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It is known that of the dramatic themes of antiguwne of the most representative
is forwarded in the conflict between the irrecomzié character types encarnated in
Hippolytus and Phaedra. The unstopable passionwairaan situated in the crux of her
youth, directed towards her own stepson, will bpased by the strict moral integrity of
the youth, carrying them both towards a fatal wkind that will push them inexorably to
a tragic death.

If the good nature of Euripidies (rendering thss aanecessary attribute for the
survival of the mythic-religious element in clas&peek culture) prepares for the conflict
by using the archaic costumes representative oh&antation between gods (Aphrodit-
Artemis) what is certain is that the outcome witthie most pure limits of reactions and
processes of the human soul, permits the great ttagind the materialization (upon
second attempitpf a successful contemporany of late lineage isteva drama.

In effect, the thematic nucleus of the Euripidétppolytus(who's end proceeds
like the biblical story of Joseph), has experieneeglaborations, almost as numerous as
ideas may allow, and many are noteworthy; to aiteegample of the variety, there has
been a production set in the not so distant Spanaktical transition.

One of the most unique recreations of the mythe@ally interesting considering
actual dramatic works, is constituted without alstdoy a trilogy that, from Post-theater
school, has been fulfilled by Joseph-Angel, theoets most representative playwrite. The
author approaches the theme (the way he will vighidaroque theme of Berenice) under

1 It must be noted that previously, Euripidies hamnposed another version of the work that

furnished a sovereign failure, due to the harshazherization of Phaedra". (Alberto Medina Gonzalez
Juan Antonio Lépez Férez, "Introduccion generabdddes”, from Euripides, Tragedias, Madrid, Geedo
1983, p. 25).
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the form a trilogy, who's titles compose a perfestiuctured triangular systef@hromatic
Phaedra Photographic Phaedraand Topographic Phaedraepresent three different
aproaches to the ancient myth. Respectively, tles #voque three elements of the plastic
arts (color, light, space) employed as basic supjior the dramatic texts.

Chromatic Phaedra or CromoPhaedra

Chromatic Phaedrais a dramatic work who's writing is based on ccmd
chromatic variations. The piece consists of nirenes and has a circular structure. In the
first editiorf the didascalia of the first scene show a greerasiis senith, below which
are the silouettes of three trees painted in varghades of red. Theseus appears, and
reposes in the premonitory heat produced by thehsoe, and the tutor, who announces
that it is about an incestual heat. Theseus th@esaihe sweat with a real hankerchief
made of elaborately decorated green cloth, whiehatithor has physically included in the
page.

In the last scene the characters repeat themsainvkbthe situation is inverted. An
announcement (verbal didascalia) now tells us ch@matic mutation that has been
produced: the drawing of the sun is now blood walst below, the trees show shades of
green. The sun's red, dyed by Hippolytus recetmigg Dlood; the tragic cold invades the
earth, penetrating Theseus's bones, who has arsielé of the death of his son. A gelid
sweat of death now wets his forehead and the hemikérwhich he uses (again, an
elaborate hankerchief) is now intensely red.

We find three types of didascalia (verbal, graphlibjectual) made perfectly
cherent in the prologue to the manifesto or thatiapropos® that proceeds the work, in
which the author accepts the use of words, butiddby rebels against the tyranny used by
the word in the dramatic tektn this work, form and content -inseperable in gheatist
artistic creations- complement each other perfedtlg creation within the scene that
announces the coming of the tragedy (essentialegiein the work by Joseph-Angel)

2 Phedre Cromatique ou La couleur tragique du dedBiarcelona, Investigacié Teatrologica,

1985. However, the work is redone (according toekdibris) in 1974, in Paris. The work was officially
included in the doctoral program for theater inltheversity of Paris VIII (classes given by Profe8atrice
Pavis, course 1986-87).

3 "Apostasier la religion de la traditiorPhédre Cromatiqueop. cit, pp. 7-20.

4 "Cette piece de théétre, destinée a l'optique chede et non a son accustique, est un appel a
l'insoumission contre l'obligation d'écrire aves aeots. Auteurs, elle vous invite & vous débaradseros
croyances alphabétiques et a utiliser le dessimade ou la couleur.” (Joseph-Angel, "Apostasieop. cit,

p. 12)
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appears effectively and is undoubtably brought pm tbasic principe in Post-theater: to
use the non-verbal means in the script, but thetgution always be rich expressiveness
and can enhance the work. In this case, the chiomatation produced in the final scene
adequately materializes the confirmation (readhm ted light of the sun) of the son's
death, that in the first scene was only foreshadgwiead in the crimson of the trees).
Throught the announcement of the messenger, the tedement invades the heavens,
surviving the end of the earth as a place of waramtl love (trees) and the cosmic
contamination with the blood of the youth (sun).eTankerchief, finally, powerfully
reinforces the feeling of tragedy, ascended toutiigerse from its uncontainable human
magnitude® the semantic weight of this textual fragment readits most potent level by
the use of the hankerchief which could actuallyubed by the reader to wipe his own
tragic sweat, therefore assuming the identity afsBus.

For what refers directly to the spoken text oladjae, each one of these scenes
contains two replicas of the verbal character. gogengel in this way lays a base for
action, setting only those elements that he fermdseasential and leaving the actor (or
spectator-reader) absolute liberty to interpret@gine the rest of the situations.

This same open-chara®és found in the rest of scenes in which the differ
characters (Theseus, Hyppolytus, Phaedra, nurséutor)l have dialogues between each
other throught a textual representation made ugragfhic undulations that insinuate the
concentrated presence of each charaeted leaves the imagination of the interpreter or
receptor to choose the addition of the verbal dngipal gestures. By just the fith scene
(that occupies a central position), at the end laing, undertermined and (we suppose)

® "La nuance végétale du premier mouchoir a faitgpfacin rouge délavé, comme trempé dans du
sang dilué. Cet accessoire délicat acquiert alimpdrtance d'un objet fatidique (souvenons-nous du
mouchoir de Desdémone, messager de la mort).aflgliAlexandrescu, "Mise en scéne imaginaire du post
théatre. Exercices de pratique théatraleatro (Revista de Estudios TeatraJeSgrvicio de Publicaciones
Universidad de Alcala de Henares, Madrid, 199268).

®En conséqguence, les comédiens, qui mettront péitee sur pied, devront s'en tenir pieusement
aux instructions chromatiques. Par contre, ils rtule liberté de profaner les répliques, de pasters arrét
ou de se taire." (Joseph-Angel, "Apostasier..." aiip p. 11).

This root brings Post-theater together with othemé&guard pan-artistic movements, of which the
work John Cage is representative: "In the decadeecf950's Cage works profoundly with this questidth
coherence, progresively abandoning all controhefdreative process and expanding the influencbarice
in the phase ofompositionand execution benefiting from the greatest degree of libertnfrthe later."
(Marco de Marinisgl nuevo teatro, 1947-1978arcelona, Paidds, 1988, p. 31).

" Liliane Alexandrescu proposes the following intetption of these dialoguess via graphic
undulations as a Post-theater setting of scenems'Det ensemble de références visuelles, la psitam et
la combinaison musicale ou émocionnelle des répliquonstruiront un labyrinthe aux murs transpaseoie
chaque personnage sera pris dans son propre disebdans son réve, n'écoutant que le tumulte ke so
monologue intérieumalkmanr).” (Op. cit, p. 266).
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tense dialogue with Hyppolytus, we hear the wordRlmedra imploring that the youth
agree to the end of her wish.

Once again, the break of the order establishélderraditional theatrical text (or,
what is the same, the complete substitution or paet written word for a graphic
procedure-undulations, in this case) is shown albsglcoherent with the creative will of
the author and with the contents that he wishe®memunicate (his vision and version of
the Euripidean theme), in that way intensely effiecin transposing, in a practical mean,
his conception of theater not so much by a speedibal change, but of an open artistic
phenomenon.

Joseph-Angel has recreated the classic myth frisnpriofund knowledge of the
Euripidean tragedy, and has passed it throughtsteee of Racine's classic French
recreation.

As is known, Euripidies forms his Hyppolytus thghti a system of norms, well
established in the practice of Greek tragedy, avdified by writers as far reaching as
Avristotle.

In this way, the work structures itself in alteima successions of four episodes
and other pieces, after the prologue and initiatgs, and ends in a final exodus. The
alternating dramatic material therefore is perfetihlanced and composed of essential
elements and other secondary elem&nts.

The Post-theater version supposes a depuratic@udf structure (by way of a
simplification that permits one to grasp more punidly that fundamental circumstance,
the tragic nucleus), by an alteration of the falbetler and that of the episodes.

Joseph-Angel's tragedy employes structural madiGios (the four episodes are
converted, without exact narrative or heirarcha@atespondence, in nine scenes) with no
more liberty that what is contained in the divisimm five acts in Racine. From the afore
mentioned are taken essential motives, as in thetimgebetween Theseus and Phaedra or
the dialogue of Phaedra with Hyppolytus, that isfoand in Euripidies and that occupies
-as we have seen- a central position in the Pestt¢h version.

In the dramatic personaethere is a selection of characters realized (the
fundamental triangle, support to the incestuousflicain Phaedra, Hyppolytus and
Theseus; plus the nurse and tutor, co-operatingegits neccessary for the development
and denouement of the tragic action). It deals tighhuman elements neccessary for the
function of the tragedy, in the same way that theyve to be the only ones common to
both Euripidies and Racine. In his version, Jostphel does not add any more

8 uAll theatrical work is, moreover, the story (anetal or visual) of one or various circumstances.
When only one circumstance 'narrates’, this strediiings from the beginning to the end a successio
actions or images. (...) Another option besides gbssibility cited are those in which the fundaraént
circumstance of the work is enriched by other eirstances unfundamental (accidentally or not) theéfan
impact of the first degree." (Angel BerenguBepria y critica del teatrdUniversidad de Alcala de Henares,
Madrid, 1991, p. 159).
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characteres, but does disregard others (althrougbhtl in one of his sources) that,
equipped with more a appropriate personality, semest of all to link (an anchor) the
respective themes and historic moments of thosdiones.

This way, the chorus, personification of the Athansociety, become obsolete in
the new context of the tragedy (from Racine); tlggcal element in it becomes
unneccessary given the close following of the tragucleus; the stress upon the
unavoidable force of destinity has been substitigd simple yet effective chromatic
notation ("La couleur tragique du destin”, was #ubtitle of the first edition), that is
balanced between the verses, antiverse, and epbtles Euripidean chorus.

The godness Aphroditi and Artemis, representatiohsthe mythic-religious
element and polar opposites that unleasch the mavieaf action, had already seen their
power mitigated in the attention given them by 8aamina's tragic in the gestation of
conflict whithin the arena of human passion. Fas tery reason, Joseph-Angel has
placed in one character the figure of the servadt messenger, making that the first
assume the functions of the later.

The characters added by Racine are intentiallyegisded, for they create a
complication of intrigue (Arice) and an insertiohtbemes over conceptions of power,
duty of the state and liberty, not only properhe tourt of the 'Sun King'.

They are guides that direct, we have said, alsefincthe primitive tragic nucleus,
divesting any anecdotal element (that, on anothadhis assumed to be known by the
reciever-audience, conoisseur of classic theaRmyduced by way of synthesis is a
stylized myth and the essence of human and drawmtitict° The purification process,
the work of Joseph-Angel in this case, is consistgtin the general concept of theater but
placing his work in the line that we could call dker of suggestion (a succession of
images that do not necessarily correspond witfteession of allocutions).

° Emilio Nafiez explains the adaption of classic tdyge the circumstances of France in the XVII

century: "The tragic figure is always a rebel, Wy history unfolds in France when Christian hursami
discovers, by light of the ancient world, a Chaistly demanding freedom from engagement. Cornaiild
Racine, then, adapt a Sophocles, Euripidies andc8eiThe evocation of the old unfortunate and hlood
happenings, the reverse of the greats of this wguided by a moral cap a and profane mysteriesapp
served by the rethoric of Horace and AristotleFofma y sentido de la tragedia de Racine”, en Beame,
Andrémaca. FedraMadrid, Catedra, 1985, p. 32).

10 The essentialization of the classic theme obligembring up a recreation of the same tragedy
by Miguel de Unamuno. Note the way this quote sugpahat we have proposed (found in therdio
written by the author): "I have tended, due to myfessional familiarity with Greek tragedy, to firide
greatest level of simplicity, taking out all scertleat are purely entertaining, and all characteas tmerely
decorate, and all scenes that are only transitlofiliguel de Unamunola esfinge. La venda. Fedra
Madrid, Castalia, 1987, p. 187).

M et us apply this point to the established diffeesrgiven the temporal character of dramatic
action, by Angel Berenguer: "Consequently, a dranméce may present a form afgumentationthe way
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One of the most notorius caracteristics of Jogemifel's creations, well illustrated
in the works cited, is given by his references éstlaetic and cultural models which
underlie the ternpost-modernism

From de semiotic point of view, it could be sd tpost-modernity of Joseph-
Angel (the Post-theater) takes root in the sulistiiwof the referent external signs (that, in
the traditional artistic creation, is inserted itk@ exterior reality of art), by a relating
character, equally artistic, relative to that deratThe signia then stops beign an element
that transmits a reality of nature different to fiystem to which it belongs; the new post-
modern artistic sign denotes a portion of its owintherefore the artistic language of post-
modernity converts itself inato a meta-languagarfguage that speaks to itséf).

Consequently, in post-moder artistic creationgfion is of less importance (it is
uninterested in the discovery of neither new ndrepfternal realities); the creative act falls
back on the limits of art and looks to relieve &xis artistic realitie$®

In this constant reference to the world of arfysudstantial to Post-theater, the
second version of the work is inetensified (that alathor has prepared to be published in
the first volume of hi€omplete Work

Effectively, the second version shows a remarkilel of perfection in the Post-
theater writting technique: the inicial didascdlielative to the prescision of the setting)
has divested itself of part of the picto-dramatleneent (text in which a drawing
substitutes the word which designates and objacthe same time reducing its extension.
The setting is indicated in the incestual gardefreten, in which the idea is conveyed by
a reproduction of Piero della Francesca's stat@ehdihd Cupid. But now we see that the
arrow which Eros holds has been substituted byaamtlprush whos strokes trace the lines
that (substituting the undulations that transcrittexlcues of the first edition) now imitate
the format of a cardiogram, converting the text it 'emotionalgram’ where the pulses of

it occurs in epic theater) or @luggestionSuch is the formula applied to the production citgdBob
Wilson." Op. cit, p. 159).

12 Modern logic distinguishes between two levels ahduage: 'language of objects' and
'metalanguage’. But this not only constitutes ttiensific instrument necessary for logical thinkeusd
linguists, but also it plays an important role e ttanguage we use every day. (...) Every time ttret
speaker/listener need to verify whether they aieguthe same codes, they all attention to the Cdde:
represents a METALINGUISTIC function." (The essajsRoman Jakobson over the linguistic functions
may be consulted irLingiiistica y Poética Madrid, Cétedra, 1983 The above quote, refering to
metalinguistic functions, appears on pages 36-3feofnentioned edition).

13 “The fiction of the creating subject gives way e frank confiscation, quotatio, exceptation,
accumulation and repetition of already existingges Notions of originality, authenticity and pmese (...)
are undermined." (Douglas Crimp, "On the Museumiin®, en Hal Foster (ed.Rostmodern Culture
London, Pluto Press, 1983, p. 53).
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the tragic passion are registered. The paintbrugihwhich the demi-god will paint the
tragic color of destinity, relates the conceptadtrced in this second edition: effectively,

in the first scene, in the location of the sun appea drawing of a mustache, also green
and reminiscent of Velazquez-style portraits, whilee trees have been substituted by
crosses of Santiago (in various shades of redjicdmo the pectoral crosses exhibited by
the painter's self-portrait ibas MeninasPaintbrush, mustache and crosses of Santiago
(graphic didadascalia) convey an intra-artistidityedin this case, the painting): once
again we have come across art as a reference Ro8teheater creation, yet now brought
to a new level of intensity, set forth by the irtiristic character of the painting's signer.

The major elements of post-modernity corresponth e intensification of
another fundamental root in Joseph-Angel's crestitime fact that this "erudite art"
always presumes (of the audience, recievers) thelkedge of the artistic past. If then first
edition of Chromatic Phaedraubjugates the myth of Phaedra, the new incomgnabt
only the knowledge of the Euripidean theme, bub #ie Velazquez-style creation (pan-
art) and of course, the author's own first editibiverse artistic references (dramatic,
pictoral and post-theatrical): pan-art and intita-at as a reference to itself.

Once again, form and content are perfectly harpeshithe rich didascalia for
props, the hankerchiefs (green and red) of theddgion now exhibit, lovingly imprinted,
ways to reproduce classic painting: the first (gre@miable as the sun-universe, now
converted into mustache-creator) represents altoletly opulence of th&leninas the
second (blood red, cruel like the testimony of planter which it symbolizes) shows,
throught a play of reflection-refraction, the mdsgraded levels of the social pyramid: as
imaginary reconstruction dfas Meninagof low caliber) by Murillo, inversion obtained
throught a replacement of figures in the Velazqu&inting for more humble types, as in
the painter's portraits of children.

At plays with art, but whitout forgetting lif€: the play of artistic reflections
corresponds to the perfection of mirrored lifdbafoque society.

14 u e théatre de Joseph-Angel est donc un 'théréste'. J'y ajoute: ‘théatre d'érudit.(...)allif
avoir lu Racine, Shakespeare ou Lope de Vega pomprendre le message hautain, dédaigneux des
convenances, et I'humour de Joseph-Angel." (Lilislegandrescuop. cit, pp. 249-270).

> Once again we must appeal to the connection oftReater with the artistic vanguards: "The
idea-force that constitues the nucleus of Cagetyps, essentially, equall to Duchamp's (..t to say,
the aproximation, almost at the identification, of And Life the idea that in the 1950's converts itself into
holy, marking almost all artistic vanguards and alihivitness reformulations and radical changes én th
political sense around 1968." (Marco de Marios, cit, p. 29).
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Photographic Phaedra or PhotoPhaedra

If Chromatic Phaedraconstitutes the search for a new theatrical std@sed on
color, Ce n'est pas Hippolyt@ssumes the pursuit -by a notably more compldx phthe
same search, now employing light as a medium withe utilization of modern
photographic techniques

This theatrical creation has also known a secadiore In the first, the work
retook the classic myth, focusing its attentionHyppolytus (which, we must not forget,
recalls Euripidean tragedy). The small peice, idetl with eight others in a collective
volume,Le mot de la fin et huit autres piéces de théBtmnstitutes one of the sections
in which the volume investigates the different nm&mdeossibiliies and grades of
theatricality (in the distinct dramatic elementspterialized from its very existence into a
fragment, a cue, didascalia, to its presence invaore (precisely at the end of the text)
and (why not?) on a blank page.

In Ce n'est pas Hyppolysnd in two other short works, the dramtic charastéhe
center of consideration. In all of them, the pa#isés for theatricality expand
indefinately, breaking all bounds that have bedabdished in dramatic tradition. In the
work entitled Quelqu'un this word constitutes the only element in theyplehis work
then is reduced to the character, undeterminecbiledo meld into any imaginable figure.
In Liste de personnaggethe dramatic work is reduced to the ‘dramatisgeae’, of which
is now the only base for theatricality. Neverthglghis list contains the inscription "Un
personnage historique”, the possibilities expanditg the inclusion of any character in
classic work. A similar extension, throught an irseeroute, is that confered @e n'est
pas Hyppolyte which by excluding the "historic" character (tBepipidean-Racinean
hero), it is accepted the inclusion of any other.al similar way the dominion for
theatricality is expanded spacially @ny place, except in Tre2esind verbally &ny reply,
except for the word "qugi.' If the conjuction of these three classic eleméhtyppolytus
character, the city of Trezen, uttering the replye) "quoi") constitute within themselves
an adequate basis for theatricality, the exclusibrihe same elements supposes the
inclusion of all the rest and the expansion, tteeegfof the "theatrical" character to the
most hidden confines of art and of life. In thisywéhe work summarizes the distinct
facets that make up the volume's main consideratieatricality.

It constitutes then, the expressive paradigm afremtive work that, oriented
towardslt7he future, at the same time sinks itssroothe knowledge of western theatrical
tradition:

16 Barcelona, Investigacio Teatrologica, 1985. €Rdibris situates the date of its creation in 1973
and the place, Avignon.

17 wce post-théatre a un caractére bien défini, bidm.dl prend ses racines dans le passé et
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In the second version, different in appearence,dbnceptual nucleus remains
identical, yet the work progresses with fidelityvirds the precepts of the Post-theater
credo. Effectively, the theatrical script has tgte¢placed the word for drawings, and their
composition now explain the titlePhotographic PhaedraThe main text and the
didascalia share the new possibilities of a dramiaxt different from a literary one,
consecrated in the author's creation. The workesgmted by format of a photographic
album in which the first page appears a cameragritbtographer (based on the character
elements of a XVII century French comedian). Thalfpage shows us the figure to which
the objective seems to direct itself, a reprodactibVersailles king. But the rest of pages,
all identical, are formed by empty spaces by tlistar composition of classic moulding.
These spaces, each given destiny the preceediriggoaphs, should be filled in by the
audience (the reader in this case), who will plecéhem photograhps with footnotes
which denote various scenes and characters. Tfwstheir part, consist in disconected
expressions, lacking in logical coherence, thaiaterea surrealist history, in which
anachronisms and characters are mixed: Louis XN\glidve, Marie Antoinette,
Pompadour,...

The theatrical possibilities (materialized by tipessibilities given by this
photographic setting of scenes) can be extenddd agd regard to characters, scenes,
and moments of action that the imagination of tiserustimulated by the illogical
semantics of the written text, will come to choasd later translate the work. Like many
of the best creations of known dramatic practiteces Martin Esslin, under the label
"absurd", the verbal text is broken precisely beeaof the lack of correspondence with
the discourse or the visual images.

The consideration given to the concept of thaatagain penetrating and becomes
manifest by eminently graphic mediums, that asstimaalistortion of the written word as
a base for the theatrical text. The theatricalifyeffect, is transfered here from the verbal
to the visual plane, by the setting of scenes (nadiiz=d by the succession of photos).

This scenogramshows the balance between distinct symbolic cagdb&h have
resulted to be interchangeable in a dramatic amatind at the same time breaking down
the prepotency of the verbal element and its drartigrary derivations.

The figures included in both the first and lasggms of the work are historic
reproductions of Moliére (in the character of Sgalte) and Louis XIV. Once again, we
see the meta-artistic character of Post-theatelugtimns.

paradoxalement ouvre de nouveaux horizons a latréfiéd" (Claudine Elnecavé, "De la parole au
graphisme post-théatral. Une nouvelle langue thBAfreatro (Revista de Estudios Teatra)es). cit., pp.
219).
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TopoPhaedra or Topographic Phaedra

The Post-theater trilogy over the classic mytfPléedra is completd by the work
Topographic Phaedrathe first edition published in Slovenian, with ttige Krajepisna
Fedra (it was officiality included in the course syllubtor drama studies in the University
of Ljubljana)*® The work involves itself in the romantic procesfio's evolution brings
on tragedy, for it is subtitled "Le chemin tragiqies'amour”. To transmit this process the
author employs a text that along with the use plies (cue) and didascalia, he includes a
principle graphic element, this time inspired by thnar landscape (the work is concieved
precisely the same year that Amstrong first stg@suhe cosmic virginity of the selenite
topography).

The 'dramatis personae' returns once again tonaa-artistic reference by
presenting Phaedra as an injutdibbida whos physical appearance corresponds well
with the psycological state of the Euripidean herblyppolytus, graphically characterized
as a classic young Grecian, with a tunic and lacmalvn, begins -like an austronaut of
destiny- the long journey imposed by fate, of whiah only see a succession of naked
footsteps (abecedary of the feet), over the gecdbgurface of blank pages whos open
and infinite character, like the sea of tranqulfitys barely able to transmit the inmense
tragic descision: given the infinite choices thatrevavailable to him, the youth (remember
his moral rigidity in the classic tragedyyhe has chosen the road to tragedy."

The path of the footsteps travels, one after therpthe full niniteeen pages of the
work; Hyppolytu's progression is only detained €likis throughts) in a meditation that
attracts to an imaginary deserted beach, and axddooe, the moment he makes his
tragic descision. In a central position whithin thevolopment of the work, the footpath
has created the form of a he@rjustly preceding and following the two verbal iepl

18 The work was included in the coursework of Profedarko Marin, during the academic year
1985-86. The date of the work's creation is 19Ad €k libris situates it in Paris) and published: Barcelona,
Investigacio Teatrologica, 1986.

19 "Quand I'homme marcha sur la lune pour la prenfigiee j'ai pensé -dit Jospeh-Angel- que la
Mer de la Tranquillité était la page idéale pourirécune histoire d'amour éternel, pour écrire lsur
superficie lunaire, ou il ne pleut jamais et oudat ne souffle pas, les blessures sur le coeypdiiyte et de
Phédre." (Liliane Alexandrescop. cit p. 256).

20 "Note that the uncompromising and virtuous charaofeHypoplytus, which will dictate his
doom, is the same as Phaedra's unfortunate paggiherto Medina Gonzalez y Juan Antonio Lopezdzer
op. cit, pag. 349, note).

21 “L'espace blanc crée une atmosphére d'espoir alptat se faire. Un duel s'engage entre la
spatialité et le graphisme qui gagne du terrairfioemant une forme de coeur englobant tout I'espiage.
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(cues), the only ones in which the two lovers cesfibeir irrepressible desires. Right after
this vacillating moment, Hyppolytus's steps mafktally straight path leading hopelessly
to the youth's death, externalized throught thesishy dissapearance of his body until
leaving only sections of him on the limits of thesppagé? A complex didascalia (that
unites graphic gesture, onomatopoeia and text) rlimele the tragic gravity of this
denouement.

The second version, its revision to be includeth@Complete Worlof the author,
possesses the same import given to the other twodeled versions of the trilogy. The
semiotic complexity of the work has become richrat there are new meta-artistic signs.

The presence of cultural elements and modernsaniaremented, perhaps for
intentional correspondence with the lunar adventia inspired the first creation of the
work. Hyppolytus remains remeniscent of a Greciéh te laurel crown, but instead of
the tunic, he now wears a moder courtly infantsslyinmediately evoking the sailor suit
worn by the young protagonist in the fildeath in VenicgVisconti). Whilst meditating
tranquil throughts, perhaps relaxing on a beachs feunf sitting on a rocking horse, the
toy whith which he enters and exits scenes, amlaafsycoanalytic allusion to the type of
death Euripidies makes him suffer. The heart drawrthe fatal footpath (which also
marks the title on the front page) considerablgfogces its erotic connotations: the only
two footprints that it contained have been sulistitiby an elegant pair of black high-
heeled shoes, uncared for and effeminately abaddaieng the same amatorial lines that
preceed the carnal enjoyment of the most genuirigvtmd mythologies.

The intensification of the tragic element thatlwérminate the lives of the
protagonists aquires its most vivid and strikingoression because of a new sign,
converted into a graphic-objectual didascalia: Hyypis enters the scene (initial page)
with a cut produced by a chilling sheet of steelbwiesign includes a drawing that
includes the symbols of masculine and femenineaiyutransposing the heartbreaking
duality (carnal desire faced by moral prohabitiaof) the incestuous relationship.
Hyppolytus abandons the scene (final page) becafisse new knife cut (is it now
uncompromising morals?) that dismembers his body ian this way symbolically
expresses the castration produced by the represieexual desire. his route is designed,
therefore, by passing by "the blade of a knife"jolvHike Damocles's sword, dangles on
top of the youth's head.

From the classic work we conserve the tragic msclehe central pair of
characters, Phaedra's uncontroloble desire, thempromising morality of the youth, and
the relentless flow of both lives towards a traggath. Once again, bringing the theme to

figure du coeur met a nu toute la problématiquéadeiéce racinienne ou le mot coeur est repriso8l"f
(Claudine Elnecavép. cit, p. 221).

22 s 'énoncé du départ d'Hippolyte, les ‘je suis agjignore, je fuirai’, sont traduits par le
graphisme des traces de pas. Graphisme qui merdésarroi d'Hippolyte.'li§id.).
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its essence and condensing theatricality from e¢lrlermost hidden elements. The tragic
conflict effectively seen in a manner distinct frazarrent and traditional canons is
precisely the point learned from the reelaboratibrthe classic theme contained in the
Post-theater trilogy of Joseph-Angel.



