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“(t] is the business of [the deamatist] to pick out the significant inzidanss from the
chaos of daily happenings sad arcange them so that their relation o oue another
becomes significant, thus changing vs from bewildered spectators of 4 monstrous

. confusion o [people] intelligently consclous of the world and iis destinics.”

{1ty

M et CIC ST

~George Bernard mr-.s.. “How to Write a vmvie. Flay" -

The playscript is both the typical starting point for a theatrical production and the most
common residue of production, because it usually remains intact after its parformance
ends, Because the same script may serve as 2 basié for many different productions, it has -
greater permanence than its theatrical represéntations and may come to be considered a
Jiterary work. Drama is consequently often taught apatt from theatre; many peo le who
rcad plays have ncver seen a live dramatic performance, and most students get their first
glimpse of theatre through reading plays in literature classes. But a script may seem uns”
satisfactory or puzzling, because it is esseatially a blueprint demanding from both readyy
and performer the imaginative creation of much that is only implied on the printed page.
Learning to read, undesstand, and ill out the script (cither in the mind o7 on the stage) -
is essential if the power of a play is to be fully realized.” - ] e

e

On Reading a Play 7 e g

al,

“There are no rules shout how one should t=ad a play. Nevertheléss, some ov.nﬂmn._e,:_
may be helpful to thosc for whom piay Teading is 2 new experience, First, one. must ac-
cepe that the ability to read imaginatively and pefeeptively is a basic skill needed by
everyone, because without this skili-tmuch of human experience is lost, and intellcctu-l
ally we suffer from historical and cultural amnesia.

e it

Decause all writers do not express themselves in the same form, all written works

caniiot be read in the same way. Each form hus its.own characteristics, and each makes:
distinctive demands on the reades. We cannot read a play in the same way we read &
historical treatise, an essay, a biography, a navel; or a poem. To read a play adequately;

we must adjust our rinds to the dramatic form. A play is distinctive in part because it.
is made up primarily of dialogue constructed with great care fo convey its intentions -
and to create the sense of spontancous speech by characters involved in 2 ?n_aw.:ﬁ

action. A play is both a highly contcolled structure and 2 simulated reflectiofi of human

experience.

e . Vg
Drama requites readers to contribute more than mast other forms of fiction do.,

Not only must readers sec and anderstand what Is explicitly said and done, but -,_...annw.
must be aware of all that is implied. The dramatist may use stage directions to clasify

setring, situation, or tone but usually conveys intention!

s through dialogue. In reading a.

pley, we should assume that what is written is what the writer wiched to-say. But be-
cause the dramatist must convey intentions through a likeness of conversation, we must
be seasitive—zs in Jife—to what is left unspoken. The reader must be alest to the nu-
ances of interactions among characters, Althoigh inwardly and imuginatively sceing
and hearing-2 script are not a simple undeqiaking, we ean Secome adeps at them with *

. r..f

practice. Perhips the best place 1 begin Is with « lovk at how plays are constoucted and

8t : i

e

;..‘.j_ . c.a..!....wa.........,..,....
how structare nm ceinterd i %‘Eﬂi"._“n eTectiveasst g mearng. (Tow aywiights fus
tion in ”ow.uw.- thestze i3 Ciscussed in Chapter 11}
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Drametic Action
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T depict more than a'swall part of the totality. Because ¢ach “playwright's view of thst

m
|

. cstablished In the apeain eection of the sy, For cxample, when during the ape:

esiiipd o prepuaed for things to dzviste fron: normal modes of
A consiscency withia the framewnrk of the pas ticulr piay, not wa
© have happered this way i ieal lifs, it Teadls s %0 accept events

. Broacly speaking, & lay Iy (s the sncient Greele philosopher Arstoll wroie in his
. physical movemgnt. Rather, he was concerned not only with what charactess do but also,

- with tdy they do it. In turn, the actions of the individual charactess relate Lo some ques-
" tion, problem, or theme that forms the central focus, o dramatic astion, of the play as 5.

 effcctive dramatic action. Azistotle stated that a dramatic sction should have a.begin-

T ——)

_ Poetics) a representation pf humaa beings “in action.” By “action” he did not mean mere

- whole. - o NI :
" Francis Fergusson, a tweiticth-century American aviic, has argued that 3 dracratic
action builds through three steps; purposc, passion, and tion, By purpose he mésns
awarencss of some desire or goal; by passion Tie means the strength of desire or saffcs-
. ing that makes characters act to fulfill their goals, along with the emotional turmo:l they
1: undesgo while doing so; and by perception he means the understanding that eventually
" comes from the steuggle. In Ibsen's A Doll't House (a discussion of whicl: can be fowsl.
" in chapter 6), we sec Nora attempt desperately to congeal that she has borrowed moncy
" without her husband’s knowledge, the increasing anguish i which this attzmpt leads
her, snd her eveatual discovezy that her mariage has heen 2 lie baszd un  misandes
-Ew&,_..,m..en her —E-r».:m.u character. , . o i
_ ¥ The range of huraan mofivation and behavior is o peeat that no single play can

S DR L e s

auman gondition ¢iirs, cach drama is in some respects unique. Still, alt playe ehare
certain qualities the. tlow vs to drmaw some conclusions about the chagsceeristics of
ning, middle, and end. On the surface, this statcment ssems obvicus, bur it sunnmries
a fundamental principle: A dramatic action should be complete anil self-cantained (il
is, everything cssential for understanding it should be in or implied in the play) 17
this principle is not ubiesved, the action will prabably scem incomplete or unsstisfng. -
Sffective dramatic aciinn is. deliberately shaped or organized to reveal its puspose and
goal and to evoke Tam the audience specific responses (pity, fear, ‘mighter, ridiculs, and ~
so on). Effective d-zmatic action, in addition to having purpose, must also have variery -
(in story, charactérization, idea, mood, spectacle) to avoid monoro 3. Effective dramacic -
action #ngages and maintains interest. The situation must be sufficient compelling 0 &
arouse curiosity, the characters interdsting enough to awaken sympathy or antupathy, the
issues, vital encugh to provoks caiicem, or the spectacle and sound novel enoush
attract attention, Effective dramatic action is internally consistent, Even if the sycins

might 52 impossible {n real hie, they should be consistent with the

; '.":u A e §

(7

speech of Eugene loncscu’s The Bald Sepimne the clock strikes seventean
chesacter announcss that it s vine o'elock, we are svarned that

it s % e . Cne—
"

.
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- k«:&t& Poetics.
_,._,or._w:. no one has’ nur_.nna m,nu:nh nfluenc
n_n::f drawnatic structure, and c.&:..ﬁp _.o:: tha

m_npw Oﬁnr 1:?332 ?.ﬂa:ﬂ. el
‘teacher there. w..m_::_:n in 343, 1 as f

draima T scems. H_rn:\ ﬂ_.:.n ::G a pa
3 "rozr_, it 95;2 %»:E 51 WO, wwﬂ

e _..mmn»_ud? von-cm.. the n‘_n.a._..::u of &Bom r<nai59
Becaus=.it has been 5o i uen fal,” :.: e Sun_n.é

drama, ,m_,_ccﬁ be famili

|
|-

Methods of Organizing Dramatic Action’

A play is composed of incidents organized t6 accomplish a wE._uomn This Em..S.S:o:
directs atrention to relationships that crealc & meaningful pattern. In enalyzing a play,
it is helpful to pinpoinc the source of unity; otherwise, the play may seem 2 collection
of unrelezed happenings rather than a whole, The most common sources of unity are:
cause-to-effect arrangement of events, character, and thoughit. (Jo understand. the fal-
Hosmzw discussion mast fully, the reader should be familiar with Sophe:izs’ Qedipus the
King, Henrik Ibsen's A Doflt House, and Samuel Becketr's Happy Days. A discussion of
Oedipus'can be found on pages 71-77, of £ Doll 'r Housz-on puges 166-169, u_.i of
Happy Days on pages 218-220)) : :
The majority of piays from the ﬁwmhmgaungacmgf ¢ 3

.

En,i of events. This is the organizational principle used in A Doll} TS.E.

i
i
|
]

. £ e . . S e, |, T i .
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‘Samuel Beckert's Happy Days at Stage Swn.n.avnanmn_n_ ..Su.- V Ellen Laurie as Winnie, Disected

; »omn.r.: primarily because all of the cvents focus on one person. Few plays z-e wnified W

RN

Tt W 8 bt 9 M 7 e e |

by Gregary Bayd. (photo by Peter Gould; courresy of Stage West) -

52__&. in the opening scenes the m_uwi:wn..n sets up the necessary conditions—tie
situation, the desires and motivations of the characters—out of which later events de-
velop, The goals of one character come into conflict with those of another, or rwo con-
flicting desires within the same character lead to 1 erisis. Atiempts to surmount e F
obstacles make up the substance of the play, cach scene growing logically out of hoss i m
that precede it, Any organizational pattecn other than cause-tozeffect is likely to seex . 3
loose, often giving the effect of randomness.

Less often, a dramatist uses a character as.the source o..._E:Q.. Such s play is heX! lw

i
T b W o g 4 P

m._.&u:..__:-u_.,_w through character, however, because, to éreate a sense of purpose, mog

is required than that all the incidents involve one person. .H._;Q must also either ¢l a '
connected story af embody a theme. Beckett's Happy Days is unified in_part becase

Winnie creates the action, but ultimately the play's unity comes from its theme. Simmi= s

—-_u..kUu.e:oEnmE:. :Enro?:nn:.nem?:_uoa:.noa?o..-mn_aﬁw_ﬁnrnmnﬁ
is organized mainly through the structure of its incidents. Plays with primary. nu_w.ﬁ.- W
on character are usually biographical, as, for i :En.ﬁn. a play about Abraham Linciln ot _.
Richard Nixon.

Many twenticth-century dramatists organize plays around. with scenes_ ' ..
linked through a central theme or set of ideas. Beckett's Happy iss centrat m
character, buried up to the-waist in the first act and up to the chin in the second w2,
trying cheerfully te fill her days asif her situation were perfectly normal. It is organzesd
somewhat like 2 musical composition, ia which a theme or motif is introduced and Han
n_nvoi&_._maa.ipR;n.umi..._n_,_e...:_zaﬁasnrpxiausa&?3808-!‘&- '
umo:om.EEp_—gnnsnnn.E-Eav:oaprn»_sgno‘.&nﬂan_nl oi
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in which we are trapped. Beckett does not tell 2 story so much as embroidesUpon a can~
tral idea. Like much contemporary drama, Beckett's is nonlinear, composed mor= of
fragments than of causally related incidents, ;

Althouph a play usually has one major source of unity, it also uses sccondasy
sources, because every seript involves a sequence of incidents, uses characters, and im-
plies 2 theme or set of ideas. Other sources of unity are
o &is

dranig ddindiaidiag ?r.oaa.:n!oﬁ.orﬂkﬁ.nrocarr&Q._S.Bc.__n_»:m
spectacle. E i

lot

Plot is often considered merely the !3.3-4 of a play's incidents, but it also refers to
the organization of all the elements into 8 meaningful pattern. Thus plot is the overall
structure of a play. 7

establishes so all of these: BPEE@EEN
1 internal logi rules of the game) that wilt
b - Viewing a play is like coming upon previously unknawn places and per-
sons, Intially, the novelty may excite interest, but as information about the place 2ad
peopie is revealed, interest cither wanes or increases. Che playwright is faced with 2
double problea 10 give esseatial information and at the same time to make the wadi-

" The beginning of a play invalves exposition, ¢ the setting forth of information—
‘relationshi characters, and the present sicu-

&w_—.i%r-gg&? , it is not confired

to those scenes, because information is gradually re throughout most plays.

The amaunt of exposition requited shout past ar aaﬁia&.ﬂw“f .
uses an -

poi : the memens 2t which the story is are typically use
Nﬂwmnm:ﬁigrrﬁt%gaﬁ.&% i &ﬁgﬁw,
. . . e o it

did I L L ELLL LN N

TR W R T r,‘M

inant mood, visual style,

The organization of dramatic action may also be approached through the parts of -
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The Playseript

.

The Middle

ey - g ' . R AN o N
he middle of a play is normally composed of a series of complications. A complication
&lic middie of a play 15 pormaily composca of @ serics o7 Complcatic 7 i

is any new clement that chenges the direction of the action—the discovery of acw in-

ormation, for example, or-the acrival of a character. The substance ¢f most co:nplici-
tions 1s discovery (any new information of sufficient importance to alter the direction of

acuon). Discoverics may involve objects (3, wife. discovess in_her Twsband’s pocket a -

1 of the ki higt higsigalin..

weapon of the kind used in a murder), persons (a young man discovers ¢
love is his father), facts (a young man about to leave home discovers that his mother has_

&ancer), values (2 woman discaovers that sel{-esteem 1s more important thaa maitiage),
or sclf (a man discovers that he has heen acting from_purcly selfish. mogives when he

fIGUENT he was acting out of love for. his children). Each complication nozmally basa,”
.2 dr.

beginning, middle, and tad-—its own development, climax, and resolution—just s the

a

t Rl e ——— e s
‘play as 2 whole docs. ooy ¢ .
Other means than discoverics.can be used to precipitate complications. Natural or
mechanical disasters (carthquakes, storms, airplane crashes, automobile accidents) are
sometimes used, but these are Jikely to scem contrived if they resolve the problem (for
example, if the villain is killed in an automobile accident and as a sesult the struggle

m

automatically ends), ;

The scrics of complications culminates in qra%nlbmb,m:nﬂbmﬁmc%@ﬂmﬂ

est or suspense, It i3 often JPS.BE:EPE‘ the grisis, that discovery o evi

— . e

derermines the outcome of L acgon. Lor example, the tite character in. Cedjprs:.
the King scts out to discover the murderer of Laius; the interest stezdily griws as
cvents increasingly focus attention on Oedipus, and the turning_ point & ;
ﬂpmm_m“m.nnu_wunv, that he himself is the guilty person and pecpmestt doad
u_.._sv..r_m pursues; Not ail plays bave a.clear-cut serics of complications Ieading 1o cli-
max and crisis. Happy Days, for éxample, is iess concerned with 2 progsessing action
than with s static condition. Nevertheless, interest is maintained by the frequent in-
troduction of new elements and an ongoing pattern of tension and reiaxation. One
way of analyzing such plays fand 2ll others as well) is to divide them into beats, or
beginnings and endings of whicl are indicated by shifts in motivation,
topic, os the introduction of ome new element. One can then examine ths function

of 2ach of these units both at tiet soint in the action and in the overall development

nmits, the

of *he play. . oy

The End , , TR St

The fral portion of 2 play, the resolution or &waornannhhnﬁmhﬂmxa

plasidla L

L ) ig_to the final curzai j he various strands of ucti
from ¢ to r%_u.ﬁwn.:.w_.:rﬂul;n up the various strands of ¢ -
_quektipns raised carlies, of solidifics u.mm,mr me. It returns tie m_qummmn.wmm%h\mﬂ
. : e , e 20

ance and satisfics audience expectations,. fh Al
Jance anc A lence expecia ) t b :
Llays.may alsc have subplots, io which events or-actions of secondury interest asc

; - i -

developed, often providing rontrass fo or commentary on the main plot. In 4 Ddll’s
House, the relationship of Kragstad and Mirs. Linde contrasts sharply with that OmZo_;
and Torvald: Often a subplos becomes 2 major factdr in resolving the maizyplot, as-in
Hamlet, when Laertes, a morally upright character, is provoked by the death of his

father Polonius and the madness of his sister Opheli. 1n agree ta help Claudiugtin his

plan to kill Hamlet.

i

Character and Characterization

Character ond Characterrzation 45

" they want. It also shows what characters actually do when faced with making a diffic

Character is the primary material rom which plots are created, because incidents e

anything that delineates a person or differentiates that person from others. It operates
on four levels,

The first level of characterization is physical or bislogical, definin
colorgtian, an
information,
the characters.

d general appearance, Sometimes a dramatist does not supp t
ut when the play is produced, sctors necessarily give physical presencs 1o

gocietal, It includes a character’s cconomic statug, profession ar
ins=all of the factors that place a character in 2 pactiz-

d Jevel i

t revesls a character’s habitual sespon;
. g5—the inner workings of the mind. Because drama most
often arises from conflicting desires, the psychological 1s the most essential lewelof
characlerization. L ; of

The fourth level ig morpf, ]¢ reveals what characters argwilling to do to gt whac

oy

i

Henrik Ibsen's 4 Dolfs House a8 produced by the Guthrie Theater (Minneapolis). Megan Followa |
as Nora; Stephen Delinski ss Torvald. Directed by Michael Langham. (phato by Michal Dasiel) o

developed through the speech and behavior of dramatic personages. Chareeserization = Jw .

avd
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46  The Playseript
e
choice (as opposed to what they have said they or others should do in such sitaations).
Masal decisions differentiate characters more fully than aay other type, because delib-

erating about such decisions causes characters to examine their values and motives, 1n__ i

the process of which their true natures arc revealed both to themselves and to the audi-
ence. The moral level is developed most fully in serious plays. (Analyzing Nora iri 4
Dell’s House and Winnie in Happy Days in terms of the four levels will reveal . much
aboat these characters and the plays in which they appear.) D Ny

ot aits i in or example, the su-

dience needs to know very about . o appears only 10 announce dinrer,

whereas the principal characters nced to be drawn in considerable depth, 22
- A charscter is revealed in several through descriptions in stage directigns,

nog pagt of the di the

ramatc characters are vsually bath éypified and individualized. On the one kand,

s would be unable 10 relate to a character who was totally unlike any person

ey o eves known. Therefor,chazactes cen wully be placed in one of severa arge 3

nm‘l&??o»?&af&.iﬁa;&ﬁngm&%%m@,
i!i&rﬂgﬂ‘%%%gngﬁﬂsn
gim‘lﬂ%&i!ﬂ.ﬁ!?ﬁi%ﬂn%ﬁﬁn char-

asize one or more of these levels and may develop mary. -

ke Rt LTy
par. & gt
£ ..r.......-.- .& 3
Ly j. 2 R,
S i -—a.mw-.a. .
X R

Music

.%:2..3&, for projecting meaning are, alle
y rifications of 2bstract qualiti 3
‘turyman._A symbol 1s an object, eyent, or image that, slthough rogygn-
i itself. alse ~uggests.a conceptas sep. o relationships, In Happy Days, the mou~d

in. which Winnie i3 trapped 2 t progressively rises around her sesves as 2 symbsl
: .wm the human condi';on and visually sums up the play’s thought.

and symébol. In allegory
st | ot

&

in L
T producrcrs of, jtical essays about, the same play cleicly indicate.

ae b Nevertheless, each inrérpretation should be supported by evidence found n the serip:

w“org.msm.ménuﬁn?[n.%: of drama. To convey these to an
el 5 P ik Ld g .
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Suriking unisic and specticle are major (¢arures of Lee Brever snd Bob Telson’s 75 ipehar
Coionus, a reiciling uf Sophucies' Cedipus at Colonus through American gospel mugic anet” :

precehagTlere o a production at the Goodnizri Theatre {Chicego), MartinJacols (& membes-
of the gospel group.the Soul Snreers) separates the Balladeer (Sam Butler, Ji.) and Patyns

(Terrence A Carson). {courtesy of the Goodman Theatre) - !

o iy

through the clemnents of pitch, stress, volume, tempo, duration, and quality—traesfora

P ~— =
' -

into sound, 1t is through tizse elemnants that rijeaning is conveyed. For example,

u.ﬂ )

theugh the wards of a sentence may remain_ cohstaiit w.ﬁn...m:ﬁﬁ.ﬁﬁ.mmﬂmmwwﬁm by

manipulating emphasis or soue {*You say be told het?Tas contrasted With. "Yeu say.

told Jer?” or the differences that result if the toyie in tie same speech is elsified from oy
ta sarcasm). Decause written langoage is ‘imprecise in, emiphasis or tone,Actyrs and
directors may interpret 2 passage.in ways the playwright did not integd, #2250

The spoken aspect of language varies it its furmal qualifies, I some play's; zmong

them A Doll's House, it simulates thsloose shythms of ncnqwm___x speech; ip others, such
as Shakespeare's Hamlef, it is m_;mﬁm_:o formalized :._wiw_ﬂ_“wuaﬂzu. i Y

In addition to the saund of thé actors’ wdices, a play may also use B.._mmmmu the form
c?:&mn:;_mcsmmu:avu%m_.o::a:_c&.fnﬂ..55_:.,2._nman&‘u..mm, mx"n...”.

-

L o -

{especially in' combination with lyrics) may serve many functions. Ig |
it may characterize, it may sugges! ideng, JLMAY (ompredt characterization or.

P ‘s . ' ' » . . ] . s
preseping iformation, [eclpgs, of metjvations in 8 song), I pkk A weietgacd

may be pleasurable iv itself. ;

- - - Tl - - - = PR N S N G S N NS S S S S S S S———

- Ln this production of Degtolt Breche

LK ]

al
L}
F1
afs

=

! L i Y
: uct 'S Tt the Jurigle of Cities at the American Repertory Theaiss,
mimerons compartments are used to enact the harsh realities of the Amctican Dream and the
attempts of fwo men to destroy cach other. Directed by Robert WaadrufE setting by Robesr*
Pyzocha, costumes by Catherine Zuber; lighting by Michael Chybowski. (photo by Riehaxd
Faldman) ~ e

may, Utilize song and instrumental accompaniment gs integral u._wcnggm.,uﬁcma.

i

- visual elements were given added prominence, stage dircctions became _-Eu—.,w.’nf.t..

- § 7%
Spectacle eacompasses all the visual elements of a production: the movement mm.._lu#-
tial relations of characters, the lighting, settings, cosRimes, and propertics. Because vehs

T e mor e e e M VR SRR =

ers normally supply these clements, the play@right does 16 Tiave full control aves themy
and because the script seldom describes the spectacle precisely, the other theatre griss

must discover_the play's intentions through careful study of the text. Similarly, the
reader of a seript must try to envision the spectacle in order to grasp a play's man._&nm
The visual picture of Winnie embedded in the mound is essential to Happy Days.

Some scripts give the reader mare help than athers. Many older plays G

Greek and Shakespearcan tragedies) contain almost no stage dircctions, and n.al. ]
to-#pectacle must be sought in the dialogue. When place or action is impostant, »

plays dsaally have a character describe them. Beginning in the nincteenth century,whea o
time, the printed texts of plays have typically included many ads designed to help the
readler visualize the action. In evaluating spectacle, the characteristics we Efi :
concerned with are appropriateness and {iglingl

. (The process of tansferting the

written script to the stage.is trcated more fully in the nr.-w.nﬂ that make up Ez
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5C  The Playscripi

Form in Drama 5!

“ " %
Foym in Drama , .

S - o Scripts are frequeatly classificd aecording 1 form: tragedy, comedy, tragicomedy, meio-
Lk drare, farce, and s0 on. Considerable empliasis is somertimes paced on wilzmanding
F LS * the essential qualitics of each dramatic form and the proper classification of sach serio
Ay . * % . Arhus Miiiers Decti .f a Saiesman, fo: xample, provoked a lengiiy controvezsy over
d . . whether it was 2 t:; tragedy. Sinca the 1960s concern over dramatic form has lessered,
. ipast becauss s, recant dama-defies formal classification. Nevertheless, one cac-
AL » . - Jgﬁggigﬁgfigi.:!i{i
o of dramaiic form [z helpil. ] ; p
? % ,.mgibﬁﬁip%asirpu!rzl}}'
e - tence is i forr: coeaind Jy words arranged in a particular orde
] : o Simileriy, a play is 2 fo:m created Sy arranging incidents ia &
2 b X AR ” e 4 .,. therm a5 i/ rather th, |
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The Playicript

c‘..b&. mcanm arn Dast nn_..:.__... u..ns. ;.E...

- have called their seriqus plays’ ,

* and talk about tragic form,,

“lia mrurhmﬂnna for camnuu_a_;_..u

itie; argued in his essay *The Tragict B

Rpmﬂ_w in moders: times wnn_cnn we aau_mﬂ.r ma
pable of tragic action: “the idea of

.rir_n_..ﬂ:_._on n!ﬂi:__ozm oA ‘Bm y
the universe as we see it botix En D_nQ of

.4
as —n:mn were." 2

ence of a chafacter :._.5
-thing—his sense of m..n._anmm_. :w_.

2 close relative whe is just recavecing from 2 serioue operation, our concgsn will destro

the laughter. Similaciy; we ey distike some things so intenscly that we cannot 15,40 ,..
ridiculous qualities. MNoverthicloss, ey i sabject, oweves ivial or importafis, can. .r.non:.
the subject of comedy if we alece it ' iz ..m:z»..... awerk and distanes @nrselves sul
us imy'icabons. Comedy arovses nn.o:czm B..m.:m. _13\ 21 hne
ter as Their COmMGn 23Poase.

ficicady from 1

and scomm, witl

i 8 o e

Cther Forms e, BRI

No all plays arc wheliy secious or = com!dThie two ai¢ off qa_._.E_..m_:. cregte mined
effects, as in tragicomedy, a seriousplay that ends E__U ;wnnrnw. thve Baithiown of
the mixed iypes is melodvano, he faveric form of theninkteenth contuzy -:Sr__ the

demizant form among television dramzs nnvsm witti ¢nme and dangér A melodrame

: arcﬁ.._.; # temporari x scriows actior: thiat is initiated 2nd kept in motion by 1he Inaji

cious designs of a viiain; a happy resolution is made possible by destroying’ “thie wilains
powez. Melodrama depicis 2 waorld:jn i:n._ good and ns_ are ._Ev_w m._.m?ﬂ..:uﬁr

v

et e

- comedy through its happy ending, Itis a popular form, perhaps because it assures audi-

“Thus tone might shift rapidly; elements that in the past ware associated with tragcdy +

~
-
- e

+ by
“
L L

[+

there is seldorn any question where the audience’s ai-?zr_u- should fie. The -o.knt
arc strong and basic, creating & desire to sce the “good guys” triamph and the “bad| Euys
puaished. This desire is usually met in a double ending, one outcome for the good, |
another for the bad. Melodrama is related to tragedy through its serious action anc e *

ences that good triumphs over evil.

During the past century, concern for giving formal labels to plays has greadly i-
rinished, probably because people no longer consider it possible to categorize srmia- -
tions and people precisely. Boundarics have come to seem so fuid that a single evenr
might be viewed almost simulrancously as serious, comie, threatening, or grotesque. s

..... - o --_-\--_ -

-3
i
or comedy might be _._.n:_.::w»& or be transformed into their opposites: As a resuls,
the old formal categories have lost much of their significance. Sinee World War 11, plzys ml
have been labeled “tiagic farée,” pan-_._nw-._dwn& for the inusic hall,” and a vasiery of
other terms that suggest how clements ».35 earlier B«nﬁﬂ.ﬂ and (rom mﬁvnr..% - 1

have been intermingled.
Despite all of the changes, we need to anows_nn that cach play has a form; othes -

wise, we would not be able to read or Qa—ﬂn_.n:a it. It is perhaps best to remember 1]

that the form of each play is in some respects unique—no two plays are exactly alike—

bur that there are sufficient similarities among cerain plays to group them into sedc ¥,
mon eategory. Whether of not we have precise notions abour rragedy, agl R.R' 34
forms, we are aware of a._.mc:n".o:. between the serious and the funny, and most 7 .I m...
frecly use “tragic,” “comic,” and “melodramatic” to describe events in the world azound =
us. Basic awareness of m.ua._uzn form will _...n rn_vm& in gw um the Erlirlr o
.=o=- in this _Ec_.r i "
iy Drama ....u

*form, the word style is difficult to define because it has been used to ¢

H_ﬁ.. plays &. the same form vary considerably. Ore reason for this __E..nﬁ I*

" M_l

things. Basically, however, style results {rom a distincive mode of e
methad of presentation. For example, style may stem from traits
riod, a nation, 2 movement, or an author. In most periods, the d
‘nations has certain commnon gualitics caused by prevailing exirur,
philesophical, _.nmnro_em_m.u_.. cconomic) and by then-current ¢
Thus we may “speak of an cighteeath-century style. 1
ences permit us to distinguish & French from an
mas written by neoclassicists have qualities thar dist
by romantics, expressioniats, or absardists. Finally, the
disinctive qualities that sct them off fram the work
speak of Shakespesre's or Sophocles' style.
Style in theatre sesilts from thres basic
sumptions about what is trathful and valuable. Dr
have sought to convey truthful jnctures of hy
their answers to the m&oc:an %%?C
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Hamlet in Joseph Papp's modernized «ﬁ&or..uﬁ- Naked Hamlet, .w." the New York

; 7-rm.1nrn
Festival in costumes and sets that suggest a contemparary prison-like world. Directed by Josep's
Papp; sctting by David Mitchell. (photo by George E. Joseph) i

found? How can we perceive reality? Some have argued that surface appearances only
disguise truth, which is tc be found in some inner or n_u._mE& realm. Others have mair-
tained that cruth can be discovered only by objective study of things that can. be felt,
tasted, seen, heard, of smelled. To advocates of the latter view, observable details hold
the key to truth; 1o advocates of the forme view, the same details only bide the truth,
Although all writcrs anempt to depict the truth as they see it, the wbm._qwn,_.cp_ .«.E.E_.._mr— 8

PR

56 The Playseript

Prologue

¢onception of truth is detes: rined by basic tempesament an 4 talent and by rhve =l
i which he or she lives

Second, style results from the manner in which a playwright manipulates
means of expression. All dramatists have at their disposal the same means—sount
spectacic. Nevestheless, the work of cach playwright is distinctive, becaase cach pes
ceives the human condition fzom 2 differznt point of view, and these perceptions ase
reflected in situztions, chasscicrs, and ideas; in manipulation of language; and 0 U
g2stions for the use of speca. ¢, In the process of writing, playwrights set their distn
tiy ytamp (or style) on thew says.

*{'hird, style results from vhe manner in which the play is presented in the theatre
The directing, acting, SCenery, costumes, and lighting used to translate the play from the
writien script to the stage may cach be manipulated in many Ways; the distinctive man-
ner in which these elements ate handled in a production characterizes s style. Because
50 many peopie are involvz2 ™1 producing 2 play, it is not uausual to find conflictng of
in¢ onsi- tent styles in a sing-= _:o._:n".—o:.'._.winu:s unity is a primary artistic goal. Eact

t5e1 5 artist usually seek; o create qualities analogous o those found in the writtea
P X

k !
'nd the director theiy “nordinates all of the parts into a unified whole. In receat
times, mos_ﬂomn—.:mua :.:.._,_nﬂ.n-a_,:n—nm different styles, although this 1ntermIGEIng

1 e, Ultimately, style results from the way in which means

may {self be considered &5y
“are.adupted to ends. 2oy

Put One bas introduced and discusssd saveral basic issues refated to th. namrs of the-
atre, to the role of audiences, to varicd critena for judging theatrical p-formances, aad
to dramatic structure, form, and style. Such discussions remain soraswhar abstracs,
however, until they are made concrete through specific ﬂhﬂﬁﬂ.-hdhjﬁﬂ.ﬁm the
chaptess that follow explore how these issues have been manifestzd .2 the theatsical
practices of diverse times and places, both past and present. .-
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[ g o ﬂwo.ﬂoammrnﬂma_rnmﬁme?xa.o.,__ﬁaagan:._.s:nrwoiﬂn.ﬁutoﬁ
. B i _ ill sered under the o
_ o . great festival performance a5 one can seach, but still acred under the ... . open ;
“ G " [The offerings) ate pezfotmed only on special, ritual pccasions in the qe.....;ﬂnhqnmm
% 3 ! 4 dominating ., . . religiois element. There is no, or very fittle, professionalism. . . .

—Richard Southern, The Seven Ages of the Theatre

.!Mkl\
el Bal S0
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L ]
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" During the first two thousand years of its existence, Western theatre was mackedly dif-

" ferent from the professional and commercial theatre that we know roday and thar has . 4

flourished only during the past four hundred ycars. Until the sixteenth century AD,, ~ ;-

thearee in the Western world was performed primarily as past of festivals. Financed by L B

the community and performed for the commuity, it was ayailable only for brief peri- . 7 =

: : ods each year when theatrical performances were presented asofferings toagodand for 1

© %+ the enjoyment of the general populace. This type of theatre flourished in ancient . "
. By Greece, Rome, and_ medieval Europe, although in each the differences were as impor- : .H

: - tant as the similarities. : i i Tur o . -

.- The Theatre of Ancient Greece it L M
" Theatre in the Western world can be traced back to ancient Greece, and especially ro ' -
i Athens, usually considezed the cradle of Western civilization. The Athenians,imventors |
| R of democracy, were the first to have sufficient faith in humanity to let citizens be re- ' »
- . sponsible for making the laws that governed their lives. Nevertheless, the Greeks did - u :
) not consider everyone equal; Their economy dependcd on slave labor, and women were
i nermitted no publicrole, ‘ : ; P H
A e The belief in the ability of human beings to make significant decisions contrasted
"7+ . sharply with the beliefs of earlier societies that people are pawns of supernatural forces .' .
. or all-powerful tycans. This new attitude may have been a major factor in the develog-
ment of Greek drama, which usually emphasized the attempts of human characters to
control their own destinies. The Greeks nevertheless considered happiness to depend
on harmony between human and supernatural forces and believed that this harmeny _
L . 3 could easily be broken, Greck tragedy often shows the results of human attempts to g
5 o o escape fate or the will of the gods. From the beginning, Greek drama was preseated
iy g exclusively at festivals honoring Dionysus, anc of the many gods worshiped by the
Ao . Greeks, who conceived of their gods essentially as immortal human beings. Each god ™
: had power aver a limited sphere of activity. Like human heings, these gods had many
. ¢ L ; failings: They were jealous of cach other, bickered among themselves, were vindictive
1 N 4 when slighted, took sides in both human and divine quarrels, indulged frequently in
LI B 3§ 3o ina adulterous affairs, and in general made human existence unpredictable. The Greeks did
riot cbserye a holy day comparable to the Sabbath but had a series of religicus festis
throughout the ycar, onc or more dedicated to cach of thegeds.
: Dionysus, the god in whose honor plays were presented, was the god.
* . of the principal products of Greece) and fertility. His ,
ensure fertility of both human beings and the land. Supp the son :
greatest of Greck gods) and Semele (a mortal), Dionysus was killed (;
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62  Futival Theatre: Greek, Roman, and Mcdicval Theatre Experience " The Theatre of Diemypen £
i AT
behest of Zeus' jealous wife Hera), dismembered, resurrected, and deificd. The my+hs
associated with him were closely related to the life cycle and seasonal changes: birth,
* growth, decay, death, and rehicth; summer, fall, winter, and especially spring, the seasen
of rebirth and the return of fertility. As the god of wine and revelry, he was also assoni- .
ated with a number of irrational forces. 3 ¢
By the fifth century B.C. Athens held four festivals in honor of Dionysus each year,
~at three of which theatrical performances were offered. Plays weie not prescated at the .
* festivals of other gods. The major Dionysian festival in Athens was the City Dionyzia.
' Extending over several days near the end of March, it was one of the most important =1 e
occasions of the year and a major showcase for Athenian wealth and power, The festi-* . b bt
val was both 2 religious and civic celebration under the supervision of the principal stte ot
25 5 official. Theatrical performances were vicwed in a radically different light than they are >
. today. They werc offerings of the city to a god, At the satne time, they were expressions
g of civic pride—indications of the cultural superiority of Athens over the other Graekc
states, which enly later developed theic own theatres, (Eventually there were theanes

ﬁ
,
— Brigic %ﬁgz&ﬁgfﬁigﬂﬁrg_.ggmﬁf
% Tsrael, southern Ttaly, and elsewhere.) o e
i O first record of a theatrical evenr in Athens is the establishment in 534 B.C.of  ~ *
-, ; 2 contest for the best tragedy, a form that also originated in Athens. The first winner  *
1 ‘ ~<vas Thespis, the carliest playwright and actor whose name has come down to us. From
: J F!’gigi&iwﬁggﬂaﬂ.br&a&ﬁaﬁ
century, three tragic dramatists competed at each City Dionysia, each writer presenting
! a group of four plays: three togedics and one satyrplay. © 5
~ Asaryr play was short, comic or satiric in tone, poked fun at some Greek myth ueing g : e
produced at each City Dionysia, 2 tonl of nine. hundred during the fith century

all written by theee
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" Plan of the precintt devoted fo the worship of Dionysux in
Athens: at bottom, the temple and altar; ac top, the theatre.
‘Notice the scene house below the circular orchestra and the -+
perodof (passages) between the ends of the scene houseand the
auditarium. (from Dorpfeld-Reisch, Dar Grischische Theater,
1896) . - J s el

This arrangement was gradually converted into a permanent structure, The audito-
rinm eventually became a semicircle of stadium-like stone seats extending up the hill ¢
the retaining walls of the Acropolis (the structure was not fully completed until the late
fourth century 8.C.). It held at least fourteen thousand and pechaps as many as seventeen
thousand spectators. This scating curved about halfway around a cireular orchestra, mea-
suring about sixty-five feet in diameter, that was used as performance space, especially for
the chorus. On the side of the orchestra opposite the audience was the skene (“hut” or
“tent,” the origin of our word seene). The term suggests that the original structure was
used as & place to which the actors could retire or where they could change costumes.
Once its possibilities as a background for the zction were recognized, the skene was elab-
orated into a structure seventy-five to a hundred fect long and probably twa stories high.
Tt is thoughe that chis scene house had three doors—a large central doorway fianked on
cither side by smaller doors—all opening onto the acting area. The roof of this structure
could be used as an acting acea ta represent high places or for the appeuarance of gods.
The scene house was not architecturally joined to the auditorium; the spaces {called
parados) at cither side between the skene and the auditorium were used as entrances and
exits for performers (cspecialiy the chorus) and perhaps by spectaters before and afrer
performances. Because the original scene house has Jong disappeared, na onc knows
exactly how it Jooked. (Some possibilities are shown in the illustrations on page 66.)

Y L I T T T T T T T T . T TS S S~~~

\J

£5

“~

. The Theatre of Dienyput

L
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-
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PSS SEIRIEUN ) —1

|

o

“The theatre at Epidaurus, the best preserved of all ancient Greek theatres, is still used for
‘. festival performances The scene house, at left, is a temporary structure erected an the ruins of *
the original. A. tragic chorus of fifteen is pecforming in the orchestra. Notice the large dize of
the theatre arid the audience-performer relationship. For another photo of this theatre, sex colot
plate 1. (courtesy of the Embassy of Greece} -

e

- The scene house (as, later, in Shakespeare's theatre) probably served as a formalized
architectural background for all plays, even those set in woods, on seashores, 6r outtide
caves. This convention meant that locale was probably established by the dialogue, not by

: representational scenery. The action in Greek plays usually took place outdoers, but oc-
viaigesty « casionally the outcome of cvents that occurred indoors was shown, Most of the faster

0 b ] v 10 it B 1 0 o ol inin @ e e bl B

1

, scenes involved the corpses (efligics) of characters slain ofTstage that wese then shiown on- 3
stage, To show the corpses, the large central doorway was probably opened and a wheeled 3

] platform (the eccyclema) pushed out. Another common occurrence in Greek plays was the J.,

poe appearance of a god. Sometimes the roof was used, but in many plays the god had to de- 3
F .. scend to ground level or to be lified from the orchestra to roof level. For this purpose, a i
3 cranelike device (the macking) was used. (The overusc of gods to resolve difficult dramatic B
situations led to any contrived ending being labeled » deus ex machina—god from the ms- i
chine—ending.) Probably nothing better illustrates the noarcpresentational conventions a

of the Greek theatre than the machine, because its fulerum arm, ropes, and pulleys wers 3

visible to the audience. It was not intended to fool anyone; rather, it wasised to suggest

4.2 the idea of flying, 2 power possessed by the gods and denied to human beings (exeept fos
a8 a few who had been granted special powers by the gods).

, From our standpoint, one of the most remarkable things about the Theatre uff

, Dionysus is its size. Today, a theatre with an audience capacity of even three thousand

" BEEENFNARRNRRRRNRNNRENRNN
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The Performiers

;‘-\Pgu &7

is considered almost unusable for drama because of the difficulty of secing aad hearing

We expect realistic visval effects and acting, and we fec! cheated if we cannot see cvery
detail 25 we do on the movic or television screcn, Obviously, the Greeks had expecta-
tions that differed fruin ours, as is clear [rom the conventions they developes and 3c-
cepted, The structures today that most resemble Greck theatres are sport asenas

(Keeping in rind the scale of such structurcs will help us understand many othey con-
ventions of the Greek theatre.)

LA o » of . i o
sl g e e

\ o bt d
- » 3 » s

?lﬂw!l&f?tdt&!!?ﬂﬁgrmz.rrii
the appesrance of the scene house; these drawings show four posibilitics, (from Ermst Fiechter,
Autike Grieschische Theaterbanten, 1936; courtesy of Dr. Chaclotte Fiechrer)

ll'l'lIIDIDDD..F..I.'I-',...J 'l

Pesformers in the Greek theatre may be divided into four categories: actors, choras, su-
‘pernumeraries, and musicians. All were male.

- By the time Oedipus the King was produced, around 430 B.C., the rules of the con~
tests restricted the number of speaking actors ta three for each author This rule did nec
restrict the number of roles to thiee; rather, all speaking parts had to be assumed by
.Eauua.aanrnﬁnznr:mzﬂusﬂaqia!r-izvruiﬂrll

: ...;ssaom.iﬂs,.tgﬂ.ﬂﬁsz-.fa&nrngmlivnvi
art mgﬁrmena:gr-nﬂﬂig!rnl&.c!giulili
* lines. This convention probabl i ?

The tragic chorus was
his piays at the City 3. saysia bad to apply to the pii
rus. We do not kno + 1.2 this official decided which p
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"I'he chorus ivas one of the distilictive converitions of the Greek theatre. Tt usually
made its entrance following the prologuc and was present thereafter until the end of the
play. The choral odes, performed between episodes, divided the action inte segments
something like the acts of a modern piay. The chorus served several functions in Greek
drama. Furst, it was treared as a group character wha-éxpressed opinions, gave advice,
and occasionally threatened to intérfere in the action. Second, it often seemed t6 ex-
press the author’s point of view and to establish a standard agalnst which the actions of
the characters could be judged. Third, it frequently served as the ideal spectator, react-
ing to events and characters as the auchor would like the audience to react. Fourth, i
helped to establish mood and heighten dramatic effects. Tifth, it added color, .596-
ment, and spectacle as it sang and danced-the choral interludes.

" The principal musical accompanimenit in Greek tragedy was provided by a flute
player, who preceded the chorus.as it made its entrance and then (like the chorus) re-
mained onstage throughout. Thi source bf the ‘musical'accompaniment was thus visible
to the audience and not kept offstage, 45'in most modern _uamc?_o:w,?n fluze player
wore sandals, one with a clapper tn its sole for beating fime. Both percussionist and
Rutist, he also seems to.have compased:the music he played.

Although much music was used i .ty Greek theatrical performances, almost none
of it has survived; the texts; BE Oﬁnwﬁw_ﬁ do little to 3»_3 us aware that we should

BT AARNT - Sanette of o tragic actor shawliig mask;:
Iy LR NS4 - . . headdress, and long rabe. This fgure i,

o B BANNS. - from 1 pesiod later than the fifth century
! B.C.and is more Bﬂmmﬂuﬁn._:., S
" ,—_umn:gnn than would r-&&ﬂa.gu_ﬂ_
.in Sophocles' time. The vénncoa. below
,the sratuette are pegs used to gachor it in
2 r_:u S.o:— .ﬂuanan:z .?R_:.. u. _.mv&.

i o o (e o T e o e i e e i 0 g Mo M (e e e e i el . S M e . PR SER  s

“
The Pesfarmers &2 h

._ﬁu

i ‘Q_.nnm u.._..aw_n UES&:& i - mm

>uan§=.. mon_._on?-. and M:-i:.rﬂ are the only tragic _Enroa whase plays “L
survived. Aeschylus (523456 B C.), a member of the Athenian nobility who —
-a:m;.-rom_. himself in the wars’ against Persia, wrote nvmnonﬁﬂ..n_u. eighty . i
Enw-. of which seven survived: The Persians, Seven againti-T¥ebes, The Suppliants, % —
. Prometheus Bound, and Orésteia (a trilogy of plays: Agamemnon; The Libation Bearers,
- and The "Furies). Soma scholars believe that all of Aeschylus’ surviving plays were’
paits of n:_om_n- (threc plays based on a single story of therne) treating philo-
.o_uvﬁ.— issucs. The Oyesteia, for example, shows the evelution of the concept of
._=va i personal revenge is replaced by the impersonal judgment of the state.
>Bnr..1..= plays; the oldest that have survived, are somewbat crude in 383?
.‘ son’ with’ movran_n. ) but. Enw uwoi —_nqo.n mn:?u s_-n«n:_n s.:—.. zwn_bﬂnn
! oE:nw_ fssuesi® o Tt % : :
mo%as (4952406 5. ) ¥ was from ' wealthy ..Ee.i& aﬁza. .E&.
sme, and vo_u_._hnn For a time, he served as one of ten generals; the highest elec-
5 tive oﬁnn o». aﬁh:a:.n_.. state. Sophocles wrote miote than 120 plays and wod *
{ re »:w “other Greek drainatist. O his plays, only seven havé
L.sna. L_E..ngn_ 0&.&5 the King, Electra, Trachiniae, Philoctetes,” r_&
O«m..?_ ar 9&33:_.. mnvvan_ﬂ. final play, Oedipus at Colonnns, written when _ﬁ
<1 Wwas, al E:nnlﬁna oﬁ was m_d&_nnm the year umﬁ his death, His .nvaﬁ..
£y . Er

CamScanner ile tarandi

\

. a.-_m....__u

..'.‘..'!

, ..:....;..,""

!
.

be __n-a:m nn:n_: _o»-.unn- sung or En:& to masical HBE_BEB!F Aj
to unite music and text as they had been in Greck tragedy gave rise to oper in
Italy during the late sixteenth and early seventeenth conturies.) Greek music had,
a great variety of musical modes, each with a particular tonal quality. &!

thought appropriate to certain kinds of subjects or cemotions. It probably more
approximated the sounds of present-day music of the Near East than that of west-
ern Europe or America. In Greek theatre, music may have E much in common
i&. film Bﬁ_o. enhancing the maod and emotion of the action it g—lﬂﬂ—.




: L Ocdipus the King and Ity Performance

*
play, that men played both male and female roles, that the performers wore masks, thar
much of the text was cvng and danced, and thar the seale of the theatre prevented serall
details from being’seen, we arc faced with a performance mode quite different

of the present day. That this mode was plcasing to the Grecks emphasizes a simple
truth: What any group accepts as effective theatrical performance depends to 2 great =x
tent upon the group'’s famaliasity with, and acceptance of, a particular sex of conventors

h which those conventions are handled.

All of the performers, except the musician, wore masks of Lightweight wood, corl,
or linen, The use of masks, another of the Greck thearre’s distinctive conventions,
served several purposes: It facilitated the rapid change of roles when three actors had to
play all of the parts; it made it easier for male performers to embody female roles;
it helped the actor in assuming roles that differed widely in age or character type; and
it assisted communication in the large theatees by capturing and emphasizing the es- i et i
sential qualities of each character, Because cach mask covered the entire head and “ _ and upon the skili witl —

i
3
3

included the appropriate hair Em.n_ headdress, the actor's appearance could be changed ! ¥

instantaneously with a change of mask. . ) a g L gt P

A variety of clothing s.m- used for stage purposes. A long-slecved, heavily combroj~ Dmhwﬁth the .Nunuv_w‘ and Its Performance - : e ) i S5
dered munic was worn by some characters, but because there are references in the plays to 2 i ; R 7 c 3 )
h.__snann- in ﬁﬁu.. ._.._ _.._.EE.E.DW. u.:& in Greek or in m.nnnmﬂz &R:. it seems E._EE—! that bn‘—n:m the many n<....~»... ar e G.J_. .U..c:u.u:.. wis tae —nn:un_.ﬁ._n. .D.. U_o..“.wac. AT Nes
all characters were dressed alike. The sclection of costume was probably determined by in Atheat in 2 procession whose participants included the major ¢ icials of Ather g 3
its appropriateness to the role. The sleeved, embroidered tunic, which was not a garment actors and othiers associated with the performances, and many citizens who carned gi'ts

worn i Greek daily life, may have been reserved for supernatural or non-Greek charac- for th4 god. This procession wound through much of Azhens, .?uwmm for danc et and
. elcaemonies at various alrars, and ended at the precinct dedicated to Dionysus, where a
b 4 -.‘_Nuuc__ was s2crificed on the ivain <tar. Five deys of performances followed. in addicor: &

o lucthe tragedies, there were comedics and dichyrambs (hymns to Dienysus sung und
danced by groups of fifty men or bays). At thie ead of the festival, prizes wers awzrded
strval

tess, whereas native dress was used for Greeks. The usual dress in Grezce was an anlde-
. length or knee-length garment called 3 chiton. On his feet the tragic actor wore soft,
flexible, high-topped boots in common use at that time.

These conventions suggest that performance in the Greek theatre was highly for- j
malized. When we remember that the same actor often played several roles in the same The performance of Ordipus the King was thus embedded within a much lasges
; - framework.

The performances were apen 10 everyone—even prisoners, who were r=leased dus-
ing the festival. Szats at the front of the auditorium were reserved for public officials
and special guests, and the zenter seat in the front row was reserved for the head priest
of the Dionysian cult. The audience was composed primarily of men and boys, althaugh
some accounts suggesi that women, children, and even slaves attended, Officials were

: responsible for keeping order, and violence in the theatre was punishable by death. Per
formances probably lasted all day, because several plays were presented. There must have
been considerable coming and going and much eating and drinking in the theatre. The

N audience at times expressed itself noisily and occasionally hissed actors off the stage

The atmosphere prokiatly cesembled a mixture of religious festival and athietic event
Performances,se2ni to have begun ac dawn, There was no artificial lighting in
theatre, no prosceniviy..arch or curtnin. The auditorium rose sharply up the hill, so that

_a . Mot of the spectat s . 1oked down on the acting areas and could see over the stuge

house across 2 plain (< the sea. The total visual context was immense.

. 7 : The beginning of Oedipus the King was signaled by the entrance through one of the

pavadoi of a group of peaple of all ages carrying branches, the symbol of the suppliant
Qcdipus, masked and in full-length chiton, appeared through the central doorway of the

: - stage house (which i« \is play cepresented a paluce) to heas their petition that some

ing be done to end the plague that had been ravishing Thebes for some time. Thea

.~ Cicon, returning i~ Delphi—where he had been seat to consult the oracle about how

- toend the plague—arsived through the other paredos. Aftter the suppliants left, the cha

- rusof fifteen elderly Thebans, all as neady identical in appearance as poseible and pre-

- ced ﬁeﬂas flute player, marched into the orchestra and nerformed the frst chara) song

e m m: stately patrerns. As this description of the performance’s epering wug
¢ played an important role throughout,
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Let us look more closcly at the script, Thé skill with which Oedious r8e.
" structed can be appreciated, if we campare the camulex story (which eotusliy Segins
with 2 prophecy prier to the birth of Oedipus) t¢ Jophocles’ ordering of the wvente, In
the piay, therc is a simultancaus movement bacioward ges forward in tiree Furng which
the revelation of thé past moves Oedipus ever nearer to his doom in ths gresen:

- The division of the play into a prologue and five episodes separated Sy znorsl pas-
sages is typical of Greek tragedy. Tue proiogue is devoted principally jo eaposition: f
plague is destroying Yhe city of Thebes; Creon returns from Delphi with: & command
from the oracle tv find and punish the murderer of Laius, the former Xing: Cedipus

promises to abey the command. All of the necessary information is givea in this very
brief scenc, and the first important questiom—Who is the murderer of Lalost—is
raised. The prologue is followed by the parodor, or entry of the chorus, and. the first
choial song, which offers prayers-to the gods for deliverance from the piague. .

The first cpisode begins with Oedipus’ proclamation demanding that anyone with
knowledge of the 2.:.:n comie farward and placing a curse on the musdersr. This procla-
mation has great dramatic power hecause Ocdipus is unknowingly pronouncing a curse
on himself. Then Tircsins, the blind seer, enters. His refusal to answer questions about
the past provokes Oedipus’ anger; the first display of a tespohse that is developed force-
fully throughout the first four épisodes. Oedipus’ quick temper, we later discover, has
caused him to kill Laius. When Tiresias, haviag been forced to answer, suggests that the
truth is too painful o reveal, Gedipus suspects some trickery. The scene ends in ¢ stale-
mate of accusations, ’ R ) bas ;

It is interesting to note that while the Srss four cpisodes move forward in the pres:
ent, they go suceessively furthics back in time, This first episode reveals only that part
of the past immediately preceding Ozdipus’ aseival at Thebes. The cheral passage that
follows she first episode ref'scts npen the previous scene, stating the confusion that
Sopliocles probably wished the audience te fecl.

The sccond episode builds logically upon the first. Créon comes to defend himself
against Ocdipus’ accusation that he 5 involved in 2 conspisacy with Tiresias. Queen
Jocasta is drawn to the scene by the quarrc, 2nd she and the chorus persuade Oedipus

to ler his anger cool. Fhis quarre] iHlastrares Ocdipus” complete faith in his own right-
cousness. In spite of Tiresias’ hints, no suspicion of his own guilt has eatered Oedipus’
mind. Ironically, Jocasta's attempt to placate Ocdipus leads to his first suspicion about
jimself She tells him that oracles are not ta be believed and as evidence points to Laius'
death, which did not come in the manner prophesied. But her description of hew Laius
was killed recalls to Qedipus the circumstances under which he killed s man, He insisrs
that Jocesta send for the one surviver of Laius’ party. This scéne continues the backward
exploration of the past, beceuse in it Ocdipus tells of his life in Corinth, his visit to the
oracle of Uelphi, and his killing of 2 maa who is later diséovered to have heen Laiue
The choral song tha follows is concerned with thie quéstions Jocasta hat raisee-abous
‘oracles, The chorus concludes that if oracles ace proven untrue, then +he gods them=
sclves are to be doubted. : i

Though Jocasta has cailed oracles intc question, she diiviously does nct digoelicrs
in the gods, for at tie beginning of the third episode she makes oftarings to them, She
is interrupted by the entrance of the Messenger from Cerinth, who brings-rnews of the

deaik: of Oedipus' supposcd fathes, Polybus, But this news, rather than, arousing grief,

m e s e e S e e ey R A A A R R

. _oracle also has prophesied that he will masry his own mother. Thinking that he will s

* bring home the truth to Jocasta. This discovery leads to a complete reversal for Jocasia, 1

 senger had acquired the infant). The Herdsman does not wish to speak, but he Is tor-

Laius, and that Oedipus is married to his mother. The climax Is reached in Oedipus’cry
‘of despair and disgust as he rushes into the palace. The bricf choral song that follows

" cavse Greek sensibilities dictated that seenes of extreme violence take place offstage,

" the play. Sophocles was not solely concerned with discovering the murderer of Laius,

" righteous ruler shown in the prologue.

Ovedipus the King and Its Performante X

25 one would expeet, is greeted with rejoicing, for it seems to disprove the oracie’s pre-
diction that Oedipus would kill his father. This sceming reversal only serves to heighen
the effect of the following events. Oedipus still fears returning to Corinth because the

Ocdipus’ mind at case, the Messenger reveals that he himself brought Oedigus as
infant to Polybus. The circumstances undes which the Messenger acquired the child

for the oracles she has cast doubt upon in the preceding scene have suddenly beer vin-
dicated. She strives to stop Oedipus from making further inquiries, but he interprets her '
entreaties as fear that he may be of humble birth. Jocasta goes into the palace; it is the
last we see of her. s : : :

The scene not only reveals the truth to Jocasta, but also it diverts attention from
the mutder of Laius to the birth of Ocdipus, The scene goes backward in time to the
infancy of Oedipus, The choral song that follows is filled with romantic hopes, as the
chorus epeculates on Oedipus’ parentage and suggests such. npssibilities as the god
Apollo and the nymphs. The truth is deliberately kept at a distance here in order.to
make the following scene more powerful, IR

. This choral song is followed by the entry of the Herdsman (the sole survivor of
Laius’ party at the time of the killing and the person fromr whom the Corinthian Mes-

-
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.-
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tured by Qedipus’ servants into doing so. In this very rapid scene, everything that has
gone before is brought to a climax. We ace taken back to the beginaing of the story
(Oedipus’ bicth), we learn that he is the son of Laius and Jocasta, that Oedipus killed

m . e

comments upon the fickleness of fate and points to Ocdipus’life as an example.
. The final episode is divided into two parts. A Messenger enters and describes what
has happened offstage. The *messenger scene” is a standard part of Greek drama, be-

although the results of the violence: {the bodies of the dead, or in this case Oedipus’

self-inflicted blindness) might be shown. Following the messenger scene, Oedipus re-

tuins to the stage and secks to prepare himself for the future. Foa e
Oedipus the King is structurally unusual, for the resolution scene is the longest in

o M il A e R b WL
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for in this lengthy final scene interest shifts to the question: What will Oedipus do now
that he knows the truth? Up to this scene, the play has concentrated upon Oedipus a3
the ruler of Thebes, but in the resofution, Oedipus as a man and a father becomes the
center of interest, At this point, he has ceased to be the ruler of Thebes and has become
the lowest of its titizens, and much of the intense pathos results from this change in sta-
tus. An audience may feel for Ocdipus the outcast as it never could feel for the self-

Oedipus’ sct of blinding himself grows believably out of his character, for his very
uprightness and deep sense of moral outrage cause him to punish himself by thrusting
pins into his cyes, Althiough he is innocent of intentional sin, he considers the deeds
thernselvee (killing a blood relative and incest) to be so horrible that ignorance cannot
wipe away the moral stigma, Pact of the play's pawes resides in the revalsion with which

CamScanner ile tarandi



74 Futvval Theatre: Greek, Roman, and Medieval Theatre Experiences

irewa: Tore
St. Louis Black Repestory Company. Dirccted by Bea Halley, Jo -

ouis Black gho.uﬁ-&v

I

: viewed patricide and incest. That they are committed by an
 only makes them more terrible. .
 characters, Sophocles pays little attention to the physical level. The
ipus, Creon, and Jocasta—are mature persons, but Sophocles
: age or appearance, One facior that 1s likely to distract
Jative ages of Jocasta and Ocdipus—is not cven mentioned by

o

¢

strength in the face of disaster. These qualities make us unders* nd Oe

” 2 limited number ofdrojts are used.
B 4

‘% Ocdipus the King and Jis Performance 75

-

Ysphocles. When ©r=dipus answered the riddle of the Sphinx, his reward, being made
king, caried the stiy:lation that he marry the queen, Jocasta Sophocies never questions
the suitability of the nasriage on the grounds of disparity in age. ~

Sophocles does give brief indications of age for other roles. The Pricst of the pro-
legue is spoken of as heing old; the chorus is made up of Theban eiders; Tiresias 15 o!d
and blind; the Herdsman is an old man. In almost every case, age is associated with wis
dom; ¢xperience, or- knowledge of the past, On the other hand, there ar= = num
young characters, nond of whom speaks: The band of suppliants in the prologue includes
children, and Ocdiprs’ caughters, Antigone and Ismene, are young, Here the innocence
of childheod is used to arouse pity. :

* -On ‘the sociological level of characterization, Sophocles again indicares linle,
Oedipus, Creon, znd Jocasta hold. joint authority in Thebes, althoygh the power has
been delegated to.Qedipus, Vocational designations——priest, scer, herdsman
are used for some of the characters, -, A

Sophocles is principally concerned with mé.,nwou_w.ammnu_ and ethical chs

He emphasizes Ocdipus’ moral uprightness, his reputation for wisdom, his
per, his insistence on %mncﬁ;:m truth, his suspicion, his love for his children, and his

servanis—

r

dipus, althoug!

" Creon is given even fewer characteristics. He has been Oedipus’ trusted friend and
brother-in-law. He is quick to defend his honor and is a mar .f commos sense and
uprightness who scts as honorably and compassionately as he can when the truth is
discovered. Jocasta is similarly restricted. She strives to make life run smoothly for
Qedipus: She tries to comfort him, to mediate between him and Creon, to stop Oedipus
in his quest. She commits suicide when the truth becomes clear. We know nothing o7
her s a mother, and the existence of the children is not mentioned until after her death

Unlike a modern play, then, in which characterization is usually built fro
merous realistic details, here the characterization is drawn with a few bold strokes; the

" most important traits are psychological and moral. Everything is pared to its essear’e's

and then enlarged and formalized, in pact because of the scale of the theatre,

to emphasize the scemingly inevitable fate that overwhelms the characters
All of the speaking roles had to be played by three actors. Discovering wlich actos

E—wn.aivwnr.apn-rﬂﬁp::m.u._xm::nno:u_&nn_onm._uﬁnr-osn_scawnny,.1

i present in every scene. The second actor probably played Creon and the Messengs
from Corinth; the third, actor. probably played the Priest, Tiresias, Jocasta, ths Herds-
man, and the second Mcssenger. The greatest range is required of the third actor,
whereas the greatest individual power is required of the first.

.In addition to the_three spesking actors, a great many supernumeraries are e
quired, many of whom no doubt appeared in more than one scene. For example, ¢
band of suppliants ia,*:¢ prologue includes children, two of whom could later sppea:
a5 Antigone and Isn*~s ». Some who portrayed suppliants probably also lates apy
as servants and attendaits, To the actors must be added the chorus of ffteen «
The total number in the cast of Oedipus the King was probably no fewer than thirry-five.

In reading the play, it is sometimes difficult to perceive that there were so many
participants and that the visual and aural appeals were so numesous and cosnnuous.
The power of the play and of the production was so great that Oedipus the King became

L oe
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ane of the most admired plays wn ancient Greece. Aristotle {384-322 B.C3), ..»h..mgo,n of Pk struggling to avoid it, they only become more entangled. An irrational, or at legst WW
the Poctics, the oldest sucviving treatise on drama, thought it the finest of all. Gregk- < g an unknowable, force apparently is at work. No one in the play asks who or what ru,n r
tragedics, and his opinion has been ccined to the present: I is still among the most determined Qedipus’ fate. The truth of the omcle is established, but the prrpose is M..
frequently perforined Greek plays. Today, productions of Oedipus the King inevitably-de- : unclear. The Greck concept of the gods did not assume that all the gods were benevo- s
viate markedly from the original because the occasion, theatre structure, canventions, ] : lent—all supernatural. forces were deified, whether good or evil, It is possible to inter- “ W
and audicnces are unlike those of classical Grecee. A director now must search the text 5 pret this m_um as suggesting that the c&r,.n._.__-c. than _Esam decreed qrnn chagacters
for those features that remain vital despite the passage of twenty-four cenruries, As 3 “fates, have merely forcseen and foretol irnﬁsm_wm.uﬂwlwww\wwmmr an interpretation shifts n N
some of the illustrations included in this chapter indicate, Greek conventions (especially , x , the omumw.mﬁ.m.. bur it"daes not contradict the picture o .m::nan asa SnEu of forces 4 ﬁ
masks and treatments of the chorus) may be used today, but they are almost always ;s beyond its control————— - R e s R i :
: other_ motif—blindness versus sight—is emphasized in poetic images and in

adapted to make them acceptable to modern sensibilitias.
: Why has Oedipus the King continued to-attract audiences? We have alreadylooked
ar its skillful constructicn and ifs concern with the moral tabaos of inceit 2nd pitricide; = il

various comparisons. A contrast is repeatedly drawn between physical sight and the
inner sight of undeisfanding. For example, Tiresias, though blind, can see the rruch that
' escapes Oedipus, while Ocdipus, who has penetrated the riddle of the Sphinx, cannot

N~
-.;m‘-.- s

In addition; it develops thémes of universal relevance. The fall of Ocdibiis “froin the
lace of highest honor t that of an ocmnpm,.n.m_n‘slnnmEﬁ?mﬁcznnzuﬁﬂ.ﬂm hitnan dest ¢ solve the puzzle of his own life. When it is revealed to him, he blinds himself in sn act . H
nee 3 Sy ST 3
d

his is rclated to-another theme: the limited ability of human beings'to tontro} of retribution. Lh.NED.)L....iLPF

tny. :

their fate. Oedipus has done every thing hé can to avoid the oracle’s predictioit.that he Anothier theme, of which Sophocles. may not have been conscious, is that of F.

will kill his father and marry his mother but, in doing o, he unknowingiy fulills the . Oedipus as scapegoat. The city of Thebes will be saved if the one guilty man ean be - w

. oracle. The contrast between human beings seeking to control their destiny ard extér- found and punished. In a sense, then, Oedipus takes the troGie3 of the city upon him- {3
nal forces shaping destiny is clearly depicted. B e : “self, and in his punishment [iés the sa vation of pthers. iy m o

It is significant that no atempt is made in the play to explain why destructing ; ; e o ol W s kT S m

comes to Ocdipus. It is implied thathuman beings must submit to fate and that.in : : -

% i e Greek Comedy ; . i

A In addition to tragedy and satyr plays, Athens develaped a distinctive comic drfma.

" Comedy became an official part of the Dionysian festivals abaut fifty years Jater than m
tragedy. Although comedy was peiformed at the City Dionysia with the agedies, it ~
eventually found its most sympathetic home at anothec Diongsian festiyef, the Lenaia, m
which was held during the winter, when few outsiders were presen

3 playwrights were allowed to ridicule Athenian events more pointadly. _
. Five comic dramatists competed each year at the Lenaia, K0t each presented only ! m
one play. The conventions of comedy differed significa y from those of tragedy J®
Greek comedy was usually concerncd with current issugdin politics or art, with ques- : H
tions of war and peace, or with persons or practices disliked by the author. Qceasion- n
ally playwrights used mythological material as a frdmework for satire, bug usually they m
invented their own stories. Comedy used a cifrus of twenty-four members, not al-
; ways identical in appearance or all of the dume sex. Sometimes the choruses were
depicted as everyday citizens but often # nonhuman (birds, wasps, frogs, clouds), m
Many of the male characters wore a ery tight, roo~short chiton over flash-colared E
tights, creating a ludicrous effect of fartial nakedness, This effect was emphasized by "
an cnormous phallus attached io yHe costumes of most male characters, This rot only g &
‘- was a source of humor but pfio was a constant reminder of the purpose of the
. Dionysian festival: the cclebrition of fertility. Masks contributed to the ridiculous wp |} M
: s pearance of the charactegy! : v
i o Numerous authorgwrote Old Comedy, as the plays written prior to 400 BC. are .w
h i ealled, but only elcyén comedies have survived and all of these ate by ?..nnirﬂnw' ~
: ). Hi§ plays mingle slapstick, fantasy, Iyrical poetry, personal abuse, lier~ "
ary and musicgl’parody, and serious commentary on contemporary affairs. The v_c.’m
w.

The Ocdipus Cyele, adapted by Timberlake Wertenbaker from Oedipur the King, Q&?En 2 T
Colonnus, and Antigone, as produced by Perseverance Theatrs (C'ouglas, Alaska), Dircoted by - 3
Motly D. Smith; designed by Pavel Dobruiky. The actors in the foreground ar¢ Ld Chrditian’ i
(Crean) and Patrick Moore (Oedipus). (photo by Mark Daughhétee) e : £
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