview to Kalavrianos and other Sforaris members, and they included her account in the play. 

She explained that she had never met her father, who was killed when her mother was pregnant 

with her during the Civil War. Dellas had played her father in the story. The actor offered to help 

“create a memory together,” and then worked with her to reconstruct her father’s appearance 

from family pictures.95 They posed together in costume and makeup for a series of deliberately 

dated-looking pictures. The project was published on the actor’s Facebook page. This activity 

did not feed into the production, since it happened long after the final performance by Sforaris. 

However, its blurring of boundaries between the real and the fictional, as well as between 

performance and historical reconstruction, is indicative of the impact that plays like Sons and 

Daughters can have on their audiences and the actors that perform the testimonies.  

The play continues its career with different companies in Greece and abroad, and is 

therefore open to more versions, especially in diasporic communities as the US example 

indicates. Translation in supertitles unfortunately could not offer a vantage point from which to 

negotiate the play’s potential in the initial performances abroad mainly because of the limited 

attention that was given to this crucial element in intercultural performance. The possibilities of a 

targeted translation became evident with the opportunity to perform a new version in the United 

States. Sons and Daughters, in its performances outside Greece, found itself caught in the middle 

                                                
95 “Since the absurdity of the human race forbid you to meet your father and to have a family 
photograph with him, we will take one.” In the original: “Θα φτιάξουµε Αριστούλα µια 
ανάµνηση. Αφού η παράνοια του ανθρώπινου είδους σου στέρησε να γνωρίσεις τον πατέρα σου 
και να έχεις µια φωτογραφία µαζί του, θα βγάλουµε µια εµείς.” Konstantinos Dellas, Facebook 
page, August 22, 2016. https://www.facebook.com/kostantinos.ntellasA.  
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of two opposing directions: to conform to what was expected of a Greek play, that is, to lean on 

ancient Greek culture; or to project an image of what is happening to Greece now. The work at 

all stages rejected any allusions to the classical past and instead chose to foreground the personal 

experience under trying circumstances. Sons and Daughters was thus received in Greece as an 

allegory about the crisis regardless of its collaborators’ initial motives. It may not have begun its 

trajectory as a play about the crisis but it was certainly considered as such after the end of 2014. 

Kalavrianos admits that, in conversations with European festival producers, there is demand for 

“plays about the crisis.”96 Sforaris had a clear problem in performing their work abroad: they 

were not engaging with classical Greek myths, and they were not addressing the crisis per se. 

Contemporary Greek playwriting is coming out of an admittedly limited system of public 

funding, and currently a bankrupt economy, to meet the requirements of a global market. Such 

circumstances invite political readings of the plays’ messages: it is these qualities that make the 

translation of contemporary Greek plays worthwhile, with all the challenges and risks involved 

in their effective transfer. It becomes obvious that, as a product of a minor theatre system, any 

Greek play must be presented along predetermined lines if it is to be given a chance to find an 

audience abroad. The crisis thus became for the Greek work a burden perhaps equal to the 

weight of ancient Greek heritage. Once it was revealed that the play was from Greece, there was 

no way escaping the crisis frame.  

 

 

                                                
96 Kalavrianos, discussion. The writer expressed his frustration with this new form of packaging: 
“I don’t think I have to represent Greece in every work that I take abroad. If I were a Nigerian 
playwright, would I be obliged to write about Boko Haram just because this is what people 
associate with Nigeria at the moment?” Ibid.  
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Conclusion  
 

In my research I asked how the impact of the crisis and its tremendous effects on cultural 

production in Greece can be observed in the theatre, and specifically in those texts and 

productions that travel abroad. One of the ways Greek theatre responded to the profound social 

and economic changes was to search for alternative narratives that revisit Greek history. The 

histories that figured consistently during the crisis are sections of the Greek past that were 

previously repressed, such as the Ottoman era. The prospect of manipulating a text for a new 

audience provided artists with the opportunity to elucidate or restructure obscure pasts, and thus 

the translated texts contributed to the reevaluation of previous periods. Translation during the 

crisis became a means of self-representation: texts translated by Greek artists and addressed to 

foreign audiences performed Greek cultural concerns and challenged fixed images about the 

country. Translation in this sense also served as historical reconstruction. My three case studies, 

for example, adopted new ways of presenting the -- until recently -- unchallenged national 

trajectory. Their translations especially questioned Greece’s relations with other European 

countries through the reexamination of recent (and evidently far-from-forgotten) conflicts, such 

as twentieth-century wars. The resurgence of both these themes, Greece’s fragile peace with its 

fellow members of the European Union and the country’s Ottoman past, is an indicator of a deep 

historical and cultural crisis. Ultimately, the translations renegotiate Greece’s mercurial position 

between East and West under the pressure of the European crisis, because they recontextualize 

the past as the history of a region exceeding Greece’s geography. By selectively elucidating 

obscure aspects of Greek history, translation serves as a historiographic approach that considers 
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non-Western influences equally valuable, and thus rejects the projected polarization between 

East and West.  

With each of my chapters I attempted to cover a distinct area of translated work, from 

performances in different contexts to the scholarly translation of theatre texts for academic 

purposes. All three case studies contributed to my argument that the new history which these 

translations promoted springs from Greece and expresses an internal need to take charge of 

representations abroad. This is evident in the “asymmetrical investment and interest” observed in 

the translations in question, a point that Helena Buffery makes for Catalan translations into 

English and that bears similarities to the Greek example.1 Buffery explains that managing to 

perform abroad may result in the promotion of local theatre to wider audiences, but the benefits 

of such endeavors are not limited to the increase of market value abroad, but also equally 

measured by their contribution to “identity construction” within their county of origin.2 This is 

true for Greece as well. The cultural effect of these exports returns back to the homeland, 

because the new historiography proposed by these translations is not only capable of changing 

foreign beliefs, but also instrumental in shaping Greeks’ self-image. Translation’s contribution to 

the shifting national narratives is certainly felt domestically. Obviously, in a country with an 

exportable past and a tourist industry deemed as the driving force of the economy, translation is -

- and always has been -- an important part of Greek culture. The specific parameters of the crisis, 

however, prompted more theatre practitioners to exercise control on the process by employing 

translation as a dominant way to represent themselves abroad. 

                                                
1 Helena Buffery, “Negotiating the Translation Zone: Invisible Borders and Other Landscapes on 
the Contemporary ‘Heteroglossic’ Stage,” Translation Studies 6, no. 2 (2013): 154. doi: 
10.1080/14781700.2013.774993. 
2 “The external visibility gained is at least as important for the construction of identity inside 
Catalonia as for external marketing purposes.” Ibid.  
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Cultural Politics in Contemporary Greece 

A recent scandal in the Greek theatre world that involved translation and representation 

of “Greekness” occurred in the spring of 2016. In February Jan Fabre took over as artistic 

director of the Greek Festival (also called the Festival of Athens and Epidaurus).3 The festival, a 

major event for the performing arts that takes place during the summer months, was established 

in 1955. Initially its program included only ancient Greek drama and classical music performed 

by Greek and foreign artists.4 After 2006, the institution changed rapidly and supported 

contemporary Greek performance by smaller companies along more established national stages.5 

The organization has the longest history in Greece, and it is the only theatre event of this 

magnitude in the country. The implicit concept behind Fabre’s appointment was the idea that an 

artist with an international reputation would benefit an artistic community that has not yet 

reached its artistic potential beyond national borders. Fabre himself seemed to understand the 

requirement to promote Greek work, when, for example, he explained his insistence on being 

called a “curator” rather than an “artistic director:” “I am not here to design an artistic program, 

but to create ties, networks, contacts, and to bring new ideas and perspectives.”6 Fabre replaced 

                                                
3 In Greek: Ελληνικό Φεστιβάλ, ή Φεστιβάλ Αθηνών-Επιδαύρου. http://greekfestival.gr/gr/home. 
4 “Efforts were made to establish a festival that incorporated all forms of high art that were 
informed by the most significant, in the main Western trends whose influence had yet to reach 
the shores of Greece. The two main foci of the Festival were performances by major orchestras, 
and the revival and contemporary staging of the theatrical works of classical antiquity; an 
emphasis was also placed on dance at a later date.” Athens and Epidaurus Festival, “History.” 
Website, accessed September 4, 2016. http://greekfestival.gr/en/content/page/history. 
5 The history of the Festival, as it is presented in its website, is structured into four periods: The 
Cosmopolitan Period (1955-1966), the Period of Isolation (coinciding with the Dictatorship, 
1967-1974), the Period of Recession (1975-2005), and the Challenge (2006 and after). Athens 
and Epidaurus Festival, Ibid. 
6 Ileana Dimadi, “Ελληνικό Φεστιβάλ: Ένα είναι βέβαιο, ο Φαµπρ ξέρει να ταράζει,” [Greek 
Festival: One Thing for Sure, Fabre Knows How to Cause a Stir] Athinorama, March 29, 2016, 
accessed September 4, 2016. 
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Yorgos Loukos, who managed the institution for ten consecutive years after leaving his post as 

artistic director of the Lyon Opera. While Loukos’s work was widely seen as a very positive 

contribution to Greek cultural matters, he was accused of overspending and asked to resign in 

December 2015.7 Under Loukos’s direction, the festival became an outward-facing event that 

included a wide range of performance by Greek artists and invited productions. Fabre, already 

known in Greece for his work, was therefore not a surprising choice for the office.  

The press release of Fabre’s vision for the new festival was received amidst great 

disappointment and intense reactions by Greek artists. The program that Fabre designed was one 

that showcased Belgium and Belgian art. His Belgian vision featured eight pieces created by him 

and his collaborators out of a total of ten for the year.8 The following year would have also been 

mainly a foreign affair, and Greek works would be not admitted again until 2018. The name of 

the festival was also changed from the Greek Festival of Athens and Epidaurus to the 

International Festival of Athens and Epidaurus.9 But it was the complete absence of Greek 

productions that was the most incendiary aspect of Fabre’s proposed program. On April 1, a 

large group of Greek theatre artists mainly based in Athens circulated a letter of protest in which 

they denounced the ministry’s selection of artistic director. They also directly addressed Fabre 

                                                                                                                                                       
http://www.athinorama.gr/theatre/article/elliniko_festibal_2016_ena_einai_bebaio_o_fampr_kser
ei_na_tarazei_-2513213.html. 
7 Dimitris Kanellopoulos, “Αποκλειστικό: Αγιοποιείται ο Γιώργος Λούκος,” [Exclusive: Yiorgos 
Loukos Is Declared a Saint] December 31, 2015, accessed September 4, 2016. 
http://www.efsyn.gr/arthro/apokleistiko-agiopoieitai-o-giorgos-loykos.  
8 The response in circulation in social media was succinctly expressed in the phrase “Le Festival 
c’est moi.” Vena Georgakopoulou, “Le Festival c’est moi,” Εφηµερίδα των Συντακτών 
[Efimerida ton Syntakton] March 29, 2016, accessed September 4, 2016. 
http://www.efsyn.gr/arthro/le-festival-c-est-moi. 
9 Dimadi, “Ελληνικό Φεστιβάλ.” 
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and asked him to resign. In their letter, they name Fabre “persona non grata.”10 A section of the 

artists’ grievances reads:  

You admit that you do not have the slightest idea about contemporary Greek 

artistic activity and yet you consider yourself capable of leading (as curator!) the 

most important cultural institution of the country. You thus reduce Greek artists to 

a murky, artistically insignificant mass that supposedly ought to be grateful to 

you.11  

The protests centered upon Fabre’s insistence on promoting Belgian art at a time when 

Greek artists face real hardship in presenting their work even in their own country.12 

What is more, the timing of his designs coincided with a period of mistrust in Western 

Europe, where Brussels in particular has become the symbol of European Union 

bureaucracy.13 The Greek artists’ comments openly questioned what they read as Fabre’s 

                                                
10 “Οι επιστολές των καλλιτεχνών που ζητούν παραίτηση από τους Μπαλτά και Φαµπρ,” [The 
artists’ letters requesting Baltas’s and Fabre’s resignations] Πρώτο Θέµα [Proto Thema], April 1, 
2016, accessed September 4, 2016. http://www.protothema.gr/culture/article/566771/oi-
epistoles-ton-kallitehnon-pou-zitoun-paraitisi-apo-tous-balta-kai-fabr/.  
11 In the original: “Παραδεχθήκατε ότι δεν έχετε την παραµικρή ιδέα για τη σύγχρονη ελληνική 
καλλιτεχνική δηµιουργία, αλλά, παρ’ όλα αυτά, θεωρείτε εαυτόν ικανό να αναλάβει (ως 
curator!) τον κορυφαίο πολιτιστικό θεσµό της χώρας, υποβιβάζοντας έτσι τους Έλληνες 
δηµιουργούς σε µία θολή, καλλιτεχνικά ανυπόληπτη µάζα, που θα’πρεπε να σας οφείλει και 
ευγνωµοσύνη.” Ibid.  
12 “Athens and Epidaurus festival is much more than a festival; it’s a cultural institution and 
already an international one,” said Melpomeni, a stage photographer based in Athens who did 
not give her surname. “We welcome international participations, not international takeovers.” 
Quoted in Eleni Stefanou, “Greek Arts Festival in Turmoil as Artists Rebel over Curator’s 
‘Belgian’ Vision,” The Guardian, April 5, 2016, accessed September 4, 2016. 
https://www.theguardian.com/world/2016/apr/05/greek-arts-festival-athens-epidaurus-in-turmoil-
cultural-colonialism. 
13 “Others have accused Fabre of cultural colonialism, drawing parallels with the treatment 
Athens is perceived to have received from Brussels during the eurozone crisis.” Ibid. The use of 
Brussels as metonymic for European Union bureaucracy was also evident in the discourse 
surrounding the British referendum in June 2016. See: James Freeman, “Britain Escapes the 



	

 180 

attempt to “degrade” them. Their choice of words reveals that they experienced Fabre’s 

Belgian vision as an attack on their culture, dismissed since their own artistic level is not 

recognized. Fabre’s appointment did not last long; he handed in his resignation on April 

2nd, five days after announcing the festival’s program for the first summer of his tenure.14 

One of the most intriguing aspects of this debacle was Fabre’s complaint about the Greek 

artists’ language, which was, predictably, Greek. In a letter co-signed by his collaborators, Fabre 

informed Greek artists: “To read your letter, we had to find it on the Internet in a Greek article 

and use Google Translate to get a grasp of the content.”15 Fabre considered this move as 

evidence of the Greek artists’ lack of desire to communicate directly. While his allegation about 

not being invited to the meeting is justified and understandable,16 he was in fact directly 

addressed in the letter. But the mere thought that using Greek was a problem is indicative of 

scandalous cultural asymmetry. Why would a body of local artists be expected to address their 

                                                                                                                                                       
Brussels Bureaucracy,” The Wall Street Journal, June 24, 2016, accessed September 4, 2016. 
http://www.wsj.com/articles/britain-escapes-the-brussels-bureaucracy-1466765647. 
14 Renée Maltezou, “Greece Picks Own Director to Head Arts Festival after Belgian Artist 
Quits,” Reuters April 4, 2016, accessed September 4, 2016. http://reut.rs/25GNffA. After Fabre’s 
resignation, the minister of culture, Aristeidis Baltas, appointed Greek director Vangelis 
Theodoropoulos. Theodoropoulos was among the protestors and a well-known figure in the 
Greek theatre world. The new program was announced in May 17 2016 and featured 72 
productions of both Greek and foreign work. Ileana Dimadi, “Φεστιβάλ Αθηνών-Επιδαύρου 
2016: Διεθνές και Πλουραλιστικό σε Χρόνο Ρεκόρ,” [Athens and Epidaurus Festival 2016: 
International and Pluralistic in Record Time] Athinorama, May 17, 2016, accessed September 4, 
2016. 
http://www.athinorama.gr/theatre/article/festibal_athinon_epidaurou_2016_diethnes_kai_ploural
istiko_se_xrono_rekor-2514192.html. 
15 The letter appeared in Fabre’s company page “Troubleyn Jan Fabre” on Facebook: “Open 
Letter from Jan Fabre and His Team in Reply to the Letter by Greek Artists,” “Troubleyn Jan 
Fabre,” Facebook page, April 8, 2016, accessed September 4, 2016. http://us4.campaign-
archive2.com/?u=66f70b9202e3612f601729153&id=4e2cde448e.  
16 The letter continues: “Why didn’t you have the decency to address us directly, to invite us in 
person to your meeting, to challenge us with your questions, your worries, your complaints? 
Why did you not even send us your letter? Why did you choose to act anonymously? Why do 
you reject any form of serious dialogue, any form of debate?” Ibid.  
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festival’s artistic director in a foreign language? Instead, Fabre might have attempted to learn the 

language before accepting the position, or employed translators for all communications in his 

new post. It is certainly not the duty of the artists in the host country to attempt to communicate 

in a mediating language. The fact that Fabre is from Belgium, a country with a proven sensitivity 

to acknowledging cultural agency in linguistic minorities, makes his stance even more surprising. 

Similarly, Fabre’s insistence on using English for his communications with the Greeks is 

incongruous for artists from two members of the European Union, an institution that heavily 

invests in translation and the preservation of linguistic plurality.  

In fact, Fabre’s contempt for the Greek artists’ natural language of choice is similar to his 

treatment of their work. His attitude showed that he valued the access to venues such as the 

Epidaurus theatre and the Odeon of Herodes Atticus in the Acropolis, which the Greek Festival 

manages, more than the contemporary Greek artists and theatre system that he was supposed to 

promote. The Greek artists’ performance of confidence in their work comes at a time when 

Greeks are reconsidering their relationship with their heritage, the value of their contemporary 

culture in relation to their classical past, and their options in a global future, often in anarchic 

modes, such as Papanikolaou’s disturbing the archive. The context of the crisis is instrumental in 

voicing this protest. For several participating artists, the festival represents an opportunity to 

secure funding for their productions, perhaps for the first time in the season given the dire 

financial circumstances of the recession. But most importantly, Greek artists do not wish to be 

educated in foreign models of cultural production that do not take into account their own local 

needs and particular artistic expression. In a way, the artists’ resistance seems to be reversing the 

metakénosis model, where absorbing Western European thought was seen as beneficial to the 

nation. Greek artists do not wish to import Europe for their advancement, but instead want to 
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participate in an international scene without adapting to models imposed from abroad. In their 

responses to Jan Fabre’s appropriation of their festival, these artists expressed their opposition to 

standards of cultural value imposed from abroad.  

The intricate translation problem that the Fabre example illustrates goes deep into the 

issue of language and nation. In his statement, Fabre implied that the narrow national focus 

Greek artists exhibited in their insistence to be included impeded his artistic freedom: “I accepted 

the invitation by the Greek minister of culture on the condition that I could do my artistic choices 

under a regime of freedom. This is not possible any more in Greece.”17 This is an important 

charge and one that problematizes Greek artists’ closing of ranks on an ethnic basis. Of course, 

Fabre also supported a national vision by promoting artists from his own cultural background. 

Although it is strange to think of Fabre (and any artist of his merit) as merely expressing the 

artistic production of his country of origin, with his insistence on Belgium the matter became a 

cultural war between the two national artistic systems. Sadly, theatre and performance became 

more a nationalist affair based on the interrelation between nation and linguistic community than 

an exchange of ideas from different worlds. The tension between globalization and the nature of 

theatre practice, that is inevitably local and specific to a here and now, lies at the heart of theatre 

translation. The miscommunication problem that the Fabre issue illustrates foregrounds 

translation as a key concept in the circulation of theatre between cultures. Indeed, Fabre himself 

used the expression “lost in translation,” albeit most possibly ironically, to attribute fault to the 

receivers of his message.18  

                                                
17 Ibid.  
18 Some days after resigning, Fabre published another post on his Facebook page that expressed 
his opinion of Greek artists: “Apparently a professional Greek curator had to explain the word 
and the function of a ‘curator’. My position as a curator was clearly from the start ‘lost in 
translation’. While it is an international term that everybody in the art and theatre world in 
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Even though translation supposedly works to enlarge the circle in which an artistic 

product can operate, it may in fact re-inscribe it in other limited national contexts. A central 

binary in translation involves the concepts of foreignization and domestication. Domestication, 

while often successful in monolingual receiving contexts, is largely prone to reaffirmation of 

national images. The other extreme, foreignization, can also isolate a play, not so much from its 

origins, as domestication does, but from its intended audience. However, foreignized translations 

provide significant opportunities to engage a wider spectrum of affiliations that can challenge 

national identities both in the original play but also in the audience.  

All three of my examples negotiated varying degrees of foreignness in their renderings. 

The audiences for these Greek plays were all asked to “travel abroad,” in Gunilla Anderman’s 

words.19 But this foreign travel had nothing to do with the usual circuit around Greek symbols. 

The plays did not reference the expected foreignness according to already established standards – 

what would, for example, be the distance created by resorting to Greek classical culture (ancient 

and therefore foreign, but still within the familiar expectations), or more contemporary allusions 

to “Greekness” shaped by tourism and isolated cultural symbols that developed into stereotypes 

(here the image of Zorbas comes to mind). Instead, these translations proposed three different 

ways of reconfiguring Greekness, informed by the cultural tensions that are currently present in 

                                                                                                                                                       
Europe is familiar with. From what I understand, the Greek artists who already have the 
guarantee that they will perform in the festival this summer, were not present anymore, which is 
quite significant. I want to express my concern about the nationalistic reflex of a dominant group 
of mediocre and frustrated Greek artists mainly rejecting new visions and approaches from 
outside. I hope serious Greek artists will have a positive contribution to the changes that are 
needed to come to a challenging, new situation for the cultural context of the Hellenic Festival.” 
“Troubleyn Jan Fabre,” Facebook page, April 16, 2016, accessed September 4, 2016. 
https://www.facebook.com/troubleyn.janfabre/?fref=nf  
19 As Gunilla Anderman summarizes, “either the translator brings the playwright to the audience, 
that is, the text is Anglicized; or alternatively, all foreign aspects of the play are left intact and 
the English audience is asked to travel abroad.” Gunilla Anderman, Europe on Stage: 
Translation and Theatre (London: Oberon, 2006), 8.  
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the country. The different strategies employed also brought about a variety of results. 

Alexandrovodas’s foreign character was skillfully negotiated along an unknown aspect of the 

Ottoman East (which included Greece and Romania currently not widely associated with the 

Ottoman past) and the European eighteenth century. Abandon the Citizens channeled the Middle 

Eastern aspect of the Aegean region. Sons and Daughters envisioned a common theatrical 

language for oral history that was not specifically Greek. These translations from Modern Greek 

into English during the crisis brought to the foreground unknown histories that have the potential 

to undermine the grounded notions surrounding Greece. Their foreignness contributed to their 

subversive historiographical perspective, an attribute that may have made it challenging for their 

audiences abroad, but which also served domestic goals.  

 

Contribution and Future Applications 

My project has sought to address the deficit of theatre translation research in Modern 

Greek Studies by focusing on translations of modern Greek theatre. The majority of works on 

theatre translation from Greek have been devoted to ancient Greek drama, while the limited 

research on Modern Greek is marked by the almost complete absence of works addressing 

translation in performance. I have engaged here with the concept of continuity, which is a central 

pattern in the discipline, but, instead of focusing on the relationship between the ancient world 

and modern Greek identity, I examined potential continuities between more recent historical 

periods and contemporary times. Such a period was the Greek Enlightenment, whose influence 

on the modern Greek state has not received the attention it deserves. For my project’s theoretical 

framework I built on historical concepts of cultural transmission specific to the Greek paradigm, 

such as Korais’s metakénosis, and combined them with more recent criticism in Modern Greek 
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Studies and theatre translation approaches. Metakénosis describes processes of cultural re-

appropriation, which can be useful beyond the field of Greek studies. 

The crisis has created its own subfield in Modern Greek. The specific case studies I 

examined, connected by the timing of their translation during the Greek crisis, together 

contribute to the emerging body of research on global crises. I consider my research a part of a 

new direction in theatre translation but with an expansion of its purview to include Greek. In my 

research I have combined historical examples of cultural transfer and examined them alongside 

the more recent effects of the crisis. The interdisciplinarian theoretical language that emerges 

consists of established and at times contested spatial metaphors, such as transfer, target, etc., but 

in new and expanded meanings that take into account the unstable context of the global crisis.  

In each of my case studies, my main methodological approach has consisted of first 

establishing the history portrayed and then examining how the translations handled the transfer 

of that historical material in English. In this sense, I employed a translational methodology in 

that my research developed similarly to the translator’s process of grasping the surrounding 

context before engaging with the textual reconstruction. A considerable challenge in describing 

each translation’s framework was the limited reception material on my three case studies. The 

situation was somewhat more favorable for the translation of Alexandrovodas. The scholarly 

reviews following the play’s publication indicated an existing academic community. However, 

for my other two case studies, the scarcity of evidence on their reception meant that the 

interviews with the artists and translators became essential to following the works’ trajectories. 

As a consequence, subjective perspectives largely shaped the scope of my project into an 

examination of the Greek artists’ goals and expectations rather than an assessment of their 

results. This is a general problem that contemporary Greek theatre faces when performed abroad. 
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Its limited circulation in the margins of theatre systems means that its reception can at best be 

evaluated in more intimate settings, such as post-performance discussions, an important source 

that I employed in my work.  

My own mobility as a scholar has been at times both beneficial and limiting. Working 

from the United States has afforded me the distance to see the potential of my topic and to design 

the methodology and overall structure of the project. Two research trips to Greece during the 

first years allowed me to access necessary bibliography and complete the interviews for two of 

my case studies. However, the fact that I was not in the country to experience the impact of 

theatre productions from day to day had its drawbacks in that it deprived me of important insight 

into how new playwriting developed along with political developments on the crisis. My 

relocation to Greece in the final year of my research helped me align my arguments with a 

personal experience of the recession. At the same time, delving into field research in my own 

ethnic and linguistic background at times limited my access to the essential but elusive middle 

ground that translators occupy in a philosophical sense. An examination of cultural phenomena 

always benefits from the translational capacity to stand in a theoretically relatively impartial 

middle and address a scholarly audience outside the specific area of research. At times the 

change of location, along with my shifting perspectives on the object of study, thus presented 

itself as the biggest limitation to my research.  

The crisis is, to a certain degree, exportable. This is evident in the interest in festivals to 

include Greek work and frame it as a product of the crisis, as seen particularly in the Italian 

performances of Sons and Daughters. The international interest in the crisis means that more and 

more publishing rights have been sold abroad during the crisis for translations into English, 
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French, and German.20 It is difficult to predict whether this trend, which Socrates Kabouropoulos 

has named “a stereotyping of compassion,” will replace other pervasive stereotypes about Greece 

constructed by previous literary and cinematic symbols, such as Zorbas. The translation of plays, 

such as the three case studies I examined, have the potential to counter such sweeping 

generalizations as they deal with real issues important to the Greeks themselves.   

Some future directions for the study of translation as self-representation and as 

historiographical approach can include a more context-specific study on the impact of tourism. A 

more focused study of the translational and performative dynamic of the Greek tourist industry 

may provide answers to how to integrate ancient heritage, Ottoman influences, and EU 

membership. Greece has a particularly fluid culture. In the employment of its classical heritage, 

with its membership in the European Union, and in the eyes of the thousands of refugees who 

struggle to reach its shores, it is the “West.” However, in its current economic position, its post-

Ottoman identity, and in its marginal religious affiliation it shares with the rest of the Balkans, it 

corresponds to the image of the “East.” The obscurity of contemporary Greek cultural production 

internationally depends on many factors, but Greece’s ambivalent position between East and 

West is a principal parameter. As I have attempted to demonstrate through my three case studies, 

translation can sensitize theatre historians and cultural critics to their biases regarding linguistic 

hierarchies even among cultures that are seen as possessing cultural capital, such as Greece, 

which because of its ancient past is often categorized among the powerful Western languages by 

default. I believe that my project critically interrogates related biases and concepts, and 

                                                
20 Socrates Kabouropoulos  “The Age of Discontent: Greek Publishing through Six Years 
of Austerity,” The Cultural Politics of the Greek Crisis (blog) January 12, 2016, accessed 
September 4, 2016. https://culpolgreekcrisis.com/2016/01/12/the-age-of-discontent-greek-
publishing-through-six-years-of-austerity/. 
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contributes to a research methodology that enhances connections among theatre, translation, and 

historiography as they are practiced under the current circumstances.  
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