DEDALUS

Revista Portuguesa de Literatura Comparada

Volume |




DEDALUS — Revista Portuguesa de Literatura Comparada
N 17-18 -2013-2014

Conselho Editorial - Comité de Patronage - Advisory Board

Vitor M. de AGUIAR E SILVA
(Linirersidade do Minho!

Jodo de ALMEIDA FLOR
{Linisersidade de Lisboa)

Susan BASSNETT
i Unis erstdude de Warwich)

Jean BESSIERE
(Universidade de Pari 111

Theo D'HAEN
(Universidade Catolica de Leuveni

Eugene EOYANG
(Universidade de Indianal

Djelal KADIR
(Universidade do Estado da Pennsy bhania

Wladimir KRYSINSKI
(U niversitade de Montreal)

Martia Alzra SEIXO
{Universidade de Eisboal

Fricdrich WOLFZETTEL
(Unitersidade Johann Wolfgang-Guethet

Michacl WOOD

{Universidade de Princeton|

Comissiio de Redacgiio — Comité de Rédaction — Editorial Board

José Pedro Serma (direetor - directeur - director)
aria de Lourdes Cincio Martin, Teresa Cid. Jodo Ferreira Duarte, Rui Carlos Fonscca

Morada — Adresse — Address

José Pedro Sermu
FLUL - Departamento de Estudos Classicos
Alameda da Universidade — 1600-214 LISBOA

© Associpgdu Portuguesa de Literatura
Comparada
Todos 0s dircitos reservados du acordo com
a legislagdio em vigor

Capa: tHenrique Cayatle

Fatocomposigdo: Edigdes Costnos
Impressio ¢ acabamentos; Garido Ares Cirificas

Tiragem: 500 exemplares
Periodicidade: anual
[SSN 0871-9519
Depésito legal 314632710

Esta obra ¢ composta por 2 volumes,

05 quais nio podem ser vendidos separadamente.

Prego — Prix — Price
iportcs ndu incluidos - frais denver nont ntlus  postagie not included

Portugal
Socios da APLC HOE
Nio-soctos Il
Unide Europeta | Umon
Furopéenne | Furopean Union Gle
Outros Paises © Autres Pays - Other
Countrics LISS T

EDICOLS COSMOS
Apartado 82 - 2140-09 CHAMUSCA
Tel.: 249 768 122
Femail: gerafit edicoscosmuos pl
Cdigdes Cosmos® ¢ urm marcy registada
da Zana Portugal




]. 7‘ 1 8 - PENSAR O COMPARATISMO

PRIMEIRO VOLUME

PENSAR O COMPARATISMO

15 Maria Alzira Seixo

33 Eva Kushner

37 Ana Gabriela Macedo
45 David Damrosch

65 Jenn Bessiére

83 Maria Herminia Amado Laurel
101 Steven P, Sondrup
121 Jodia Almeida Flor
141 Camille de Toledo

159 Marin Eduarda Keating
Marie-Manuelle Silva

171 Sandra Pereira Vinagre

189 Maria Mafaida Viana

203 Thais Flores Nogueira Diniz

217 Isabel Pinto
237 Junia Barreto

257 Tinia Filipe e Campos
269 Sonia Pascolati
287 Rosa Figueiredo

297 Maria Jodo Brilhante

Os Factos ¢ os Feitos

Hier, Aujourd’hui, Demain...

A Lueratura Comparada ndo ¢ um no-man’s land

Tupi or Not Fupi: The World in the Nation

Quelques notes sur 'universalisation de la httérature que
suppose la notion de « World Literature », et quelques
propositions pour caracteriser les cuvres de la « World
Literature »

Perspectivas contetnporaneas sobre o espago, em literatura
The Narrative Demands of Postmodernist Literacy History
“Shell Shock™ - Trauma, Pocsia ¢ Memona (1914-1§)
L'entre-des-langues

O conto oral: entre mediagdo ¢ performance

Ecos de Cassandra num Auto de Gil Vicente

O tragico em Afonso 1V na Castro. O modelo improvavel
de Esquilo em contexto cristdo

Shakespeare [ntermididtico

Sumptuoso decalque: memorias do corpo do heron no teatro
portugués do séeulo XVIII

A estreia do grotesco na dramaturgia francesa do século X1X,
Percalgos do drama romintico de Victor Hugo

Strindberg in Portugal: 109 Years on Stage
Jean Ancuith e a renovagio da tragédia pelo metateatro

Participant theatre: Soyinka's version of a Greek classic, The
Bacchac of Euripides

Do Teatro ao Perfinst: a obra de arte viva segundo a Kamart



fis -,Why, then, would Wole Soyinka, who had previously written
ovels and poems pnmanly focused on hlS native Yoruba culture

icable to African people? In his introduction (1973), Soyinka
his interest in this play in both religious and political terms.
br: stressing its “subversive” message and relating Dionysus to the

gba god Ogun, he states summarily, “1 see The Bacchae, finally
Cprodigious, barbaric banquet an 1n51ghtful mamfestatlon of the

S oy'mka has long been recognized as a writer who probes particular
ations in terms of universal human themes Yet while recogmzmg

'ﬁnka s impact by understanding the contexts from which his
of -'ves Having had the benefit of both African and European

U 4?056!2014 of the Unidade de Investigagdo para o Desenvolvimento do Intenor
ofthe Polytechnic Institute of Guarda, for which we are most grateful.

: le Soyinka, The Bacchae of Euripides: A communion Rite (New York: W.W.
'-_‘ brton, 1973), p. viii, x. The Bacchae, trans. William Arrowsmith, Euripides V-
Tk _' Tragedies, ed. David Greene and Richard Lattimore (Chicago: University of
Chicago Press, 1959). All further references to these two plays will be made within
the text of my essay.
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de fruto de uma revelag¢do factual, deriva de uma tomada de
da sordidez do mundo, o que implica reconhecer a impossibili
conservagio da pureza e o aspecto corruptor da vida mundana,

No lugar da catarse, Anouilh propde a seu leitor/especta

na ilusdo, o dramaturgo lhe nega o direito a purgagio de qualquerem -
Mas oferece em troca um conhecimento sobre o teatrO' mesmo no

publico sobre a natureza do drama e da tragédia. Isso quebra a unidad
de agdo dramatica em ambos 0s textos.

romper a ilusdo dramatlca, impedindo que o leltor-espectador mergul the
nela. Em vez de sustentar a concepgiio de que a representacio teaf
€ um mundo A parte, a ruptura da quarta parede e a presenga:ge
personagens com consciéncia dramatica faz pensar no teatro como
jogo, simulagdo, revelando sua natureza em vez de obliteri-la. Dessé

espie seu modo de fazer-se, construir-se, configurar-se como ficgao. 4

286
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efevere suggests that Soyinka

juxtaposition 10 Greek tradinion. Andre L
has achieveda consummate translation with The Bacchae, because of his
By

“attempt 10 transtate not only the linguistic circle but the cultural cirele
and the circle of literary procedures as well”. further, by his attemp_ o
influence “'the cultural and/or the literary circle towards change.”
When the National Theatre in 1972 commissioned  from Wale
Soyinka (Nobel laurcate, 1986) 2 new version of The Bacchae of
Euripides it Was in the fully realized expectation that the distanc
between ancient Greece and modern world (African and Europess
would be readily diminished: the resulting play still belongs to ancien
Greece and to us. The stoTy ¢ told again virtually unchanged, and
| commanding metaphors are retained, with much of the samé signi
[ for our understanding of society and CONSCIOUSNESS. Euripides’ pla
r beginning with serene and joyful song and dance in honor of Dionysi
ends in savage horror under the dominion of the same god, and |
king is fynched in festive frenzy by the woman who bore him. Soyin
keeps the plot with a more muted opening movement. In both versit
certain life-delighting and life-sustaining impulses wrn SOVE
destructive. Both Euripides and Soyinka honour the old stories'®
exposing them 10 fresh experiential tests of their validity, and
authority, order and regiment upon trial. But Soyinka’s play
that the old rurbulent energics, delight and excitements,
aspirations and malignancies have assumed new disguises, putiof
masks. The scourging scene, the sack-cloth and ashes, the chofl
slaves, and many other episodes and 1mages. extend the play’s
:nto Christian and socialist references and values. More: stri}
moreover, the human perspective changes. The play gets eii :

than Euripides to the pathos and absurdity of human ordinarine
at the same Lime being sophisticatcd and knowing in its treahén
old Greek, Christian and African rituals. :
When Tiresias, in Soyinka's version. picks himself
procession of revellers who are featuring him in what is --_'

symbolic scourging of the old dispensation, covered in WO
i

André Lefevere, ~Translation: Changing the code. Soyinka’s Troni¢ !

Bubel (Spring 1981). p. 80

28
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Figueiredo: Participant theatre: Sovinka s version of @ Greek classic, The Bacchae of Eunpides
out in protests: “Can’t you bastards even tell the difference between
tual and reality?” The theatre 15 neither the ritual nor reality, but it is
maposition to make a spectacle of both.

" The Bacchae which Euripides (480-406 BC) wrote towards the end
-;:“1,. life, while he was in self-exile in Macedon, has always been
"'_gnjzed for its astonishing power, for the classical simplicity and
aeor of its structure, and for the remarkable nature of its homage to
edifional belicfs from a man who has spent the greater part of his
....-_ career expressing his scepticism and showing up the absurdity
i e Gods and their behaviour according to received ideas.
fngeneral terms Euripides dramatizes in this play the conflict which
ftzsche has observed at the basis of all Greek drama, the conflict
yeen the Apollonian and Dionysian principles in life, between light
d 'ress, between reason and ecstasy, between control and liberty,
enmale and female. In more specific terms Euripides is concerned
he complementary nature of these principles and the difficulty in
fing the limits of one against the other. The precarious nature
shalance which subserves normality is represented by the simple
mbalic setting of Euripides’ play. Pentheus’ palace which faces
e §1age stands at the meeting point of two ways: one leading to
the other to the hills of Cithairon. The palace is sustained by a
between the civility, the control and rationality of gstablished
e ecstasy, the freedom and the mystery of the wild open
nides’ Pentheus is unconsciously aware of this precarious
xpressed through the attraction which Dionysus, this new-
pd obviously created by the wily old priest Tiresias for his
fial benefit, exerts upon him. He confesses:

© attra tive, stranger, at least to women — which explains, 1 think, vour
here in Thebes. (210)

ffuler, he must restore order to the city suddenly deserted
folk Tunning in pursuit of some orgiastic rites in the hills.
$pite of the warnings of Tiresias and Dionysus himself,
@ imprison without success, Pentheus mobilizes his army
1'1'II” of this new God. Dionysus tempts him with

I.
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safe-conduct to spy on the orgies of these female celebrants of the new
cult before his attack on them. When he yields to this temptation we are
aware that this is a surrender of integrity from within, a yielding to the®
attraction of that which he has consciously been opposing, an upsurga_ﬁ}
of that potential danger which the precarious balance has hidden so.
far from sight. Pentheus is led, grotesquely dressed in the costume!
the female celebrants, to his death, tom to pieces by his own mother |
Agave, and his aunts. The play ends with a lamentation for Pentheus,
sacrificed by members of his own family who have been maddened&lﬂ
their resistance to the new god. The guilty members of the family go
into exile under the curse of Dionysus, and the final note of the playis
on the inscrutable ways of the Gods. -4
Soyinka calls his adaptation of The Bacchae “a communion rite? K
seems to me (i) that the three major changes that he makes to Euripidas’
play help to define what he means by 2 communion rite, and (ii) that the
adaptation serves his purposes as a playwright. The three major changes
involve (1) the nature of Pentheus’s reign, (i) the redefinition of the
of Dionysus and (iii) the transformation of the end of the play ol
a threnos of lamentation to a muted celebration, including a su
recognition or an epiphany.

In his “Introduction” Soyinka expresses dissatisfaction °
Euripides’ way of ending the Bacchae, ™ he petering off of ecstasyi
a suggestion of a prelude to another play. But The Bacchae is 10
episode in a historical series, and this is not merely because Euripit
did not live to write the next instalment. The drama is far too poweR
a play of forces in the human condition, far too rounded a rite ofil
communal psyche to permit of such a notion™. Soyinka el
creates a totally different ending, in whicha forgiving god manifes !_‘-'r
benevolence to the Theban population by transforming Pentheusibid
into divine gift of wine. The socio-ritual character of the adaptetiof

fully expressed in Tiresias and Agave who comprehend the
Pentheus’ death and show a readiness to let the community benefit!

1 Wole Soyinka, The Bacchae of Euripides: A communion Rite (New Yorc
Norton, 1973), p. viii, X. The Bacchae, trans. William Arrowsmith, Exrips
Three Tragedies, ed. David Greene and Richard Lattimore (Chicago: Unive

Chicago Press, 1959). “Introduction”, p. i

r.
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Figueiredo: Participant theatre: Soyinka s version of a Greek classic, The Bacchae of Euripides

--thiS insight. A section by section comparison between Euripides text

‘and Soyinka’s shows that the adaptation has a structure which largely
corresponds to that of the original.
. The main difference on the structural level between Euripides’
\Bacchae and Soyinka’s is the latter’s use of the “play-within-the-play”
“technique, in the form of either mime or dialogue. Soyinka also has a
tendency to use the dialogue technique on long Chorus sections, where
e Leader, either of the Siaves or the Bacchantes, communicates with
the Chorus, building up an atmosphere of intense emotion. The presence
ofa Chorus of Slaves emphasizes the socio-political dimension of
Savinka’s Bacchae. The movements on the stage of the Choruses of
Slaves and Bacchantes, and the gradual merging of unfree and free,
concretize very effectively the twofold significance of the Dionysian
movement and the dualism of the god himself, Soyinka’s interpretation

4 Dionysus and his brotherhood with the Yoruba god Ogun comes to
e fore particularly in the prayer/praise chant passages of the Chorus
Betions, where Soyinka inserts whole stanzas or lines from his own
v ;~- poem to Ogun, /danre. The presence of Ogun is one factor which

=i

pafributes to making the adaptation of the Bacchae a work very much
gyinka’s own.

Soyinka emphasizes right from the Prologue the dual nature of
lonysus — he is “vengeful and Kind” - and the dual purpose of his
2nce in Thebes — a god seeking revenge for disrespect and a force
pring revolt against oppression and injustice. The socio-political
Ethat Soyinka reads into Euripides’ play is emphasized from the
f'start in the dialogue of the Slave Leader and the Herdsman, and

i,

Slave Leader’s attempts to rouse the Slaves from their apathy.
pughout the drama this aspect is interwoven with the metaphysical.
firesias’ part as Dionysus’ priest and his significance to the political
ibare also made clear in the Prologue. His involvement in the
§88ion of Eleusis and his ensuing dialogue with Dionysus point to
0%old role in the play.

:BOcio-ritual character of Soyinka’s Bacchae is also expressed
double role played by Pentheus, worldly ruler of Thebes and
Salking, tricked by the god into acting the scapegoat’s part. The
8 of temptation and divine magic to which Pentheus is exposed

291
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is considerably enlarged by Soyinka, and the two Wedding scenes,
performed as mimes, are crucial to the breakdown of Pentheus’ defence,
Mime is also used to emphasize the irrevocable naturc of Pentheus’
fate, and the final stages of the ritual are performed as a hunt. E;

Euripides’ Exodus, of which long passages have been lost, becomes
in Soyinka’s adaptation, a resolution of conflicts. The sacrifice’
accepted by Dionysus and in return he proves his benevolence by
rurning the blood into wine. The communion rite is completed and

new season can begin on favourable terms. b/

Although Soyinka was obviously very much aware of Euripide
text when writing his adaptation, it is quite clear that he created
drama entirety his own, qualified by a subtitle, 4 Communion Rite,#

by detailed instructions 10 @ would-be director. AS mentioned by

Soyinka’s dissatisfaction with Euripides’ ending made him creali
totally new final scen¢, to which he refers 2

s “a new Tesolutions
symbolic extension of ritual powers”.* The centripetal effect of hisi
hich the bewildered and desperate humans draw togé
around the fountain of wine,a manifestation of divine goodwill-,ac'o ot
with Euripides’ ending of rejection and misery. Soyinka’s image o
god Dionysus is qualified by this final scene, t00. The cruel veng
to which the humans are exposed in Euripides’ play is toned:do
Soyinka’s; the new geason rests nor merely on satisfaction onine
part but on a form of agreement between the god and the humén

The paradoxes of Euripides’ Bacchae are woven into 08

E own Yoruba concepts of the coexistence of creation andd
and of the ultimate triumph in his version of The Bacchae ok
over death-impulses. Soyinka explains in his introduction to the

scene, in W

: No other play of Euripides and few others among Greek d
thoroughly impregnated with image and essence of human pass2g
and resolution: life itself and death; womb and destroyer, cdet
serenity; hubris and homilitys

tality: a celebratio L0
che. (=

(inchoate gssence): the ecstasy and
and formalistic ... the list is endless. lts to

umultuous, an extravagant rite of the human and social psy

—_—
s «Introduction”, p. Xi.




Figueiredo.: Participant theatre: Sovinda s version of a Greek clussic, The Bacchae of Euripides

The creative aspect of Dionysus enables people to discover their

true essence. The group of male slaves is, in fact, attracted to Dionysiac
worship because the god infuses the slaves with courage to struggle
for freedom, which is a first step toward self-discovery. Ogun too, like
I'-'onysus, has the prerogative of bringing people in touch with their
fner selves, for, after all, Ogun’s establishment of the primary contact
petween gods and humans led to the next step, namely, human striving
for sclf-knowledge.
' ionysian worshippers attain this goal of self-discovery through
gjmman means, dance and music. Pentheus misunderstands the
iloe of both. His tragedy lies in his refusal to step into the rhythm of
flance as explained by Tiresias to Kadmos:

' you step into the dance you’ll lose all your silly notions. You accept, and
th at’s the real stature of man. You are immersed in the richest essence of all - you
er essence. This is what the dance of Dionysus brings forth from you, this is
of the dance. Follow the motion of my feet and dance Kadmos, (255)

he'dance experienced under the Dionysiac influence is itself “the
boflife”. As Kadmos instinctively feels, the dance brings forth a
urge of life”, which he can’texplain. Itis as if by beating Dionysus’
bthe ground, Kadmos is infused with fresh energy. Music in
Tagedy, as “the embodiment of the tragic spirit” conveys in The
£ a strange quality [...] with its strange mixture of nostalgia,
nd death” (248). As music leads Dionysus devotees deeper
ves, they discover a bedrock of violent tendencies which
lem to acts of murder such as the slaying of Pentheus.
cans to self-discovery is active, conscious suffering
ysus himself, as a “suffering god”, embodies. Dionysian
perienced by Agave, Pentheus, and Tiresias. Because
€ sorrow at killing her son also embodies joy for the
the culmination of the Dionysian paradox. Agave’s is
8 Bpe of suffering in Soyinka’s adaptation: her crime is
ble for the community and she understands the meaning




Dedafus: Pensar 0 Comparatisma

. . -
from Agave’s that it is willed'
consciousty. Tiresias chooses to be the one who bears the evils of the g 4
year by being flogged. AS he collapses under the whiplashes, Dionysus

enters and halts the ritual midway. «What deep hunger unassuaged h?

thousand lifelong surrogates drove you to this extreme self-sacrifice??

asks Dionysus (243), probing for the reasons be _
Tiresias’ reply unravels the meaning of suffering. This Yoruba:

Tiresias has a desire «“to know what flesh is made of. What sufl
is. Feel the taste of blood instead of merely foreseeing it.” (243) Oxls
through experiencing the pain of physical disintegration can he taste
ecstasy of rejuvenation. E
Norma Bishop says that speaking at Harvard in March of: S
Soyinka described the roots of African Guerilla Theatre.® In sit
of cultural oppression, actors and writers are forced to use ©

run” tactics, at times performing in abandoned buildings riski

or even death for offending government leaders. Even audiences
illegal. Soyi

at risk, where such performances are known to be 1
comments brought to mind the role of the Greek chorus, since
the audience of guerrilla theatre, the chorus is forced to be inve
not simply to react to the play. Here the term participant
specially real significance; it is not merely an intellectual
Soyinka spent twenty-seven months in jail for his involvem

the Biafran War, SO he is certainly aware of political oppress!
rewriting The Bacchae of Euripides, he has made Euripidesiin
of oppression and religious conflict “relevant” to a new context
translated Euripides’ temporal setting, after the Peloponnesiat ¥
the period of the post-colonial African Wars.” This transformal

lead readers to look at both the original and the new version
play with revived intensity. &
Within Soyinka’s theoretical framework, religion anc

cd. For example, the slaves join the Asian

not be separat
Soyinka’s play because both are minorities. And although

Tiresias suffering is different

-____-_-_-_-_ '. =
6 wThe Guerilla Movement in African Theatre”, Theodore Spetm@ LA

Lecture, March 4. 1981, at Harvard University.
1 Lefevere, «Translation”, p. 80.



Figueiredo: Participant theatre: Soyinka s version of a Greek classic, The Bacchae of Eunpides

yersion of The Bacchae is verbally similar to that of Euripides, it
is Yoruba, written while the African states continue to battle for
dependence. Therefore we cannot read this Bacchae as we might a
Jassical Greek play, if indeed we should ever have read the original
o such pristine fashion. Soyinka’s situation and that of his culture
: 'tjnually intrude. Soyinka mediates between our European sense of
terary tradition and the immanence of political events. The beauty of
¥ yjﬁka’s adaptation is precisely that, despite similarities, it transforms
he work by transferring its context, as we do in reading it.




