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ABSTRACT 
This thesis will argue that the contemporary educational system of Cyprus denies 
young people opportunities to participate in the creation of their culture, which can 
provide the nest for the exploration and understanding of their individual and 
collective lives. Culture, in schools, is treated not as a dynamic process in which the 
young people can play the main role but instead as a static field of knowledge that 
should be studied and learnt. This approach, however, contradicts the same principles 
that were the foundations of the ancient culture that the young Greeks have inherited 
from the past whose performative and participatory nature ascribed to it a proactive 
and democratic public life that guaranteed everyone the right to speak and act. This 
thesis argues that the Greek young people of contemporary Cyprus should be entitled 
to participation in recreating and reconstructing the meanings and values of those 
stories that have inherited from the past and that bind them together as one people in 
ways that help them make sense of their contemporary private and public roles. The 
thesis argues that the myths of the past should be reinterpreted and repositioned again 
in the present to respond to the immediate social context of the young people in a 
participatory and democratic way so as to enable a progress of this culture and a 
connection between the past, the present and the future. The thesis shows that culture 
is under continuous reconstruction taking on the example of fifth century BC Athens 
where theatre and public life fed one another and developed to respond to the current 
socio-historical context of the time. Throughout, the thesis shows in what ways 
theatre can provide the means for the investigation of the inherent meanings in the 
myths of the past and also its significance in playing the role of the social agent that 
can enable transformation and progress. 

The thesis consists of an introduction, eight chapters and a conclusion. In the 
Introduction I identify the problem that exists in the contemporary educational system 
of Cyprus concerning the way that the field of culture is approached and present the 
conceptual framework that provides the foundation for proposing a new Theatre of 
Myth. Chapter one provides a critical reflection on and analysis of the oral culture of 
Homer to the democratic fifth century BC Athens and the birth of tragedy. Chapter 
two studies, both from the ideal and the material aspect, the social role of the 
Athenian tragic theatre and its polis during the fifth century. Chapter three seeks to 
base the arguments made in the thesis of the educational and political role of the fifth 
century theatre through a critical analysis of its form and content. Chapter four 
identifies and supports the principles of the proposed Theatre of Myth, drawing from 
the twentieth century developments in Modem Drama whilst chapter five shows how 
the Drama-in-Education tradition attempts to bridge the practices in the Modem 
Drama paradigm to come closer to the proposed theatre model. Chapter sixprovides 
the methodology followed for a pilot case study that attempts to transfer the Theatre 
of Myth into practice, which is the preoccupation of chapter seven. Chapter eight 
discusses and analyses the findings of the case study to inform the theoretical lines of 
the model of the Theatre of Myth. Some conclusions are discussed concerning the 
potential and the limitations of the Theatre of Myth in the end of the thesis. 
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INTRODUCTION 

"What we have to do is to bring poetry into the world in which the audience lives 

and to which it returns when it leaves the theatre; not to transport the audience 
into some imaginary world totally unlike its own, an unreal world in which poetry 

is tolerated. " (T. S. Eliot, 1957, p. 82) 

This is clearly evident in the extracts of Aeschylus' (1992b) Choeforoi and 

Euripides' (1992a) Electra (Appendix 1), which I will analyse in a moment. 

Taking a plot from the past, not as something sacred, nor as something which has 

to be remembered as old tradition, but as a stimulus to start off a new story which 

concerned the political and social climate of their own lifetime, the Greek 

dramatists interpreted the society in which they belonged. The tragedians of this 

classical period imperceptibly blended together the past and present and achieved, 

as Walcott (1976) demonstrates, not the writing of a history, which was not their 

objective, but a semblance of reality which is the more effective since it is not 

factually real. This accords with Aristotle (1995a) who in his Peri Poetikis 

(Poetics) stresses that the difference between the historian and the poet is that the 

one tells us what happened and the other the sort of thing that would happen. The 

significance of poetry, Aristotle argues, is that it aims to make "general 

statements", which describe the sort of man who would act in a certain way. And 

this is why poetry is bigger than history. 

The manipulation of the same myth by the two tragedians corresponds to the very 

changes, political and historical, happening inside the Athenian polls. This is 

evidence of a living culture encompassing the values and ideals of its people, as 

those progressed throughout time. 

But let me get back to the starting point of the dramatic incident, as this is 

presented in the extracts shown in Appendix 1, and more specifically let us take a 

close look at the different approach each tragedian had concerning the role of 

women in ancient society and family. 

In Aeschylus' drama, the audience witnesses an Orestes who appears determined 

to go ahead with the killing of his mother and he does so without even the 

presence of Electra. There is no conversation between the two in which Orestes 

ever questions that decision or finds himself in a dilemma while Electra tries to 
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convince him otherwise. All seems straightforward. In Euripides, however, the 

audience witnesses an Electra who appears determined to go ahead with this 

action of murder and is more than willing to help her brother in that. Orestes 

appears at times, during the phase of his recognition and afterwards the moment 
he first sees his mother, unwilling and sceptical about this potential murder of his 

mother. Compared to Electra, Orestes is presented as the weak character guided 
by Electra's deep hatred for her mother. It is Electra who so constantly urges him 

to take action and avenge his father's murder. Orestes' doubts lie, not in fear of 
having to pay for killing his mother, which is the case in Aeschylus' play, but in 

his frustration to kill his natural parent, the one who gave birth to him. Euripides' 

Electra is much more cruel and absolute against his mother's deeds than 

Aeschylus' Electra. In fact in the Choeforoi, Electra's role is secondary. She may 
be the one who offers the first sign that a change may be coming, but as we 

conclude from her prayer (cited in Aeschylus, 1992b, vv. 130-144), while she 

longs for her father's death to be avenged, she does not envisage Orestes as the 

avenger. Secondly, she does not say with certainty that she even desires any 
independent avenger to act by violence. When the chorus urges her to pray for the 

coming of a liberator, "some god or mortal ", she asks in reply: " Do you mean a 

judge, or an avenger? " (v. 120). 

In Euripides' play, Electra has the main part. Orestes acts more like a pivot to her 

own thought. Everything seems to depend on her decision. Her immediate 

involvement in the crime is also shown by her presence at the scene of the crime 

-which we do not witness in the Choeforoi. 

Now, why all these changes in the storytelling and the performance of the myth? 

What does this tell us about the myths? What has happened between the time 

Aeschylus' Oresteia was performed in 458 BC and the time Euripides' Electra 

was performed between 420 and 418 BC -as I will explain in chapter three, there 

are different views concerning the dating of Euripides' Electra. 

First of all, Aeschylus and Euripides were two different personalities who were 
born and lived in quite different environments. Aeschylus, for example, was an 

aristocrat while Euripides was the son of a lowborn woman who had to work for 

their living. Euripides also showed a certain dislike living among the public so, 

according to Blondell et al (1999), he fixed a cave facing the sea where he did his 
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writing. From this little difference, that is so major in many ways, one may make 

assumptions about the reasons as to why Euripides gives birth to an Electra who, 

though lives and behaves like a servant, has a strong voice, whereas Aeschylus 

still places her under the roof of the noble family where she behaves according to 

the norms of her aristocratic nature. She never takes the initiative to decide before 

her brother but always waits for him in decision and action. From this perspective, 

the different manipulation of the place of the woman in the myth by the two 

tragedians shows in the first place, if nothing else, a reflection of their own 
beliefs. 

Secondly, the two dramatists lived in different times which, although not so 
distant from one another, had a lot of differences in the political life of Athens that 

was due both to a rapid development in the political and social life of Athens as 

well as to constant historical changes outside Athens but related to the city. In the 

historical time that Morkot (1996) outlines when Aeschylus first performed 
Oresteia, Athens had already witnessed between 490 BC and 480 BC the Persian 

enemy and its defeat, the result of which led ultimately to the development of an 
imperial city-state. Instead, Euripides lived at the very end of the same century 

when the Peloponnesian war marked the beginning of the fall of Athenian 

imperialism. 

Given the particular socio-historical context of Athens, let us go back to the 

incident described previously from Aeschylus' Choeforoi and Euripides' Electra 

and pay close attention to the role of women in the civic life of democratic 

Athens. Blondell et al (1999) make the critical point that democracy distinguished 

in a sharper way between the oikos and the polls as the proper spheres of action 
for female and male respectively. Men were destined for the military and 

government whereas women for the oikos. In the myths, however, which are 
drawn from heroic societies portrayed by Homer, aristocratic women appear to 

have greater freedom than they did in fifth century BC Athens, because they were 

central to the family and the family was the basis of the aristocratic clan's power. 
The rise of democracy, however, decreased women's political influence since the 

family was not so much of interest anymore, whereas civic life was. Aeschylus' 

Oresteia depicts this development from monarchy to democracy as a movement 
from female to male power, suggesting, as Thomson (1973) stresses, that 

woman's subordination is a necessary condition of democracy -just as slavery is. 
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Winnington-Ingram (1983) makes this point even clearer when suggesting that 

Clytaimnystra's motive for murdering Agamemnon also comes out of her jealousy 

for her husband's status as a man, which threatens her personal liberty when 

Agamemnon returns from the war. Blondell et al (1999) imply the same view 

since they find that Greek texts of that period frequently express fears about 

women who assert their individual will or choose their own identity. As a 

potential threat to their male relatives' honour, to the legitimacy of their children, 

to the stability of the oikos and the polis, women require constant vigilance from 

men. 

By the time Euripides performed Electra, the social and political scene has 

changed. The outbreak of the Peloponnesian war in 460 BC, which, again 

according to Morkot (1996), lasted until 404 BC -with a temporary peace of eight 

years in between-, had brought much suffering to the democracy of Athens and 
finally resulted in the return of oligarchy in 411 BC. Euripides, as Blondel et al 
(1999) suggest, may have been disappointed by democracy as a form of 

government. Could this be evidence that, contrary to Aeschylus' use of the role of 

women in myths as a warning to male power, Euripides challenges that? Or even 

perhaps reverses that by provoking questions among the audience concerning the 

women in previous societies and in the democratic society of Athens, which 

proved to be not so democratic after all with women? Whatever the case, the 

difference between the stories of the two dramatists was a difference in beliefs. 

Snell (1983) points out that while Aeschylus' characters are controlled and 

protected by the superhuman powers, Euripides builds characters who stand alone 
in a precarious and confusing world. As Orestes says in Euripides' (1992a, v. 368) 

Electra: «irävrotw wrc p ez avyXvarl ucy6lq cm cpvaq zwv av9pc5zcvv» -which 

means: "there is always a great confusion in the human nature ". While 

Aeschylus is controlled and protected by his belief in the justice of gods as well as 
his respect for the polis for which he lived, Euripides has no fixed standards and 
furthermore severs the ties that bound him to state, society and religion. 

These textual differences and the way they relate to the changes in the civic life of 
Athens prove that myths are changeable. Without losing their historicity, these 

myths' re-telling corresponds each time to the contemporary socio-political 

situations. But there are not only textual differences. We can also note changes in 
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the form of their performance. If we go back to Homer, who was a single 

storyteller directly addressing an audience who, as Kitto (1996) points out, would 
interact with the telling of the myths by interrupting the sequence of the story to 

pose questions or show their dislike on certain values and ideas, we may conclude 

that the performance of the myth then was different from the performance of the 

myth in Aeschylus' and Euripides' theatre. 

The introduction of Yhespis after Homer and just before Aeschylus has some 

similarities with Homer's storytelling, but is different in terms of presentation 

since the audience does not only listen to a storyteller but also watches an actor 

presenting different characters. The actor, then, becomes both a storyteller and a 
demonstrator. Aeschylus, as Kitto (1995) explains, introduces the chorus as 

probing the meaning of the unfolding action and creating through their odes the 

atmospheric background of the drama. In this way the performance is not 
immediately accessed to the audience. Euripides, on the other hand, diminishes 

the role of the chorus and often excludes it from the action. As I will describe 

extensively in chapter three, the different manipulation of the chorus has a 
different effect in the way that the audience is related to the drama on stage. In the 

case of Euripides' tragedy, the audience is directly confronted with the actors. 

Contrary to Aeschylus', Euripides' plays, according to Blondell et al (1999), are 

manipulated to show discontinuity and contradictions on the levels of language, 

character, plot and theatrical technique. These discontinuities function as 

alienation effects reminding the audience that what they are watching is not a 

natural entity but an artifice. This in turn suggests that language, individual 

character and social institutions are not natural, organic forms occurring 

spontaneously but constructions located in history, influenced by ideology and 

requiring interpretation. Instead of suggesting that theatre is really the city, 
Euripides' metatheatrical devices suggest that the city is really a theatre, a stage 

on which different masks, roles and stereotypes are played against each other. 
Could it be that Euripides also acknowledged the distinction between the private 

and the public realm, which according to Sennett (1993), is the result of the 
different behavioural codes and communications cues that need to be obtained in 

each? While the private realm is the appropriate locus for self-disclosure, intimacy 

and the sharing of feelings, these activities are for the public realm neither 

relevant nor appropriate. The public man is the one who can distinguish between 



Introduction - 6- 

these two realms and act accordingly. Therefore, the way that the public man acts 
is never "natural" but always constrained or restrained by the ideology shaped in 

this public realm. 

The example of a performative culture, such as classical Athens was, as I have 

briefly outlined through the differences analysed in the manipulation of the myth 

and its performance by Aeschylus and Euripides, has set the objectives of my 

research. The present thesis, therefore, is intended to examine the means that 

theatre may provide for the understanding and elaboration of the meanings of the 

culture, that the young people of Cyprus have inherited from the past, in a 

contemporary context. In this effort to show how culture can become participatory 

and therefore democratic, I will simultaneously argue why education ought to 

acknowledge this essence: that is, the essence to enable the young citizens of 

contemporary society to gain the knowledge and the skill to re-create their culture. 

My arguments deriving from these critical inquiries are the following: 

(a) the production of culture is a continuous process in which all the members of a 

community are entitled to participate, so that it can claim to be a living resource 

which feeds its community and not a dead and thus alienated form of life that 

needs to be learned and admired, 

(b) the performative nature of our culture in the times of fifth century BC Athens 

was far more proactive, vigorous and democratic than the young people of Cyprus 

are taught, 

(c) the ideals of democracy, citizenship, collective identity and educational 
theatre, linked with each other in a way that strengthened one another, born and 
developed in fifth century BC Athens, may be re-positioned in a contemporary 

context to produce similarly a performative culture, 

(d) in attempting to connect the past with the present and the future may enable 

the young citizens of today to gain a broader understanding of who they are and 

who they are becoming. 

As a conclusion to my arguments, I will propose a theory of a Theatre of Myth, 

which is inclusive, social, transformative, performative and progressive. 
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The Set 

The definition of theatre has always been problematic. Historically, theatre has 

been attributed various characteristics and functions according to the particular 

society within which it developed as well as the practitioners' understandings and 

purposes in this field of art. However, the organisation of the special 

characteristics, which are considered the most relevant for what constitutes the 

definition of theatre in a certain period, is not made at random. Rather, a process 

of selection takes place. Williams (1973) notices that when making the distinction 

between the three levels of culture: the lived culture which is accessible to those 

living in that time and place, the recorded culture of a period and the culture of the 

selective tradition which connects the first two. In his analysis he acknowledges 

the fact that when we study a past period, we are in the position of the visitor, the 

learner, the guest from a different generation. We are faced with the records of a 

past culture which have survived. But even that survival is not governed by the 

period itself but by new periods which gradually compose a tradition. A selective 

process in the various fields of art takes place both within the culture when lived 

and afterwards when the culture is recorded. So, for example when studying the 

nineteenth century theatre -known as the "orthodox" theatre-, we are presented 

with a certain form which is considered to be the best and most relevant work of 

that century, though in that same period other forms of theatre might have existed. 

The truth is, however, that its recording was absorbed in practice into a "selective 

tradition". This is quite reasonable since it is not possible for even the most 

specialists in a certain period to know more than just a part of even its records. 

Equally, of course, the same selection process happens during the nineteenth 

century period when lived. Because it is not possible for any nineteenth century 

artist or reader to have been knowledgeable about all the forms of theatre existing 

in his society, to have known more than just a selection of its facts. 

Nonetheless, there is a difference between the selection made during the lived 

culture and its recording, which has to do with the "structure of feeling". 

Williams (1971) refers to the "structure of feeling" as a term to describe the 

essential relationship that exists between the particular work of the dramatist and 
the communities of works of art in kinds, periods and styles. It describes the 

continuity of experience from a particular work, through its particular form, to its 

recognition as a general form, and then the relation of this general form to a 
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period. But while in the study of a period we may be able to separate out 

particular aspects of life and treat them as self-contained, obviously this is not 
how they were experienced. In the living experience of the time every element 

was an inseparable part of a complex whole, and it is from such a totality that the 

artist draws. It is in art, primarily, that the effect of a whole lived experience is 

expressed and embodied. To relate a work of art to any part of that whole may be 

useful but once you do that you realise there yet remains some element for which 
there is no external counterpart. It is this that is meant by the "structure of 
feeling". It is as firm and definite as "structure" suggests but yet is based in the 

deepest and often least tangible elements of our experience. It is a way of 

responding to a particular world, which in practice is not being made consciously. 
Its means are not techniques but embodied and related feelings. It is, therefore, 

accessible to others not by any formal argument or professional skills but by 

direct experience (e. g. a form and a meaning, a feeling and a rhythm) in the work 

of art, the play as a whole. The "structure of feeling" is difficult to distinguish 

while it is still being lived just because it has not yet passed into distinguishable 

formations and beliefs and institutions but is known, at the time, as a deep 

personal feeling. 

Williams (1973) warns us that the selective tradition is itself a social organisation 

and so is governed by many kinds of special interest including class interest. To 

understand this better, we should take in mind Bourdieu's (1994) theory of 

cultural production, which explains how a new form of art dominates another. The 

field of cultural production is an "electromagnetic" field of economic and cultural 
forces which shape and form into hierarchies different positions about what is art 

and how it should be valued. "The literary or artistic field is afield of forces, but 

it is also afield of struggles tending to transform or converse this field of forces " 

(p. 51). Within this literary or artistic field, there is a continuous struggle between 

the two principles of hierarchization: the heteronomous principle and the 

autonomous principle. The first one is favoured by the people who dominate the 

field economically and politically -for example the "bourgeois art". The people 

who apply the autonomous principle have more cultural than economic power 

-these are the ones who stand out for the arts. "In the field of cultural production 

economic profits increase as one moves from the autonomous pole to the 
heteronomous pole" (p. 65). In this case the group of people in whom economic 
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power is concentrated try to dominate the people who have cultural power by 

imposing their own norms and conceptions about what is the legitimate definition 

of art -in our case, the legitimate theatre. The struggle between the two 

oppositional poles of cultural production divides the most heteronomous sector 
into "bourgeois art" and "industrial art", both categories corresponding to the 

opposition between the dominant and the dominated classes. 

Both Williams' theory of selective tradition and Bourdieu's theory of cultural 

production explain why the story of theatre, as Styan (1997) underlines, "... is one 

of rebellion and reaction, with new forms challenging the old, and old forms in 

turn providing the basis for the new" (p. xi) 

For the purposes of the present thesis, I accept the ancient definition of theatre, as 

this is taken from the dictionary of Mbabiniotis (2002), which derives from the 

Greek word theatron= thea (view, watch) + drao (act). The etymology of the 

word involves both the world of the spectator and that of the actor, and thus it 

implies that both factors are necessary for the realisation of theatron. And even 

more, O'Neil (1995) adds: "it is this presence of these others, the spectators, and 

their participation in the event which defines it as theatre" (p. 82). The condition 

of theatre is the human presence and interaction and not the existence of a special 

area or building designating the space for a dramatic performance to take place. In 

this perspective, theatre is the cultural event which takes place at a platform where 

a social interchange occurs between the performers and the audience. Its aim, to 

establish a communication between its parts through a process of "biofeedback" 

-to use Schechner's (1994a) term-, which suggests its transformative character, 

makes it educational and efficacious. 

To be more specific in the way I define theatre, I would like to quote Neelands' 

(1997) analysis of the elements of theatre: (a) an elected context, which refers to 

theatre as a special mode of live experience, bracketed off from daily life, that 

people choose to share so that through a certain (b) transformation of self, time 

and place, they will imagine and interact as if they are "other" than themselves in 

an "other" place and time. Through the use of conventions -according to 

Neelands (1995) "... indicators of the way in which time, space, and presence can 
interact and be imaginatively shaped to create different kinds of meaning in 

theatre'-, which frame (c) the social and aesthetic rules of theatre, (d) performers 
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communicate these meanings to both the spectators and other participants, who 
then react and respond towards the performer's actions. 

By means of theatre I mean the use of theatre as an instrument -drawing from 

Geertz's (1975) definition of art- through which the assorted experiences of 

everyday life are organised and thus turned into intelligible experience. Inglis 

(1993) expands on Geertz' definition by stressing that "art gives form to a story 

about ourselves in which we can try out how things might have been otherwise if 

only we had been or had met the heroine in the movie or novel" (p. 166). 

If we accept Williams' (1973) definition of culture as the process of interaction 

between patterns learned and created in the mind, and patterns communicated and 

made active in relationships, conventions, institutions and its results then the 

meanings of culture, I propose, are embodied in the values and ideas which the 

Greek myths have carried from the past. Several theories define myth and its 

function. I will rely on the ones, like Barthes' (1993), which refer to myths as 

stories culturally made to support a common sense view of the social world by a 

particular cultural group of people. By this definition, the meanings embodied in 

the myths are explored in a local rather than universal context. Because my 

research is pre-occupied first and foremost with the understanding of the old 
Greek myths as these are situated and explored by the young people of 

contemporary Cyprus, the emphasis is primarily on local knowledge. In order to 

generate universal meanings, one should begin from those stories which present 

aspects of subjectivity to itself, because as Inglis (1993) remarks "culture 

... is... the ensemble of stories we tell ourselves about ourselves" (p. 165). It is 

local knowledge, Geertz (1983) points out, that stimulates further discoveries. For 

him, the work of the artist is an ideational relationship to the artist's local context. 
It was local knowledge, too, that the three tragedians of classical Athens aimed at 

through the re-workings of the myths they inherited from Homer, without 

realizing at the same time that their plays would become points of reference in the 

western world for the next two and a half thousand years. 

But also because my research is interested in re-discovering the meanings of these 

myths the young Greeks have inherited from the past, I employ Kirk's (1974) 

definition of myths as part of that community which manipulates and even 

changes them. As he writes, "... tales told by story-tellers, or in less formal ways, 
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have no absolutely fixed outline in a non-literate culture. The central themes 

remain fairly constant but the details and emphases change with the interest of 

teller and audience" (p. 30). From such a definition of myth, it derives that the 

cultural values and ideas that were embodied in the myths were not always the 

same. Especially looking back at the twelfth to the eighth centuries BC when 

Greeks were part of an oral rather than a written tradition, Murray (1993) points 

out that the same myths were subjected to an infinite number of changes which 

have set them off from their original meanings. 

The notion of democracy has also changed throughout the years, especially since 

the sixth century BC, when it was first introduced in Athens. At that time only the 

white male citizens of the polis of Athens had the right to practice it. In 

contemporary history, according to Williams (1990), democracy only came into 

use in the Western world at the time of the American and French Revolutions in 

1774 and 1789 accordingly, when slaves and the proletariats -the term as used by 

Marx (cited in Hands, 2000)- were claiming the right to be part of the 

government of the state. Nowadays in the beginning of the twenty-first century, 
democracy acknowledges equally the right of all people to be actively involved in 

the ruling of their state. Based on the ancient definition that both the dictionary of 

Mbabiniotis (2002) and Murray (1993) give of the Greek word demokratia= 

demos (people, public) + kratos (state, ruling) -which suggests the ruling of the 

state by the people- democracy is the active involvement of the people of a state 
in all the matters of their political (deriving from the polis which means the city) 

life. 

The citizens of democracy are the individuals who are concerned and deal with 

matters attached to their polis. The individuals operating as social actors -to use 

Neelands' (1997) term- in the public interest is the practice of their citizenship. 
Aristotle, as Maclntyre (1999) explains, insisted that the individual is only 
intelligible as a zoon politikon, implying the individual's social nature as well as 
his need to belong to a community within which each individual would gather to 

share common problems and aspirations. This act of communion results in the 

creation of a common resource of values and ideas, that being their culture, which 
in turn raises and develops their collective identity. The development of cultural 
identity enables the individuals to understand their private life within the nest that 

a communal life provides. Maclntyre (1999) stresses this point by emphasising 
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that one cannot claim an identity by the use of his biological nature only as this 

does not tell us anything about his own individual history. He concludes, then: 
"... man without culture is a myth" (p. 161). 

Defining the Problem 

As I already stated, the focus of the present research is to explore the ways in 

which theatre may provide the means for the reconstruction and reinterpretation of 

the myths that the young Greeks have inherited from the past so that the latter will 
be offered the opportunity to become involved in a dynamic process of creating 

their culture. In this attempt, the thesis intends to show the significance of theatre 

in playing the role of the social agent that can enable transformation and progress. 

In the contemporary educational system of Cyprus, there exists the following 

paradox: while it underlines the significance of art as part of expression, it does 

not at the same time treat it as part of the students' everyday lives. What I intend 

to argue, within a theoretical content that I will present in the next chapters of the 

thesis, is that the literary approach which the secondary educational system 

applies in the fields of culture, particularly the ancient Greek drama and literature, 

cuts the young citizens off from grasping the total picture of their past. It also fails 

to exploit the potentiality of the cultural system's values and axioms in the 

contemporary times so that it will facilitate its progress. 

This becomes even clearer when looking at the aims and objectives of the 

National curriculum (2000) of the first grade and the National Curriculum (2001) 

of the second grade of the Lyceum (Appendix 2), which are concerned with the 

revival of the past in terms of revising it. The fact that Dramatic poetry is only a 

minor subject included in the broader field of the subject of ancient Greek studies 

-which includes throughout the year the teaching of ancient Greek language, 

ancient history and philosophy- shows by definition that Dramatic poetry only 
interests schools as far as it can provide parallel knowledge in the history and 
language of that era, and serves to promote the general goals concerning the 

appreciation of this ancient culture. The teaching of Greek myths through the 

Greek tragedies and Homer's epics is restricted to approaching them as texts of 
the past which students are expected to respect. They are, therefore, not subjected 
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to any change or used for any other purpose than merely as sources of the ideals, 

values and axioms of the ancient Greek world that they as the descendants should 

recognise in a glorious past to be proud of. 

I will quote one of the comments made in the National curriculum (2000) of the 

first grade of the Lyceum which pays attention to the way that students should 

respond to the tragedy of Aeschylus' Promytheus' Bound, when watching it on a 
film: they are expected to have "the properly positive attitude" towards it (p. 

138). Especially the classical period of the fifth century BC Athens -which is at 

the heart of the curriculum for the ancient Greek language and culture- is 

emphasised as the "golden" age which cultivated the human ideals that survived 

up to now. No matter if the whole idea of the "golden" era of the development of 

art and democracy is only imaginary since, as I will criticise in chapter two, it 

depended on slavery and excluded foreigners and women. 

However, it is interesting to note that one of the general objectives for the 

teaching of Sophocles' Antigone, as this is set in the National curriculum (2001) 

of the second grade of the Lyceum, is for the students to recognize in it and learn 

about "... a unique and exciting literary species of ancient Greek literature... " (p. 

42). Another objective strictly suggests to the students that in interpreting the 

myth, "they should avoid the interpretation of the tragedy to the level of ideology, 

as presenting conflicts, for example, between the written and oral laws, the 

family and the state etc. " (p. 43). At the level of ideology interestingly, as I will 

show in chapter three, this is the opposite of what the three tragedians wanted to 

achieve through their plays. Their tragedies sought to subvert and question the 

social and private roles, the religious and the human, and were all influenced by 

the ideology of the era. 

Activities concerned with the performance of the Greek tragedies are also 

approached in a literary way without the use of any conventions which would 
facilitate a further exploration in the form and content. Their theatre structure 
follows the structure of the text, in an effort to revive an ancient drama and the 

playwright's intentions as faithfully as possible. But Greene (cited in Walcot, 

1976, p. 23) urges us to see that "Greek drama was composed for the theatre and 

not for the readers; it was intended to be seen and heard and felt instantly by an 

audience with many common bonds of experience and with the psychological 
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reactions of groups seated together and not of isolated readers pondering at 
leisure". In effect the Athenian culture of the fifth century BC was an essentially 

oral culture. 

On the contrary, the literary approach to Greek tragedies, as I will argue, excludes 
the involvement of the audience of young people in the drama since the latter is 

not framed in a contemporary context that would provide the conditions of a two- 

way communication between the young people's immediate social and individual 

life and the meanings of the drama. For example, questions like: "why is it 

important to watch the myth of Iphigeneia or Antigone? ", "what does this myth 

say to me as a young citizen of contemporary culture? ", "what may be the 

connections between the myth and my reality as a young citizen? " are never even 

considered. It is no wonder, then, that they are not applied. 

This approach, as I will show in the first part of the thesis, is false in two ways: 

First, it does not see school as an important part of culture so it teaches culture as 

something which is dead and secondly, it is based on an imaginary picture of the 

past that classical culture, too, was approached as literary texts. Besides Dramatic 

poetry is by definition a performed poetry, which belonged to a broader 

performative culture. Treated by the school as a written text, dramatic poetry does 

not achieve the same goals of the past. That is to facilitate in the young Greeks of 

today a fully and more broad understanding of their individual and collective 

identity through using, as it did in the fifth century BC Athens, democratic means 

that would guarantee them the right they have as young citizens to participate 

actively in the building of a potential "new" culture, which would result from the 

progression the culture they have inherited from the past has made. The argument 

that I will make is that the performative nature of the culture in classical Athens 

was far more proactive, vigorous and democratic than the young people of Cyprus 

are now taught. 

The thesis is interested in exploring the ways in which contemporary culture could 

claim its performative nature that it once owned during the classical period of 
Athens during the fifth century BC. Part one of the thesis is about making this 

argument clear by presenting and reflecting on the form of theatre and the 

meanings of the myths it used to respond to a popular culture. It looks back to 

classical Athens where the polls provided the nest for the cultural events to take 

place as well as encouraged the participation of all citizens in that event. Polis 
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was, to use Passerin d'Entreves' (1992, p. 164) words, "... a public culture of 
democratic participation" that guaranteed everyone the right to action and 

opinion. In this democratic culture, theatre was a kind of performance, as Rehm 

(1994) underlines, drawing its strength and material from the various public 

occasions that surrounded it. 

Green (1996) also underlines the importance that theatre had in the community 

life of the Greeks as it was developed in a context where a level of "public" 

performance was the norm and where stories were heard rather than read. 

Conceived as a product of a community activity, theatre evolved in a situation 

where the role of the epic poet was thought of as educational, something which 

encouraged the audience to take part in the drama as interlocutors rather than as 

passive receivers of it. That Greek theatre operated as a continuum of the other 

cultural performances and was also a theatre drawing its material from the 

political life of the Greek citizens, that it addressed to the citizens of that polls and 

it required the participation of all citizens who were present in that cultural event 

so that they would reflect on their own stories unfolding on the stage, 

demonstrates its participatory nature. 

In this participatory way, theatre connected all the elements of cultural and 

political life -myths, theatre, cultural identity, citizenship and democracy- and 

produced a democratic culture. At a first stage participatory theatre brought 

together the performance art of theatre with the myths of the Greeks -these being 

the stories which bonded them together as a community- contributing, in this 

way, to the empowerment of their cultural/ communal identity. The existence of 

this "nest' 'within which the individual gathered to interact and communicate with 

the other members of his community provided the frame where the individual life 

could also be understood. Because as Maclntyre (1999) states, in answering the 

question "What am I to do? ", one first needs to answer the question "Of what 

story or stories do I find myself a part? " (p. 216). In other words, individual life is 

only intelligible as long as it belongs to a cultural surrounding. 

At this second stage, therefore, the members of the audience of the theatre 

performance would find themselves being part of a public forum, which provided 

the cultural place -to use Schechner's (1 994a) term- for them to act as citizens 

and confront matters of their political life. This active involvement in a theatre 
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event is a reflection of the active citizenship, to use Mouffe's (1992) term, upon 

which a democratic society depends. Because democracy, as Neelands (1997) 

explains, is defined by the degree of active involvement of the citizens, who are 

the individuals operating as social actors in the public interest. 

What I will argue, then, is that contemporary culture needs to claim back its 

participatory nature so that these connections between life and art would become 

possible again. Because one cannot claim being part of a democratic culture if this 

does not involve the citizens in its creation. Only by deriving the ideals of 

democracy, citizenship, collective identity and the existence of a public sphere -a 

space where, according to Arendt (1989), citizens can actively participate in forms 

of expressing their opinions through public debate rather than private reflection- 

which was the premise on which fifth century Athenians operated, from these 

imaginaries of an inherited culture, in an effort to actualise them today, can we be 

optimistic about producing a democratic culture. The essence to make culture 

accessible to the young people, who will then become the citizens of tomorrow, in 

order to build again a performative culture where people will actively participate 
in their political and cultural life, where they will behave as social actors who 

produce culture, is an urgency that we need to examine seriously. 

The young citizens need to retell the myths to match the circumstances of 

contemporary times within their direct social environment, because the values of 

their culture are present within these myths. And if we accept Connor's (1992) 

belief that "we are claimed always and everywhere by the necessity of value in an 

active and transactional sense" (p. 8), then with a certain lack of understanding of 

these values, we find difficulties in accomplishing a substantial communication 

between the people of our culture as well as the people of other cultures. Not 

knowing where we have come from and where we are heading to, results in a 

confusion concerning our individual and collective identity. Therefore, I suggest 

that we ought to participate in a process of dialogue between the original images 

of values -which suggest who we were- and the present and future images that 

those may be transformed into -which suggest who we might become- so that the 

young people will be enabled to gain a further understanding of these matters. 

Henceforth, the young citizens will reflect on their origins and negotiate their 

present and future lives. 
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This, as I intend to prove in the following chapters, will become possible by the 

use of means which are more democratic. Chapter three will provide the theory 

which explores the changes in form and content of the theatre of the classical 

times as a result of the political and social transformations happening during that 

period of time. This chapter also provides evidence of how the same myth was 

manipulated differently by each of the three tragedians of that era, Aeschylus, 

Sophocles and Euripides, and produced different plays projecting different 

perspectives to respond to the socio-political situation of the time. Chapter four 

provides evidence of the attempts made by some practitioners of the twentieth 

century avant-garde theatres to help the people regain control over their personal 

and communal lives. Claiming back their educational and efficacious character, 

the participatory forms of theatre challenge the non-participatory forms of the 

theatres developed in the nineteenth century, the ones we came to accept today as 

"orthodox theatre". Contrary to the "orthodox theatre", the participatory forms of 

theatre are created to blur the boundaries between economic -which is 

immediately associated with entertainment- and social -which acknowledges the 

importance of participating in rituals- exchange, and also between the producers 

and receivers. 

In the light of this quest, I intend to argue that the forms of participatory theatre 

provide the means by which the young people may retell the myths of the past to 

match the circumstances of the present time so that the latter will regain their 

educational value. Interesting as it is that these myths in ancient culture were 

always performed (either narrated by someone, as in Homer, or performed in fifth 

century Athenian theatre), never studied as literary texts, provides a strong 

argument for theatre -rather than any other means of expression, like for example 

literature- to claim the right to be involved again today in the investigation of 

these myths. I will suggest a method of dialectics to be applied so as to create a 
dynamic dialogue between the cultural values of the past with contemporary 

values. That is to say, engage in a process of dialogue with the past rather than 

approach it in linear terms. 

Lunn (1982) explains that in the dialectic of art and history there is not merely a 
"synchronic" relation of cultural activity to a contemporary society, but a 
"diachronic" indebtedness to prior historical developments, including those within 
the discipline of art of a particular work. Instead of behaving merely as the 
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inheritors of a glorious past which has to be learned so as to reserve its right of 

belonging in their everyday life even as a museum exhibition that they are 

expected to admire, the young people could see themselves as equal members of a 

cultural group who contribute to a dynamic process within which the cultural 

elements of the past and the present communicate dialectically, interacting and 

exchanging angles of view, complementing one another and even at times 

contrasting in order to produce a broader understanding. The use of the method of 

dialectics suggests that a people makes progress because, at the time, it sees 

deeper into those elements of their culture, it has grown older as a people and 

therefore is able to grasp further angles of the seemingly same picture, adding to 

those elements' old forms and meanings new and perhaps original ones, by 

subjecting them to a process of constant re-interpretation, re-evaluation and even 

modification. 

Participatory theatre provides the means for this purpose, because, as I will show 
in chapters four and five, it follows exactly the 'same course at the level of 

structure, narrative and communication with the audience. That is to say, it is self- 

reflexive, it has an episodic structure and thus shows simultaneity, it explores the 

paradoxical many-sidedness of the world, which suggests that the world is not a 
finished product, and it also dehumanises (Brecht's processes of defamiliarisation 

is an example of dehumanization). All these four criteria of modernism for the 

aesthetics, as described by Lunn (1982), are based on the notion of dialectics. This 

view of theatre which is broad and efficacious is intended to prove that it can 

provide the platform for the community of the young people of Cyprus where they 

will interact with their cultural codes, rehearse the dominant cultural values and 

social structures by approaching them as objects that may be critically argued, 

questioned and altered. And this may also assist the young citizens of 

contemporary Cyprus in the forming of an extended democratic life. 

The Conceptual Framework 

The current situation in the educational system of Cyprus, functioning in an 

undemocratic way, I will argue, denies ways of producing a dialogue with the past 

and, in doing so, encourages the young people to limit their social role to a mute 

audience who watch passively the social and cultural currents and its ignorance 
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contributes to the recycling and reproduction of a culture made from above, 

serving in this way not their own needs but the interests of the policy makers. Out 

of a need to make culture accessible to the young people of Cyprus, I propose a 

theory of a Theatre of Myth which in form and content would be inclusive rather 

than exclusive, which blurs the distinctions between the aesthetic and the social, 

which would be transformative rather than merely representational and 

entertaining, performative rather than literary and fmally progressive. 

A Theatre of Myth is a theatre which has a story in its foundations. The epic 
theatre of Brecht is close to the Theatre of Myth because of its double function: at 

the level of content, it uses a story to comment on and make suggestions on 

certain social happenings, and at the level of structure, it is episodic. As a 

counterpart of episodic is the structure of the theatre that Aristotle (1995a) 

suggests, which has a unity of time, place and action so that a single plot of events 

with clear beginnings, middles and endings happen at the same place within a 
day's duration. The use of separate episodes, as in the poetry of Homer, allows the 

participants to be alert during the drama and gain a more critical posture towards 

it. The use of the word myth, which is about a story that tells something of a 

certain people, suggests that even though universal meanings may derive from its 

locality, the priority of this theatre's operation is to address a people's needs to 

investigate their own culture. 

The theatre which is inclusive is conditioned by the presence of humans who 
interact. Therefore, we are not talking about performers or audience in their 

traditional meanings but about participants who may choose the level of their 

participation in the action. Neelands (2000) suggests a scale of six degrees of 

participation beginning from more social and efficacious to more aesthetic and 

entertaining. For the purposes of the present thesis I find them useful to describe 

because they provide guidance for deeper understanding of the forms of 

participatory theatre that I refer to in the following chapters. The levels of 

participation, then, are the following: 

(i) Players: the participants are engaged both physically and psychically in 

the dramatic action. Building on the basis of the ritual aesthetic, the drama 

assumes that all who are present take part in the action and are expected to effect 

events through it. The characteristic of this level of participation is the creation of 
the illusion of total transformation. 
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(ii) Social Actors: the participants can choose between being spect-actors, 

and therefore comment on and criticise the actions of the actors, and performers, 

who move into the stage and act out their alternative solutions. This level of 

participation is closely related to Boal's work, whose dramaturgy makes a clear 
distinction between the stage and the auditorium, suggesting in this way a 
dichotomy of space. Here there is a partial rather than total transformation: the 

actors are representatives of the audience and when the latter ones take their place 

on the stage, the actors join the audience in the process of evaluating and 

proposing other solutions to be acted out. 

(iii) Framed Witnesses: the audience participates psychically in the 

dramatic action by adopting a critical attitude towards it. Based on Brecht's work, 

this level of participation requires from the audience to act as witnesses to the 

dramatic events who are socially responsible for what happens. 

(iv) Active Witnesses: the audience is clearly and formally separated from 

the performers but they are allowed to make their response public through 

cheering, discussing and commenting among themselves during the performance. 

This form of participation is found in popular entertainment, sports and other 

visual spectacles. 

(v) Passive Witnesses: the audience's role is limited to the aesthetic 

appreciation of the professional skills of the producers. The intention of these 

forms of theatres is primarily aesthetic rather than social but there is, however, a 

sense that an event is socially experienced. Witnessing rather than participating is 

the characteristic of most contemporary Western theatre. 

(vi) Observers: the audience has no social contact with the performers. The 

naturalistic and proscenium arch theatre emphasises the individuality through 

darkening the auditorium. The actors play as if there is nobody else beyond the 

stage and also the people in the audience do not recognise the presence of others. 

In order for a theatre to be inclusive of all its members, certain things must be 

taken into account. First of all its themes should address the needs of a special 

group of people. It cannot be a theatre which, independently of its certain 

audience each time, presents the same theme or in the same way. Consequently, 

though it could derive from an authored work, the text should not be treated as 

sacred but be negotiated among the participants, and ultimately be the result of a 
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workshop that involves its participants throughout the whole process of 

exploration in its themes and meanings. 

What I argue, in other words, is that a democratic theatre can only exist if it 

involves the presence of the people who will be offered the opportunity to 

manipulate its meanings and form. This is how it can claim to be democratic 

because it involves the concept of Arendt's (1989) space of appearances. This is a 

space where reality is created socially through discussion and public sharing, a 

space created every time that individuals gather politically, that is to say 

"... wherever men are together in the manner of speech and action" (p. 199). It is 

a space where "... everything that appears can be seen and heard by 

everybody... For us appearance -something that is being seen and heard by others 

as well as by ourselves- constitutes reality" (p. 50). 

Doesn't democracy work in the same way? If I am excluded from the space of 

appearances then I cannot interact with others and communicate my opinions, 

suggestions, oppositions or acceptances concerning my civil life as a citizen. 

Therefore, I can hardly claim to be a citizen since I am denied the practice of my 

citizenship in the common world, which, again according to Arendt (1989), refers 

to the external world, not the individualised, the one which is "... common to all of 

us and distinguished from our private owned place in it" (p. 52). It is this 

"world", Passerin d' Entreves (1992) explains, that supports the space of 

appearances and provides action with its proper concerns. The kind of theatre that 

attaches itself to authored plays instead of encouraging their re-workings through 

a workshop approach, by its condition, excludes people from this process, and 

thus is not democratic. 

In order to engage its participants in the "discussion" of social matters, the theatre 

should look at itself as a social activity and not merely an art form which is 

performed for art's sake only. Aesthetic is a word to do with the senses. For Reid 

(1982) it is a matter of "disinterestedness" where an object is attended "for its own 

sake". When used for theatre it suggests the intention of the director to provoke a 

sensual satisfaction among the audience towards the production of a play. The 

purposes of these theatres are purely the establishment of theatre as a 
distinguished art form which exists only as that. It denies any interaction with the 

social, that is to operate as an art form to other ends which would bring about a 
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certain transformation in the conventional way we behave or approach our 
individual and collective lives. In education, however, we are concerned with the 

social nature of theatre, acknowledging also its aesthetic value. Many theories of 

performance, as I will describe in chapter four, have attempted the connection 
between the social and the aesthetic. First of all the aesthetic characteristic 

attributed to the space allows us to participate in the theatre event as "others" who 

are part of an-"other" reality. Operating on an aesthetic space, we are protected 

from exposing ourselves. It becomes a transitional space -to use Winnicott's 

(1971) expression- where the illusion the art offers can be enlisted in the service 

of disillusion. Such a space enables the participants to work through their 

fantasies by being self-conscious of what they are experiencing that moment. This 

also suggests a dichotomy of the theatrical space. Since the aim of participatory 

theatre is not public performance but the use of theatre as means to another end, 

there must always be a separation between the actor and the audience as well as 

the dramatic character and the person who is performing it. The function of the 

element of the aesthetic in conjunction with the element of the social makes 

possible the spiritual transformation of the participants. A certain change in their 

understanding of certain themes or meanings emerges. 

To achieve a transformation in meanings and postures, we need to approach 

theatre as a live performative event and not as a text of literature. Therefore, I 

suggest that theatre should resemble a science laboratory where research takes 

place. It will have the form of a workshop, which emphasises the process rather 

than the product but also sees to and facilitates the elaboration of the product. The 

emphasis will be on enlarging the participants' ability to produce images of action 

rather than words. This is not to suggest in any way that words are not important 

-besides we do live in a world where we communicate with words although this is 

not the only language we can use to communicate- but to focus first on the way 

we act upon certain things and then on the way we may translate the action into 

words. It will be a theatre which corresponds to the needs of the public sphere, 

and thus it is flexible enough to enable alterations in its structure and content. 

If we apply all these features to theatre, in the end we will construct a theatre 

which is also progressive. Its aim to supplement or challenge the primary acts of 

mind of the individual and the group on certain matters contributes to a further 
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and deeper understanding of themselves and their social surrounding, taking the 

participants a step forward. 

Certainly these features of theatre are not new to any reader of theatre. They were 

the ambitions of many practitioners of the twentieth century theatre. Whether they 

have succeeded to achieve these ambitions or not is something I will examine in 

chapter four where the work of Meyerhold, Piscator, Brecht and Boal will be 

studied as well as in chapter five where the drama in education practices will be 

discussed. Among the theatre practitioners, the work of Brecht will be central 
because to my view, he contributed decisively to the construction of an epic 

theatre, which is the key to my investigation. Meyerhold and Piscator will be 

examined closely as Brecht's predecessors who have influenced his work and 

founded his steps towards a more participatory epic theatre. Boal is also important 

as to how his work evolved from Brecht's to introduce practices which put the 

audience at the heart of a theatre event. 

The claims for drama-in-education will be investigated in chapter five not as a 

counterpart to these practitioners' work but, as I will suggest, as an attempt to 

close the gap between theatre and education so that the former serves the interests 

of the latter. Neelands' work will be central because he is also preoccupied by the 

practice of citizenship and democracy in theatre, and also his "conventions" 

approach is of great influence in the conceptualisation of the theoretical model of 

the Theatre of Myth that I am proposing. 

I will provide the reader with a critique of the conventions as these are used to 

create a symbolic language, through the vehicles of language and story and 

actor/ audience interactions, by each practitioner of contemporary political 

theatre as well as by the three Greek tragedians of the classical period of Athens, 

and see how these brought them closer or took them further away from the 

realisation of these ambitions. How inclusive or exclusive their practices were, if 

and in what ways they managed to blur the boundaries between the social and the 

aesthetic, in what ways each of them contributed or not to the realisation of a 

theatre which is democratic and efficacious? This investigation will involve the 

comparisons necessary to distinguish between the ideals found in the works and 

their actuality both in the field of theatre and in the field of culture in classic 

times. 
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According to Marx, Tucker (1972) explains, human beings make "their life 

activity the object of their consciousness" (p. 62). Since external reality exists 
independently of the human conscious and how that perceives it, art cannot be a 

mere copy of this material world but is infused with human purposes. The 

distinction between the ideal and the material form of art has been the object of 
discussion for Plato (1992) in his Politeia 1-5 (Republic). According to him, any 

piece of art is the result of the embodiment of the creator's idea, as that was 

originally conceived in his mind. The archetype of this idea exists only in the 

mind of the creator, who conceived the ideal. Although this ideal was the guide 
for the making of the material art, the latter does not necessarily correspond 

perfectly to the former. The ideal form of art exists independently of its material 
form, which is evaluated according to its objective. The interpretation of the ideal 

or attempts for its embodiment may cause damage to the materialist form of the 

ideal but this, however, does not destroy the meaning or the destination the ideal 

encompasses in its birth. The ideal always maintains its archetype form, which 

exists regardless of time and place. There is always a distance between the 

materialist form of the ideal, which suggests attempts for the embodiment of the 

ideal, and the ideal as such. 

In recognizing the distance between the ideal world and the material world, the 

present thesis takes in mind that when examining a particular culture or a 

particular work of art, we need to consider both the motive force that created it 

(the ideal) as well as its materialist form at a given time in given circumstances. 
Because as both Plato and Marx suggest, this is only a matter of how one 
interprets the ideal as conceived in the minds of a certain people or a certain artist 

at a certain socio-historical period of time. They also suggest that the ideal may be 

again re-interpreted and embodied in ways that reach the archetype form of the 

ideal as conceived by a certain people in another socio-historical period of time. 

In other words, the present thesis proposes that the connections of the ideals of 
democracy, citizenship, and participation in public life, found in the creation of an 

exemplary form of democratic Theatre of Myth in the classical culture, should be 

attempted again in an ambition to produce a performative, democratic culture, 

which gives everyone the right to action and opinion. 
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The two main features of the ideal and the actual (as termed by Plato) or the 

material (as termed by Marx) will prevail in the whole thesis, so as to facilitate my 

task in finding the strengths and weaknesses in: 

(a) the way the cultural system worked in classical Athens and the way the theatre 

form and content were manipulated by each dramatist, 

(b) the work of the modem theatre practitioners of the twentieth century and 

especially that of Brecht's, 

(c) the work of the drama-in-education practitioners, especially Heathcote's and 
Bolton's in comparison to the alternative paradigm proposed by Neelands. 

The preoccupation with the ideal and the actual will also inform the last part of 

the present thesis in which a theatre workshop with students attempts to transfer 

the theoretical themes of the Theatre of Myth in practice. 

The theatre that I will propose will provide the cultural place -to use again 

Schechner's (1994a) term- for the establishment of a dialogue between the stories 

we have inherited from the past and the stories that we need to tell now to answer 

our problems, satisfy our needs, fulfil our aspirations, protect us from the immoral 

and cultivate in us a sense of communion again. To do this, I will also pay 

attention to the stories of the theatre as I will examine how the elements of 

characters, plots, themes, settings and representation are manipulated. 

Part one will also explore how myth was used in oral and non-oral traditions and 

argue that the oral form of myth strengthens its democratic character. The second 

section of Chapter three will show how the myths when dramatized in a 

performative democratic way open up in debate and are manipulated in ways that 

correspond to the people's needs each time. Because, as Williams (1975, p. 11) 

argues, when stories are approached in a performative rather than literary way, 

there can result "... a moving beyond myth to dramatic versions of myth and of 
history", suggesting thus a transformative effect in their inherent values. The 

practical case study that I will present in the final Part will suggest new ways of 

manipulating the myths through theatre workshops so that they, too, as the 

material of theatre, will follow the same pattern of the proposed theory of theatre, 

that is inclusive, social, transformative, performative and progressive. 
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Structure of the thesis and Principles of Analysis 

The present thesis is divided into three larger parts, each one corresponding to one 

of the objectives set in this research as well as to the principles used for their 

analysis. The first two parts use a historiographical method of analysis whereas 
the third part is based on a case study methodology. Because the first two parts 

refer to the methods used throughout the narrative, wherever appropriate, I find 

that using a separate chapter to describe the use of this method will be redundant 

and, therefore, I am only providing a separate chapter for the methodology used in 

the case study in the third part of the thesis. 

As far as the historiographical analysis is concerned, the sources used were 

selected on two main criteria: (a) To enable me as a researcher who studies a past 

period of time -such as fifth century BC Athens and twentieth century Europe- to 

concentrate on the material that may provide me with new insights and 

understandings on the subjects of fifth century BC Athenian theatre, twentieth 

century Modern Drama and Drama-in-Education in order to, (b) explore the ways 
in which the arguments set in the thesis could be proved correct as well as the 

ways in which the same arguments may involve ambiguities. 

The thesis has no intention to make claims for scientific proof but to investigate 

whether the connections between theatre and society are plausible. As Sennett 

(1993) argues, "in qualitative research, 'proof', if that anxiety-laden word must 
be used at all, is a matter of the demonstration of logical relationship; [... J 

Empirical plausibility is a matter of showing the logical connections among 

phenomena which can be described concretely" (p. 43). Through discussing the 

variety and at times diversity of opinion expressed by different scholars on the 

main subjects that underlie the narrative of the thesis with a parallel reference to 

the socio-historical context in which their practises were developed, the thesis 

aims at fulfilling the demands for empirical plausibility. By closely exploring the 

practices developed in theatre in connection to their immediate social and cultural 

context that stimulated their ideology, their transformation and progress, I intend 

to provide my research with the necessary critical reflection that will enable cross- 

examination of the arguments posed by the thesis and simultaneously resolve 

questions of verification of the sources used. 
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Part one, which is comprised of three chapters, focuses on the fifth century BC 

Athenian theatre and how its development reflected this particular socio-historical 

context. It is concerned with exploring the ideals of democracy, participation in a 

performative culture and theatre's potential to play a social role through 

manipulating communal stories that were important to its audience. 

Chapter one will provide a historiographical analysis of the theatre forms that 

existed in early Greece before the introduction of the tragic theatre in Athens in 

the early fifth century. I will give a critical description of the oral culture as 

created from Homer's time in the mid eighth century BC through the tyranny of 
Peisistratos in Athens in the second half of the sixth century BC and the 

introduction of the theatre of Thespis to the beginnings of literary culture in the 

democratic city-state of fifth century BC Athens and the birth of tragic theatre. In 

this critical analysis, I will show that Athenian, not Greek, tragic theatre was a 

product of the local context of democratic Athens. 

Chapter two will examine the social role that the Athenian theatre occupied in 

the particular socio-historical context of fifth century Athens, and investigate in 

what ways the culture of Athens shared with its theatre a performative nature. 
This chapter approaches the same subject both in terms of the ideal of a 
democratic and performative culture and the actual of this ideal. A 

historiographical analysis will be attempted so that it will provide the reader with 

the special features of the Athenian society and character from the first 

establishment of democracy by Solon in the late sixth century through to the 

reforms of Cleisthenes in 508 BC, to Pericles' political aspirations and actions in 

460 BC to the end of democracy in 404 BC. Finally, I will show that the Athenian 

tragic theatre proved in many ways to be more democratic than its polis. 

Chapter three will provide evidence of the argument posed in the thesis that the 

form and content of Athenian tragic theatre responded to the changes taking place 
inside its polis in an effort to highlight its political and educational role. I will use 

a comparative and historiographical analysis to explore in what ways the 

manipulation of the form of theatre in terms of the function of the chorus, the 
dramatic presentation and the use of space corresponded to the objectives and 

political purposes aimed for by each tragedian. In the second section of the same 

chapter, I will show how the myth of the house of Atreus was re-interpreted by 

Aeschylus, Sophocles and Euripides, who ultimately produced three different 
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plays so that each would correspond to the changes in the socio-historical 

environment of Athens and the individual stands of the dramatists against these 

changes. 

Part two, which is comprised of two chapters, will examine the ways in which the 

Modern Drama of the twentieth century and the drama-in-education tradition have 

re-invented the theatrical means and conventions of the fifth century BC tragic 

theatre in an effort to claim back a more democratic theatre for the people. This 

part identifies and supports the five theoretical themes, which comprise the 

proposed model of the Theatre of Myth, as these are described in the conceptual 
framework of the introduction. 

Chapter four will show how the practices of Brecht in Germany of the Second 

World War created a political theatre, which saw its role as a dynamic instrument 

for political freedom. Along with the avant-garde movements of Meyerhold and 
Piscator which fed Brecht's epic theatre, I will describe in depth the theatrical 

means and conventions that Brecht developed so as to include the audience in a 

process of challenging and disputing the "obvious" and the "natural". His efforts 

to create a participatory and democratic theatre for the people will be approached 
in two ways: what the ambitions were and to what extend these were achieved in 

their practice. Boal's work towards the end of the twentieth century will be seen 

as a continuum to Brecht's attempts to re-establish a two-way relation between the 

stage and the auditorium. 

Chapter five will show how the drama-in-education tradition attempts to bridge 

the practices of the Modem Drama in ways that will create a local, social, 

transformative, performative and progressive theatre. The work of Neelands is 

central in this chapter since he provides a theory of theatre that takes in mind both 

the political and sociological aspects of theatre, like Brecht and Boal, but also the 

idea of a communal theatre in which the participants are encouraged to behave as 

social actors in a public sphere, as it was the case for the ambitions of the theatre 

of Aeschylus, Sophocles and Euripides. 

Part three, which is comprised of three chapters, will consider the extent to 

which the theoretical model of the Theatre of Myth manages to realise its 

ambitions in practice in a very limited case study with four groups of Greek 

Cypriot students of the first two grades of the Lyceum. This practical case study 

v 
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is intended to illustrate the theoretical framework of Parts one and two of the 

thesis, by basing its results on the teaching of a structured theatre workshop. 

Chapter six will explain and describe the methodology followed for the structure 

and realisation of the case study research. It will also discuss theories on 

qualitative research with a special reference to case studies. 

Chapter seven will look at the way that the theatre workshop was planned. For 

this reason, it will search for the meanings inherent in the myth of Antigone, 

which is selected as a basis for the theatre workshop, and how this myth was 

manipulated and re-interpreted by the three tragedians as well as by contemporary 

playwrights of the twentieth century. It will also show how the theatre workshop 

was structured so that it would correspond to the theory of the Theatre of Myth. 

Chapter eight will discuss the fmdings of the case study work and analyse them 

in terms of the degree to which they may correspond to the theoretical themes on 

which the workshop was planned. The chapter is interested in comprehending the 

responses of the participants so that it can provide further insights into the 

proposed model of the Theatre of Myth. 
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PART ONE: REFLECTIONS ON GREEK TRAGEDY IN RELATION TO ITS 

SOCIAL AND POLITICAL SURROUNDING 

When Melina Mercouri (1982) held the office of the Hellenic Ministry of Culture 

during the years 1981-1989 and 1993-1994, she founded a project for the return of the 

Parthenon marbles from the British museum to Athens, in response to her aspirations 

to see the past of the Greek culture emerging "... from the museums in order to 

become a source of inspiration and creativity, to become the instrument and the joy 

of the people... ". The argument was centred not on the notions of ownership and 

cultural heritage but on the restoration of a unique monument, what she considered as 

the particular symbol of a civilization. "... In the case of the Acropolis marbles", she 

explained, "we are not asking for the return of a painting or a statue. [... ] The time 

has come for these Marbles to come home to the blue skies of Attica, to their rightful 

place, where they form a structural and functional part of a unique entity'. 

The return of the Marbles has been a contentious case since, with many controversial 

theses. Hitchens (1998), in his critical summary of the propositions involved in the 

argument against the return of the Greek sculptures, he overthrows them all on the 

conviction that the Parthenon carries the continuity of the Greek culture. St Clair 

(1998) watches the history of the Parthenon throughout the centuries and at the same 

time he becomes a witness of the history of a people that transforms itself by 

continuously reinventing and reinterpreting the symbols of a culture that is not static 

but follows a dynamic course. He urges us to pay attention to the Parthenon as a 

symbol which, for two and a half thousand years, has fed the cultural, political and 

ideological discourses of each succeeding age and has provided the site where these 

met, clashed, have been temporarily settled and have shifted again. He thus illustrates 

vividly that at each of the many transitions, the concerns of the newcomers have 

appeared to have been largely unforeseen and unforeseeable by those who were there 

before. The Parthenon was originally erected in the fifth century BC to respond to 

Pericles' vision of a building that would celebrate the civic identity of the free 

citizens of the city of Athens as well as to affirm the panhellenic supremacy over the 

barbarians. During the Roman Empire it became the symbol of its benevolence, later 

it glorified the triumph of Christianity and just afterwards the triumph of Islam. The 
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Parthenon became once again the ideal which the liberated Modem Greek nation of 

the nineteenth century would seize on in order to move ahead, drawing on the cultural 

resources of the past. The romantics saw in the Parthenon the ideal of perfection and 

henceforth they recognised the debt of Western civilization to its ancient teachers. 

The twentieth century has perceived it and proclaimed it as a monument to western 

liberal democracy. 

The Parthenon marbles indeed embody the values and ideals of a particular culture, 

which has provided the ark to its people to retell and reposition the stories that 

encompasses it again and again. Their return to Athens should mean only one thing: 

their re-invention. It is not the marbles as statues but the marbles as ideal that should 

become a reference point to the young Greeks. To appreciate them today is to 

encourage the dialogue between the ideals possessed from the past and the ideals 

progressing in the particular contemporary socio-historical context of the young 

Greek citizen. Actively participating in the reconstruction of the Parthenon is 

acquiring the right to behave as social actors -to use Neelands' (1997) term- who 

will produce their culture instead of merely being the spectators who watch passively 

and reproduce a dead past. The symbol of the Parthenon marbles has proved that 

culture is under continuous reconstruction depending on the needs and aspirations of 

each historio-political time. The retelling of the myths in a public participatory way 

brings back to the Greek culture its educational value. It claims back the 

"performance" culture -to use Rehm's (1994) definition- of the classical times, 

which in function and purpose is efficacious and therefore progressive. But one 

cannot speak of the "performance" culture of fifth century BC Athens or even 

understand its ideal and practice without at the same time referring to its theatre -and 

more specifically Greek tragic theatre-, which operated in a close conjunction with 

the larger political life of the Athenian citizens. 
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CHAPTER I: FROM ORAL TO LITERARY CULTURE 

Though most academics support that the Greek tragic theatre is the product of a 

very specific historical period, the period of democracy in Athens during the fifth 

century BC, one cannot ignore the strong debate that lies among many theorists 

concerning the origins of Greek tragedy. This matter of origins is not of course 

within the purposes of the present research. However, such a survey could prove 
helpful for one to understand the social and political dimension of Greek tragedy 

in the broader civic life of its polis, that of classical Athens, by going through the 

various influences that tragedy may have received at the historical point of 

transition from an oral culture to a literary culture. It is in the intentions of this 

first chapter to provide the reader with the appropriate scholarship that gives a 

critical account of the establishment of Greek tragic theatre as a product of the 

local context of democratic Athens. 

Taplin (1997) sees the beginning of Greek tragic theatre in the beginnings of the 

foundation of a new era in Athens, the so-called classic age of Pericles, which 

signifies the end of the dynasty of the tyrants and introduces a new democratic 

constitution. So in 508 BC oligarchy and aristocracy are pre-empted by the setting 

up of an elaborate system, which cuts across old tribal and local loyalties and 

hands power over to the demos -the people as a whole. This radical independent 

democracy, which lasted nearly two centuries, provided the space for the 

development of many artistic and intellectual activities and among these was 
drama. But even before that, it was during the Peisistratus' tyranny from 560 to 

527 BC that the first signs of this new kind of drama were emerging. 

Rehm (1994), Green (1996), Easterling (1997a) and Nikoloudis (1995) all agree 

that Greek tragedy makes its first appearance in the Great or City Dionysia at 
Athens at 536-35 BC with the performance of Thespis. Nikoloudis (1995) 

illustrates that tragedy develops parallel to democracy and becomes a legitimate 

institution by Peisistratos, who in this way lends the Dionysic festivals a popular 

character. But how is tragedy connected with tyranny since it is a response to the 

emerging democracy, one may justifiably ask? Murray (1993) explains that 

tyranny emerged at the point of transition from aristocracy to hoplite constitution 

-between 650 and 550 BC- and a tyrant would actually emerge from this new 
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class, the hoplites. The hoplites during the tyranny would become the most 

important section of the demos, they would speak and act on behalf of the demos. 

So in a way tyranny was, at least in its early phase, a form of government set up 

against the aristocracy, which broke with the conventions of political life in order 

to protect and support the people. It is under this ancient Greek meaning of the 

term tyranny, through which the people make their first entrance to political life, 

that it is possible for one to see how tragedy is connected to this historically new 

political order. 

Nonetheless, because tragedy in Athens was originally and essentially under the 

sign of Dionysus, many theories -especially those of the Cambridge school- 

support the hypothesis that both tragedy and comedy arose out of a number of 

rites. Greek tragedy is, according to Murray (1912), in origin a ritual dance, that 

of Dionysus, performed at his feast in his theatre. Dionysus is regarded as an 

"Eniautos-Daimon" or vegetation god who represents the cyclic death and rebirth 

of the earth and the world of the tribe's own lands and the tribe itself. Murray 

goes further to suppose that the Dionysus ritual had developed into two divergent 

forms, the satyr play of Pratinas and the Tragedy of Thespis, which were at a 

certain date artificially combined by a law. Another scholar of the Cambridge 

school, Cornford (1914), refers to the Athenian Comedy as having its origins in 

ritual drama, which was essentially the same in shape as that from which Murray 

derives Athenian Tragedy. Based on these positions, Harrison (1913) makes the 

following connections: that Dithyramb was in origin a festival closely akin to the 

seasonal death-rebirth celebrations, a spring ritual. So, he continues, when 

Aristotle suggests that tragedy arose out of the Dithyramb, he gives a clear 
instance of a splendid art arising from the simplest of rites. Schechner (1994a, p. 3) 

depicts the Cambridge thesis (Pickard, 1962) in the figure below: 
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Tragedy Comedy 

Di yramb Phall c Dances 

Rite A Rite B Rite C Rite D...... Rite N 

P AL RITUAL 
(Sacer Ludus) 

It is true that Aristotle (1995a) tells us that both tragedy and comedy were at first 

mere improvisations but that the former has its origins in the song of the 

dithyramb and the second in the phallic songs is rather a misconception. What 

Aristotle actually said is that " both tragedy and comedy... are descended the 

former of the exarches to the dithyramb and the second of the exarches to the 

phallic songs" (1449a 10-11). The exarches, as Nikoloudis (1995) explains, were 

the ones who initiated the song and to whom the chorus responded. They were 

actually the ones who saw off the hypokrites (actors) of tragedy, and they were 
involved in a dialogue between the chorus and themselves. Therefore, tragedy 

comes into being as a new literary form at the time when the exarchos or else the 

leader of the dithyramb begins to talk as a separate character and opens up a 

dialogue with the chorus, as is depicted in the schema below: 
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Based on these understandings, Aristotle's studies on Greek tragedy seem to reject 

than confirm the Cambridge thesis. Of course nobody can depend solely on 

Aristotle given the fact that he actually lived between 384 and 322 BC, a 

historical period that is towards the end of the "classical" age, hence his studies in 

theatre present the studies of an academic rather than the recording of a drama 

tradition by somebody who lived through its development. And, therefore, 

Aristotle's findings could, like other later academics, have to some extent only a 

theoretical background. But for what it may be worth, Schechner (1994a), too, 

rejects the Cambridge thesis arguing that it is all speculation; "scientific proofs" 

for its ideas have not been found. Ritual as the Cambridge group understands it 

does not seem very closely related to Greek theatre. To apply the Cambridge 

thesis is to force the plays into contexts other than their own. 

Besides, ritual is a characteristic of a primitive society, which takes us back 

hundreds of centuries from the classical age when tragedy emerged. But what will 

take one even further away from originating tragedy out of ritual is to remember 

how myth served in the hands of the tragedians. So perhaps it would be better to 

seek for the connection that ritual may have had with myth instead of describing 

Greek tragedy as a product of evolution in theatre. Of course neither myth nor 

ritual are straightforward subjects since a lot of controversial positions exist. 

Dowden (1992) suggests that myth and ritual are two media operating in 

partnership. They explore, alleviate and accommodate moments that are felt to be 
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difficult or significant. "Myths, however, are stories and good stories have a life 

of their own. By the time they reach us, many of the surviving myths that have at 

one time been associated with a ritual have become detached and become part of 

a common Greek stock of stories, used above all by poets" (p. 105). A myth may 
be constructed for a certain reason, say for religious ceremonies involving rituals, 

and in this way be connected to that ritual. But the tragedian may extract and 

amplify the full range of possibilities inherent in the story. This again is a 

symptom of a particular society. Dowden (1992) illustrates this argument by 

writing that "the Greek mythology that is known to us is a late stage in a 

millennia-long series of adjustments. Not evolution, not development, just change- 

in reaction to social environment" (p. 57). The case study of the myth of the 

house of Atreus in the second section of chapter three is intended to show the 

various alterations of the same myth as that aimed to respond to the needs of each 

social context. 

Some influential ancient sources claim that tragedy was in origin purely choral. 

Based on this assumption, Flickinger (1973) even justifies the circular "dancing 

floor" called the orchestra, at the centre of the ancient theatres. For Taplin (1997), 

though, this does not make any sense since tragedy only came fully into existence 

after the iambic speeches of the actors were combined with choral dance songs. 
As far as the influence of the dithyramb is concerned, Taplin goes further to 

distinguish between the form of the dance of the chorus in tragedy and that of 

dithyramb. Unlike dithyramb, which was an elaborate song, originally about 

Dionysus, with circular choreography, the songs of the chorus were usually 

structured in pairs of stanzas with matching music and choreography, and the 

dance was based on linear and rectangular formations. 

All scholars, nonetheless, agree that the vital cross-fertilization between the 

chorus and the actor, which was ultimately involved in the creation of tragedy, 

took place either in 508 or 534 BC, with the introduction of the first actor who, 

according to tradition, was Thespis. Green (1996) explains that with the 

innovative step that Thespis has made, the performer was separated from the 

choral group, thus allowing and pointing to discussion and, therefore, difference 

of opinion within the presentation. Through the interplay of ideas and viewpoints, 
the playwrights were able to create dramatic tension. But what exactly was the 
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difference between the actor invented by Thespis and the exarchon of the 

dithyramb, who also opened up the debate between the chorus and himself? 

Flickinger (1973) points out that whereas the early dithyramb, at least of the 

middle seventh century BC, did not require impersonation, Thespian tragedy did. 

The coryphaeus' (chorus leader) role was to answer the questions propounded by 

the rest of the choreutae in the group. The performers-actors, who were involved 

in a lyric dialogue with the choreutae, may have sung words appropriate to their 

characters but made no attempt by costume, gestures or actions to represent those 

characters. When Thespis assumed an actor's role himself -the first was probably 

that of Dionysus-, immediately the chorus could no longer conduct themselves as 

worshipers in disguise, merely looking like real attendants of Dionysus, but also 

behave as such. This was the fundamental step taken leading towards real drama. 

Thespis defined more exactly the position of the actor especially with the 

introduction of the mask. Green (1996) considers this as a very important step, 

which "... not only allowed but encouraged a more thoroughgoing submergence 

of the performer's personality into that of the role played. It fostered dramatic 

illusion. The performance became afar more realistic enactment" (p. 17). 

I still preserve the same schema for Thespian tragedy as the one I have denoted 

earlier for the function of the exarchon in the dithyramb, only here there is a 

major difference in style and purpose, taking place at the centre of the action. 

What I find particularly interesting at this point is the similarity in function and 
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purpose between the role of Thespis and the role that Kirk (1996) suggests of 

Homer as the latter sang his poems towards his audience. "Oral poems were 

directed at, or at least developed in front of, an audience, and important 

departures from traditional form or length were likely to be influenced either by 

the demand of a particular audience or at least by what some audience can 

tolerate" (p. 192). That means that Homer, the storyteller, and the audience were 

in a constant dialogue, the former taking in mind the presence of the latter and its 

particular needs at the beginning and during the process of the storytelling. 

Evidence which lends Homer's storytelling a local character. It was in a way an 

improvisation directed by the poet who, originally part of the group, has come out 

of it to perform his stories towards the rest of the group, but without at any 

moment ignoring its presence. But he rather encouraged participation from the 

audience, who, like the choreutae in a Thespian performance, here, too, may have 

responded accordingly to the context of the story while sustaining nonetheless 

their role as audience. This technique, which implies both locality and 

participation in character and form, will prove very important in the avant-garde 

theatre of Brecht in his efforts to create a more democratic theatre -but this will 

not be discussed until later in the fourth chapter. 

The poet of the oral epic tradition, as Murray (1993) points out, is consciously 

recreating the past on contemporary phenomena through composing and reciting 

from a stock of traditional material concerning the exploits of the heroes of a 

distant past, the end of the Mycenean period in the twelfth century BC. The 

tragedian of the fifth century BC Athens acts, Burian (1997) tells us, in the same 

way, subjecting myth to constant interpretation and revision. Athenian tragedy, 

then, and not really Greek tragedy, particularised the myth and even more 

privatised its inherent story since it was a living theatre concerned only with what 

was happening inside its polls. Anything else that was not closely tied to the 

political and family life of the Athenians was not part of the themes manipulated 
in the drama. 

Though both epic and tragedy share the characteristic of being particularly local, 

the oral epic tradition differs slightly in the sense that it encouraged more 

participation from the audience which was present each time the singer would 

sing an episode. The tragedies may have dramatised the same material again and 
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again but they could not avoid an ending to the story. So in a way they were fixed 

texts at the time of their performance whereas the singer of the Homeric society 
improvised and developed the story-drama while he was performing in front of 

the audience. As Kirk (1996) notes, it is only in the seventh century that written 

poetry is establishing itself with the poet known as Homer, and oral epic is in 

corresponding decline. It is only in the light of this information that I can justify 

Taplin's (1997) remark that "tragedy set itself up as a kind of rival to the 

Panhellenic epics, a rival which, unlike those fixed texts, produced fresh and 

varied versions every year" (p. 16). 

The tragic poets, Burian (1997) writes, indeed developed their plots within the 
framework of the legendary tradition, drawing on the same reservoir of stories of 
Iliad and Odyssey. Although composed long before the first tragedy, the poems 

are highly theatrical. Rehm (1994) points out that official competition among 

rhapsodes was included in the Panathenaic festival sometime between 566 and 
514 BC and, unlike other pre-tragic contests, epic recitation was based on the 

semi-dramatic presentation of a complex narrative rather than on music, spectacle 

or lyric poetry. Because these poems unfold through the alternation of the 

characters' direct speech with more conventional narration, just like in tragedy the 

actor's speech (the rhetoric) is alternated with the choral song and dance (the lyric 

part), they create qualities of performance. 

Aristotle (1995a) also relates epic and tragedy by noting that both tell the story of 

superior characters. Taplin (1997) adds to this relation by remarking also that 

tragedy emphasises the same aspects of the epic stories -suffering, mortality, 
inevitability, responsibility, guilt, revenge, recognition, persuasion, anger, deceit, 

endurance, the difficulty of understanding the divine- which enthral the audience 

and evoke strong emotions in its members. 

But certainly tragedy departs from epic narrative in a lot of ways. In contrast to 

the simple metre of epic, tragedy alternates sections of iambic speech and 
dialogue with dance songs performed by the chorus. The very word drama, as 
Taplin (1997) explains, means a "doing", an enactment. The rhapsodes of epic, 
however virtuoso they were in changing their voice and body language to suit 
different characters and situations, were always the storytellers. But one must not 
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forget that the recitations of Homeric epic, Rhem (1994) underlines, "... brought 

home to sixth century Athenians in general, and to the future tragedians in 

particular, the power of words to animate the dramatic imaginations of the 

audience until they join the performer poet in creating living characters. The 

ability to draw an audience imaginatively and critically into this process... " 

(p. l l). 

One of the major differences between the epic and tragedy is found in their 

structure. While epic is not tied to time or specific place since it is composed out 

of larger episodes, tragedy, as Aristotle (1995a) writes, endeavours to be 

contained if possible within one revolution of the sun, or to exceed but little. So 

whereas epic is episodic, tragedy is characterised by a unity of time and place. 

Nonetheless, approaching the structure of tragedy with more attention and an open 

mind, one may discover that the presence of the chorus and its role to comment on 

the dramatic action served as a distraction to the normal flowing of the plot. In 

this sense the structure of tragedy acquired a more episodic character. I argue this 

on a statement made by Romily (1985) that "in each play the "episodes" of 

dramatic action alternate with choral songs, which introduce, interrupt, and 

conclude that action " (p. 48). 

Aristotle's (1995a) reference on the connection between tragedy and epic ends by 

pointing out that everything epic has belongs also to tragedy, though not all that 

belongs to tragedy belongs also to epic. By this he is strengthening the 

characteristic of the unity of time and place with which he attributes fifth century 

tragedy. Although, as I will show in chapter three, this unity is only a 

misconception of the role that tragedy played within its polls. 

But let me go back to Thespis only to make the following interesting observation. 

All these tragic performances linked to Thespis were made to celebrate and 

honour Dionysus. Why? Was it a matter of religion? No, according to Nikoloudis 

(1995) who rejects this on the information that Dionysus was not even a Greek 

god at first but only became one after having been offered cultural asylum in 

Greece. What was then the significance of this connection? The specific cult 
honoured at the City Dionysia was actually that of Dionysus Eleuthereus (the god 

having to do with freedom) -the name of the god taken after the place of its 
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descent, a small town called Eleutheraes on the border between Boeotia and 

Attica. Dionysus seems to Nikoloudis (1995) to have been the symbol of the new 

political order beginning from the tyranny of Peisistratus, establishing thus the 

participation of the people in the new form of government. The tragic 

performances are connected to the Dionysiac celebrations only to the degree that 

the latter were symbolising the people's own political liberation and democratic 

reforms. Especially after the overthrow of the Peisistratid dynasty, which was 

represented by the elder son of Peisistratus, Hippias, in 510 and the democratic 

reforms of Cleisthenes in 508/7 BC, the cult image of Dionysus was moved to its 

new home, Athens, as Rehm (1994) underlines, which has undeniably become the 

centre of democracy during the fifth century BC. 

Dionysus as well as Prometheus, Nikoloudis (1995) suggests, are part of the 

archetype of the exarchos of the dithyramb, for they detach themselves from the 

chorus, open up a dialogue with the people and establish the human centred 

society replacing, thus, the theological society. Tragedy is born exactly at this 

point when humans detach themselves from nature, when the individual moves 

away from the group, when Prometheus moves away from the system and, from 

having been considered as the son of god, becomes the son of humans. Greek 

tragedy is really an exit from the clergy towards theatre, which attributes 

ultimately its secular character. Greek tragedy emerges out of the political 

consciousness of the people who gain the power to participate in civic life. The 

character of tragedy is subversive in a similar manner that the democratic polis of 

Athens is subversive. 

It is a strong argument that directs us towards the position, as formulated by 

Taplin (1997), that tragedy as well as comedy, in any historically significant 

sense, are more or less the invention of one particular, far from primitive, 

community, in response simultaneously to new political developments and to the 

inter-Greek competition for cultural prestige. And indeed, as Goldhill (1997) 

outlines very well and will be the next subject to be discussed later on, the drama 

festivals were institutions in which civic identity was displayed, defined, 

explored, contested. It is no accident, Little (1967) says, that the sixth century BC 

saw the rise of the drama or that its birthplace was the city-state of the Greeks. 

"Like the formation of the city-state itself, like the expanding commercialism 
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which accompanied such a formation, like democracy and free speech which 

resulted from it, the rise of the theatre was one symptom in afar-reaching social 

change-over. It was part of the passage from tribal culture to political life" (p. 5). 

Schechner (1994a) in his theorising as to where theatre arises from, looks into a 

wider range of possibilities, taking, perhaps, in this way, the edge of all the 

controversies that exist. "Ritual is one of several activities related to theater. The 

others are play, games, sports, dance and music. The relation among these is not 

vertical or originary -from any one to any other (s)- but horizontal: what each 

autonomous genre shares with the others; methods of analysis that can be used 
intergenerically. Together these seven compromise the public performance 

activities of humans. Anthropologists suggest that theater is the enactment of 

stories by players, and exists in every known culture at all times, as do the other 

genres. These activities are primeval, there is no reason to hunt for "origins" or 
"derivations". There are only variations in form, the intermixing among genres, 

and these show no long-term evolution from `primitive" to "sophisticated" or 
"modern" "(p. 6). 

One also needs to remember what Geertz (1983) suggests for the definition of art: 
it organises and structures our everyday impressions of human life. Art, then, 

becomes a powerful instrument through which the assorted experiences of 

everyday life are turned into intelligible experience. If anything else, art is never 
isolated from its social and political surroundings. "The talk about art that is not 

merely technical or a spiritualization of the technical ... is mostly directed to 

placing it within the context of these other expressions of human purpose and the 

pattern of experience they collectively sustain " (p. 96). Alternatively, Greek 

theatre must have responded to those patterns of experience of its people and their 

polis. In turn an analysis of the Athenian tragedy and its changing forms and 

styles will give insights into the evolution of the polls. And this is the next step. 
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CHAPTER II: THE ATHENIAN TRAGEDY AND THE POLIS 

As tragic theatre is acknowledged as the child of the particular era of fifth century 

BC democratic Athens, the second step towards our understanding of this special 
bond between the two is to investigate in what ways the polis and its theatre were 
bridged together as well as in what ways they were parting from one another. 

What were the expectations of the new political order in Athens established after 

the reforms of Cleisthenes in 508 BC from its citizens and its politicians? To what 

degree were these ambitions realized? How did the character of the new culture of 

Athens share with its local theatre a performative nature? To what degree was this 

"performance" culture inclusive of its people? In this chapter I will provide a 

critical reflection on the operation of the democratic public life in fifth century 

Athens while, at the same time, I will examine how the socio-political role of the 

local theatre enabled or even strengthened the collective identity and, thus, the 

participation of the citizen body in the public life. Of course, participation in 

public, life and the right of citizenship have never been, as I will show, 

straightforward but involved much ambiguity in the democratic system of Athens. 

For this reason, the subject will be approached both on the sphere of the ideal and 

the sphere of the actual world. 

2.1 The Ideal 

The democratic Athenian political life in the fifth and fourth centuries was, 

according to Cartledge (1997), indeed deeply theatrical outside the formally 

designated theatrical spaces. The Athenians did not only theatricalise their 

ordinary experience through ritual dramas of everyday life but also created a 

formal analogy or even identity between their experience inside and that outside 

the theatre. The participation of the citizens in the Assembly is an example of the 

blurring between political life and theatre. The policy-making body of the state 

which, according to Thorley (1996), consisted of all male citizens over the age of 

twenty, met around forty times a year on a hill called the Pnyx. Various members 

of the prytaneis would then put forward the Council's draft proposals for the 

official herald of the Assembly. The latter would then make them available to the 

public for debate, by asking anyone present who wishes to speak to respond to the 



The Athenian Tragedy and the Polis II - 44 - 

particular proposal. Because this proposal would be ultimately approved or 

rejected through the means of persuasion of the speaker, a certain degree of 

eloquence in the political speeches was more than required. An indisputably 

strong case of a man who managed to dominate Athenian politics for thirty years 

due to his ability to express his proposals in a compelling way in the Assembly is 

Pericles. The speeches indeed had to be true performances in order to influence 

the final decision of the body of citizens. Rehm (1994) gets to the point when he 

writes that "through the power of the spoken word, and by various appeals to 

reason, emotion and morality, the Assembly speakers swayed the citizen body, 

much like actors in a large outdoor theatre. [... J The large concavity of the Pnyx 

established a relationship between the (changing) speakers and their audience 

that mirrored the relationship between actors and spectators at the great theatre 

of Dionysus... " (p. 4). 

An excellent example of how dramatically involved in the situation of exchanging 

points of view on a political matter the speakers were, is found in the so-called 

Thucydidean debates, which were a response towards the Peloponnesian war 

taking place during the last third of the fifth century BC between Sparta and 

Athens. Rehm (1994) points out that "the confrontation between opposing 

speakers in various Thucydidean debates has all the vitality and imaginative life 

of a dramatic scene, with the assembled citizenry as audience, alternately swept 

up in the rhetoric of the moment and then reflecting critically on its 

ramifications" (p. 4). In this statement one may trace Aristotle's (1995b) 

definition of political life as involving two human activities: praxis (action) and 

lexis (speech). Words and persuasion, then, provided the condition for the 

operation of political life. The spoken word was not used extensively only in 

public arenas but in the Athenian theatre as well, as Cartledge (1997) emphasises, 

which was predictably dominated by antagonistic debate. "Hypokrites, literally 

"answerer", was the standard word for actor, and hypokrisis was also used to 

mean non-theatrical rhetorical debate" (p. 14). But antagonistic debate was also 

essential in the Athenian People's Court where the plaintiff and the defendant 

acted out their roles in a way that would best support their case before a jury- 

audience. Their task, Rehm (1994) explains, was to create a speech that would 

establish the good character of their client. To create and interpret a character, as 

the dramatist would have done for the writing of a play, ultimately shaped the law 
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court into a theatre performance. It is no wonder that there were certain forensic 

speechwriters who, like Cartledge (1997) says, fancied themselves as actors in the 

process because they were regular protagonists in legal actions. 

Tragic theatre and law courts shared not only a common structure of competitive 

performance but also the significant matter of wrongdoing towards both gods and 
humans. Cartledge (1997) reminds us that debates concerning the most suitable 

punishment of the criminal were the essential ingredient for both drama and 
litigation. To a degree, drama influenced decisions in court since the tragedians in 

their role as civic teachers aimed at providing popular understanding as to how the 

gods sought to impose or foster justice among humans. An example is the 
Eumenides, the third play in Aeschylus' (1992c) trilogy, the Oresteia, in which 
the audience witnesses a scene of a trial in which the jury has to decide on the 

punishment of the matricide. Cartledge (1997) notes here that Aeschylus' 

originality lies in the staging of an enacted vote, which is likely to have directed 

the audience of the theatre and subsequently the jury-audience to reach the same 
decision at a similar trial. The dramatic exploitation of technical legal language 

and ideas by the tragedians is evidence of an intimate relationship between theatre 

and the court of law. "In short, a good case can be made for there having been a 

productively dialectical relationship between Athenian drama and lawcourt 

procedure. Conversely, it came naturally to Athenian forensic speechwriters to 

draw on tragedy in order to dramatise and strengthen their case" (p. 15). 

Maclntyre (1999) notes that the dialogue form of philosophical arguments, the 
debates in the Assembly and the Law Courts, the conflicts in tragedy and the 

symbolic buffoonery in the plot-line of comedy are all a manifestation of the 

agon. The agon was a central institution in classical Athens, central in every 

sector of social life. In their understanding as such, one should look at the 

interplay between the political, the dramatic and the philosophical. Maclntyre 

demonstrates how philosophy, politics and drama operated on parallel levels. 

Politics and philosophy were shaped by dramatic form whilst simultaneously 
drama was preoccupied with political and philosophical issues, and at the same 
time philosophy had to take into consideration both the political and the dramatic 

when making its claims. The audience for each of these aspects of social life was 

mostly one and the same so in a way it acted as a collective actor, who could 

easily transfer his experience from the sphere of life to the sphere of theatre. 
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Through its drama the classical culture of Athens became participatory since as 
Rehm (1994) points out it "was a theatre of, by, and for the polis ("city'), the 

social institution that bound Greeks together as a human community". In this 

light Athens could be seen "as a performance culture, one in which the theatre 

stood alongside other public forums as a place to confront matters of import and 

moment" (p. vii). Or else, like Geertz (1980) would have said, literally a "theatre 

state". Geertz discovered similar aspects of performative life in contemporary 

culture when observing the way the Balinese state operated. He justifiably 

describes it a "theatre state" since it was a state whose main emphasis was always 

on spectacle, ceremony and the public dramatization of the ruling structure of its 

culture: social inequality and status pride. "It was a theatre state in which the 

kings and princes were the impresarios, the priests the directors, and the peasants 

the supporting cast, stage, crew, and audience... Court ceremonialism was the 

driving force of court politics; and mass ritual was not a device to shore up the 

state, but rather the state, even in its final gasp, was a device for the enactment of 

mass ritual" (p. 13). Theatre for the Balinese seems to have operated as the 

exemplary centre around which their cultural and social life made a continuous 

circle. 

Both the Athenian performative culture and the "theatre state" of the 

contemporary Bali, also show what Rehm (1994) observes of the existence of a 

ritualistic element deeply embedded in these cultures, which stresses theatre's 

potential as operating as a continuum of the cultural performances rather as an 

opposed attitude to the world. Aspects of family life like the rites of passage, 

weddings and funerals were also conceived in fifth century Athens as 

performances where people participated taking the roles of actor and spectator, 

conjoining in this way public and private worlds. For the City Dionysia festival to 

come into being every single citizen of Athens had to participate in one way or 

another. The most important role was that of the choregos, which was taken over 
by wealthy citizens who would be expected to support the Dionysiac festivities. 

Goldhill (1997) explains that being a choregos offered someone a perfect 

opportunity to gain social status and even promote his political career. The 

ceremonials that took place during the festival -the procession of the Statue of 
Dionysus to the temple at Eleutheraes and then back to the theatre precinct in 

Athens where sacrifices and hymns were performed, the ceremony called proagon 
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in which the playwrights presented the subject of their plays, the pompe which 

was a massive ceremonial procession which included a variety of sacred objects 

and offerings carried by various representatives, the various ceremonials taking 

place before the plays would make their premiere- are evidence of the promotion 

and projection of "... an idea and ideal of citizen participation in the state and an 

image of the power of the polls of Athens ". They use "... the civic occasion to 

glory the polis. " (p. 56). It is no wonder, then, that to contribute as a choregos 

was acknowledged as an act of good citizenship. 

These shared rituals played a vital factor in binding the community together. 

Green (1996) underlines the importance that theatre had in the community life of 

the Greeks since it was developed in a context where a level of "public" 

performance was the norm and where stories were heard rather than read. This 

provides evidence of what Thorley (1996) and Murray (1993) suggest, namely 

that classical Greece remained an oral culture in the respect that, although it was a 
literate society in the modem sense, decisions were still made by public debate 

without the assistance of writing. It was not until the mid fifth century, Murray 

(1993) tells us, that the final decision was recorded in writing. 

Green (1996) underlines that conceived as a product of a community activity, 

theatre evolved in a situation where the role of the epic poet was thought of as 

educational, something which encouraged the audience to take part in the 

dramatic situation as interlocutors rather than as passive receivers of it. This 

corresponds, as Rehm (1994) explains, to the character of the Athenian society 

where all the social events took place in a context of a conventional frame, so that 

the participation of the citizens entailed both a commitment to the moment and a 

critical distance from it. Goldhill (1997) strengthens this point when referring to 

the social value of the choregos by acknowledging that the Great festival of 

Dionysus at which theatre takes place is also itself a social drama. "The audience 

participates in this drama as the body before whom and by whom prominent 

citizens' standing is constructed as prominent. As the city and its citizens are 

ceremonially on display on stage at the Great Dionysia, so the audience 

constitutes what may be called "the civic gaze"" (p. 57). 

The enactment of these rituals in the theatre proves its close engagement with the 
broader cultural life. As if it was acknowledging its debt to all the other Athenian 
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performances, as Rehm (1994) explains, the Athenian theatre ultimately became a 

cultural place providing the public platform where all the questions of the social 

life could be clarified, challenged and changed. The play-festivals of Dionysus 

served, according to Cartledge (1997), further as a device for defining Athenian 

civic identity which meant exploring and confirming but also questioning what it 

was to be a citizen of democracy. 

2.2. The Actual 

Solon's reforms at about 570 BC broke the authority of the aristocracy and 

opened the way for Athens towards a new era in which ritual and custom would 

give way to reason, the power of aristocrats would be given to the people. "What 

is justice? " was the ideal through which Solon, as Murray (1993) explains, sought 

to establish just boundaries between individuals so that conflicts would be 

avoided and a proper ordering of a civic society would be accomplished. 
Although in practice he failed to achieve these, the result of his reforms was to set 

Athenian society on a more flexible course towards social justice -compared to 

Sparta which resisted change preserving its hoplite organization throughout the 

whole period of classical Greece, which ultimately directed it to a closed society. 
Although in this sense Solon is considered the founder of democracy, Vickers 

(1973) notes that he was never moved by a disinterested love of the people so it is 

not until some decades later in 508 BC that democracy is actually established. 
Cleisthenes managed to reorganise the geographical and political structure of 

Athens so as to stimulate the rise of democracy. He accomplished that through the 

creation of the 139 demes in the county of Attica, which were assigned the 

functions of local government since the demes had their own Assemblies with 

officials called demarchoi. The emphasis on the organization of Attica in the 

demes and thus the equal distribution of power among them shows that democracy 

was intended to be introduced at a local level, thus giving impetus to a growing 

sense of local community where there is equality of all its members qua members. 
The most important effect, however, as Murray (1993) stresses, was the 

replacement of the old aristocratic phratry organization and the removal of its 

control over citizenship. Cleisthenes extended citizenship rights by removing their 

connection with the phratry. Clearly these reforms embodied a new, positive 



The Athenian Tragedy and the Polis II - 49 - 

conception of active, democratic citizenship. By introducing all social classes of 
Athens (from poorer to wealthier) to the old institutions: in the Council of 500 or 

else the Boule, the Assembly or else the Eclesia tou Demou and the People's 

Court with equal rights of participation, Cleisthenes made it possible for the 

people of Athens to gain control over the power of the governing class. The 

proposals for a new law and its enactment were, at least in theory, a result of the 

equal participation and decision making of the legitimate citizens. This 

chronological time signalled the beginning of a new political concept when "the 

old political ideal of eunomia, which had sufficed for Hesiod, Solon and the 

Spartans, acquired a competitor, isonomia: in contrast to "good order" there was 

now also "equal order"; the new word was the original word for democracy, 

supplanted only later by the more aggressive demokratia, `people's power"" 
(p. 279). Similarly it signalled the development of a new attitude towards the law: 

"the old Solonian word thesmos, "ordinance "fixed by authority, gave way to the 

word nomos, law in the sense of custom imposed on the community by its own 

decision " (p. 280). 

The conclusion to which I arrived, after having studied the most important aspects 

of the political situation in classical Athens during the fifth century, was intended 

only to reach the point where a reverse course would be enabled; that is, to 

stimulate a dialogue between the ideal of democracy and the practice of 
democracy. Because like Plato (1992) would argue, there is a tremendous distance 

between the world of ideas and the circle they make from their birth to their 

embodiment and again to a new birth (the circle of the idea) and the application of 

this same idea. Because if nothing else, the idea is always subject to interpretation. 

Was classical Athens really, then, a democratic, participatory culture giving all 
Athenian citizens the right to speak and act? Was the Athenian tragic theatre a 
democratic theatre, providing the space where a democratic debate could happen? 

According to Cartledge (1997), tragedy "was itself an active ingredient, and a 

major one, of the political foreground, featuring in the everyday consciousness 

and even the nocturnal dreams of the Athenian citizen" (p. 3). But who was, after 

all, entitled to citizenship? And, what is more, did all Athenians citizens even 

pursue the same dream? 

It is interesting that when exploring Athenian society and its theatre, one 
discovers that there are quite a few ambiguities involved. 
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Whereas Athens had a political system of democracy, not everyone was entitled to 

participate in it. First of all, citizenship was granted to only a very small 

percentage of the population. By a law that Pericles introduced in 451/50 BC, 

Thorley (1996) informs, citizenship rights were restricted to those whose parents 

were both Athenians whereas previously citizenship was confined to those who 

had an Athenian father. The Athenian citizen, as defined by Aristotle (1995b) in 

his Politika 1-3 (Politics), was the person qualified by gender (male), age (adult), 

social status (free, legitimate, of citizen descent), who had an active share in 

public-decision making and office-holding. Women, slaves and foreigners, then, 

were excluded from citizenship rights by definition. Now it is interesting to ask 

oneself what motives urged Pericles to change the law concerning citizenship. 

To answer the question, one needs to go back to about 478 BC when, as Morkot 

(1996) points out, Athens took control over several other Greek city-states 
(including Sparta) with which it preserved alliance after the defeat of the Persians 

in 480 BC, and with which it founded the Confederacy of Delos, a treasury held 

for the defence of the Greek cities against the Persian threat. Athens rapidly 

established itself as the leading naval power in Greece and finally became an 

empire. In the eyes of the Athenian Assembly the Athenian Empire, Thorley 

(1996) explains, was definitely received as a good thing and, thus, all they needed 

was a capable general and a clever political leader to promote this. Pericles 

certainly proved to be the one since his policy was consistent and domestic. He 

managed to gain popularity because he caught the prevailing mood of the polls of 

Athens, which saw real benefits in his expansionist policies. The introduction of 

the new law of the people who would be eligible for citizenship was just another 

clever political move that would guarantee him popularity among a more 

exclusive club of people since the effect of such a law would be to make the rights 

and privileges of citizenship even more exclusive. 

Hauser (1999) is even more ruthless when it comes to explaining the reasons that 

lie behind the expansion of rights for one class and the removal of rights from 

another class of people. The fact that Athens was an imperialistic democratic state 

ultimately established within it a policy that "... gave benefits to the free citizens 

and the capitalists at the cost of the slaves and those sections of the people who 
had no share in the war profits. In fact progress towards democracy meant at 
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most an expansion of the rentier class" (p. 74). The result was that a new 

bourgeois class was gradually being developed to substitute the old aristocracy. 

The picture of classical Athens is somehow destroyed in the light of these 

practices which lead the reader towards the rather tragic conclusion, concerning 

the performative and participatory character of this culture, that Hall (1997) 

formulates: "the Athenian democracy was a xenophobic, patriarchal, and 
imperialist community, economically depended on slavery and imperial tribute, 

and tragedy has proved susceptible to interpretations disclosing its expression of 

ideas necessary to the system's perpetuation, ideas implying the inferiority of 
foreigners, women and slaves" (p. 93). 

Little (1967) reminds us that the very condition for the form, content and growth 

of Athenian tragedy was the society to which it belonged and how that evolved. In 

other words, Athenian tragedy functioned in a way to confirm the comforting 

corporate identity that was characteristic of the diversity, which existed among the 

citizens of Athens. Especially the strengthening of the ideal of the polls was 

essentially a characteristic of Aeschylean tragedy, which, as Romily (1985) notes, 

represented an example of a domestic politics practice. In the Eumenides, 

Aeschulys emphasises that order must be respected and civil wars shunned. What 

he had in mind when writing this play was, of course, to emphasise that respect 
for order was embodied in the Aeropagus, and therefore any tendencies to 

diminish its powers should be destroyed. Being a constitutionalist himself, as 

Young (1974) underlines, Aeschylus wished the Supreme Court to have the 

general guardianship of the democratic constitution so that any tendencies to 

despotism or anarchy would be repressed. His play was a response to the current 

political situation during the year 462 BC when, as Thorley (1996) informs us, 

Ephialtes managed to pass his proposal in the Assembly to limit the powers of the 

Aeropagus, leaving it only as a court for cases of homicide and certain offences. 
And this of course led to the democratisation of the Aeropagus since it was made 

open to the lowest social class of the Athenian citizens, the zeugitai class. Was 

this perhaps the threat that the noble citizens, like Aeschylus, had foreseen and for 

which reason they made an effort to preserve the exclusive rights of their own 

social class? It could. Besides, it is no wonder that the elevated social status of 

most stage characters in tragedy, as Cartledge (1997) pinpoints, represented only 

one class of citizens denying in this way easy accessibility for the average 
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Athenian citizen who, though he might have considered himself to be a 
descendent of the noble Homeric heroes, would find it rather difficult to identify 

himself with these larger than life characters. 

It is a paradox that in a democratic polis, a respect for nobility was still preserved. 
Hall (1997) explains that high birth in fifth century Athens was synonymous with 

virtue and intelligence. To justify their pre-eminence, the wealthy families who 

monopolised the higher offices of state used the claim of eugeneia or else 

"superior pedigree". Interestingly, Donlan (1980) discovers that eugeneia appears 
in fifth century legal and political discourse as "the wellspring of those qualities 

of mind and spirit that made a nobleman a superior person. Intellectual and 

moral proclivities are traced back to character, which, in the final analysis, is 

determined genetically" (p. 139). In tragedy, however, the matter of the 

inheritability of virtue is sometimes divorced from nobility and boldly reversed 

completely. Or at least this is the case in Euripides' (1992a) Electra where the 

fake husband of Electra is a poor farmer who appears to be a good man with 

superior values. A characteristic phrase in his opening monologue confirms that: " 

For I consider it a great shame, me who has taken in his shelter a king's 

daughter, not to show the appropriate respect since I am not worthy of her. [... J 

And whoever takes me for an idiot, that I have put in my house a virgin with no 

intention to touch her, let him know that he is the idiot, since this is how he values 

good behaviour, that is to say with disgraceful thoughts" (w. 44-53). Tragedy, 

then, challenges the values of its polis. It manages to escape the reproduction of 

the system for, as Cartledge (1997) points out, it does not always reflect pre- 
formed moral and political ideas but moves ahead of contemporary thinking, 

exploring or problematising the practical and theoretical possibilities. 

On the other hand, however, Electra challenging the authority of Aegisthus is 

nothing more than a document of the Athenian imagination, as Hall (1997) very 

well observes, since all Athenian women were under the supervision of her kyrios 

(the male guardian). Just (2000) informs us that a woman had to remain under the 

authority of her kyrios during her entire life -that being each time her father, 

brother, grandfather, husband, elder son- since, otherwise, she was not considered 
legally competent, an autonomous individual responsible for her actions or even 

capable of deciding upon her own interests. Therefore, the male guardian would 

take care of her upbringing as a child, her maintenance, her domicile, her 
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representation to a court of law and any other legal provisions such as marriage. 
The Athenian woman was always situated under the guardianship of the head of 

the oikos and her social role was always tied to the particular oikos. 

The social role of the oikos was an important ingredient of the Athenian polis 

since, as Blondell et al (1999) point out, the latter was made up of, and depended 

upon, individual households. It would have been almost impossible for men to 

participate in the political life if women had not worked within the oikos. 

Conversely, any participation of women in the polis was non-existent. I must 

therefore conclude, necessarily, like Just (2000) does, that in terms of the 

Aristotelian definition of the Greek citizen, Athenian women were not citizens. 

However, because of the special interlink between the polis and the oikos, women 

were considered as important members in the good functioning of democracy, just 

as slaves were. Characteristically Aristotle (1995b) writes in his Politika 1-3 

(Politics): "We do not for a moment accept the idea that we must call citizens all 

persons whose presence is necessary for the existence of the state" (p. 1278a). 

The paradox about Athenian women is that whilst they were denied any political 

rights, they took central roles on stage, and with good reason. The three tragedians 

situate action outside the oikos and have women appear in the public, male arena. 

Now, why would a male playwright, being at the same time a male citizen of the 

Athenian polis, reverse the "normal" order of his polis? A very strong argument 

posed by Hall (1997) as well as other scholars is that the Greek playwrights 

aimed, in this way, to warn the Athenian male citizens that when a woman escapes 

the closed doors of the household to enter the public arena, she runs a lot of risks 

that her kyrios would have preferred to avoid. There is certainly a plot pattern in 

Athenian tragedy that treats women's rather disruptive behaviour, which is due to 

the physical absence of a legitimate husband or kyrios. This convention that has 

women transgress when unsupervised by males may be interpreted as a symptom 

of male citizens' anxiety concerning potential crises of their households during 

their absence. Of course, one should remember that women did not act out these 

roles so their performance was only the result of male's interpretation. 

Blondell et al (1999) argue that "... the representations of female characters and 

gender relations are male constructions that use female figures to discuss issues 

of importance to men, including their anxieties about the domestic and social 
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systems over which they preside" (p. 61). Case (1988), on the other hand, does 

not accept the view that the female roles in Athenian tragedy contain any 

information about the experience of real women but rather regards the plays and 

the theatrical conventions they use "... as allies in the project of suppressing real 

women and replacing them with masks of patriarchal production" (p. 7). 

To the above, I should also add that women, as a socially inferior group, would 

not have attended theatre as regularly as the male citizens, henceforth the number 

of women in theatre compared to men would have been significantly smaller. 

Blondell et al (1999) support this view on the evidence that each play was 

performed only once and obviously not all Athenians could fit in the theatre of 

Dionysus. Apart from that, the male head of the oikos had to be willing to pay for 

women as well as slaves to attend the theatre. 

So far I have discussed how the participation of male citizens in public life 

depended on their private autonomy as masters of their household. Nonetheless, 

the political order, as Habermas (1994) underlines, relied also on a patrimonial 

slave economy so that the citizens would be set free from productive labour. 

Subsequently, poverty and lack of slaves would prevent admission to the polls. 

Status in the polis was therefore based upon status as the unlimited master of an 

oikos. Tragedy sought to perpetuate the institutionalised slavery, Hall (1997) 

notes, by strengthening the belief, as fostered by the state, of the natural servility 

among those born in the slave class. Thus, the characters in the drama never 

propose the abolishment of slavery. However, Hall (1997) also acknowledges the 

existence of a special category of slaves in tragedy, which played quite an 

important role in the dramatic plot. He is referring to the female nurses and their 

male counterparts called the paidagogoi -literally meaning the ones who take 

over the child's education- who were appointed to care for aristocrats from their 

childhood to their maturity. Interestingly, Golden (1990) points out that the 

paidagogos was the kyrios' agent in his absence, "an instantiation of his interest 

and an extension of his authority" (p. 62). Generally, the slaves in tragedy appear 

to wield enormous power through their access to dangerous knowledge. Why is 

that really? What is it that the playwrights of the time wanted to achieve? Could it 

be that they saw in this convention a powerful tool, which would weaken any 

possible tendencies among the slave class for freedom? By sending them the 

message that they are important in the welfare of the polis, tragedy may have 
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managed to suppress any dangerous tendencies among the slave class and keep 

them under the surface. Of course, Hunter (1994) claims that in reality, too, slaves 
had access to extensive information concerning their masters' families. 

Indeed, at times tragedy confirmed and legitimised the existent value system, for, 

let us not forget, that was the reason that gave birth to tragedy in the first place: to 

glorify the Athenian democratic public life. But at other times, Hall (1997) 

observes, tragedy managed to surpass itself and challenge the same things that it 

simultaneously legitimised by giving voice to characters from all social groups: 

women, slaves, foreigners. "Some of the most thrilling moments in Athenian 

tragedy are created when women and slaves are permitted, however briefly, to 

challenge the hegemonic value-system, and tell us how it felt" (p. 118). In a way, 

tragedy proved to be more democratic than its polis. The promotion of polyphony 

reflects the dynamic of the Assembly and all other institutions where citizens are 

allowed to express diverse opinions. 

Especially during the second half of the fifth century when oratory occupied the 

political life, emphasis is placed on thinking antithetically, as Romily (1985) 

informs, that is to be able to counter any argument posed by somebody with a 

speech in opposition. It was only culturally expected for the tragic drama, being 

the analogy to its polis, to follow the example. Students, also potential citizens, 

were after all trained in the art of rhetoric and the audiences of tragedy were 

subsequently, by the mid fifth century, trained to appreciate the thesis and 

antithesis (argument and counter-argument). Since, as Hall (1997) notes, the 

mindset and the imagination of the audience was inherently dialogic, I would go 
further to conclude that theatre encouraged and developed, in this way, a dialectic 

relationship with its audience. 

There remains, however, a logical question. Did all the Athenian citizens receive 
this kind of education that would enable them to actively participate in the 

Assembly, the Peoples' Court, the Council or even the theatre? The aristocrats 

certainly received a full education. On the contrary, the education of the citizens 

coming from lower social classes was limited. How then could a citizen coming 
from a poorer class, who could hardly use the art of speech, compete with a 

citizen coming from the elite class, who devoted his life to becoming an aristos 

-that is according to Habermas' (1994) explanation, to reach an excellent level of 
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education, to excel over the others. Cartledge (1997) reminds us that the speakers 

in the Assembly were normally of elite social status. Speeches literally played the 

role of the catalyst in order for the members of the Assembly to make their final 

decision on the political position they would hold after having heard the speeches 

of the orators. In 427 BC, the leading democratic politician Cleon accused the 

citizens in the Assembly for being mere "spectators of words, auditors of deeds" 

(p. 20). That was the case for tragedy, which may have invited, as Cartledge 

(1997) suggests, citizens of relatively humble backgrounds to participate by 

impersonating kings or gods -becoming thus more democratic than the 

Assembly- but still the tragic poet was himself another orator. In order for one to 

understand his rhetoric, one needed to have studied it. 

But even the rest of the legitimate citizens did not participate in public life on 

equal terms. However progressive the Cleisthenic reforms were, it was still easier 
for the wealthier, leisure-class Athenians and the citizens of the city of Athens 

only, not the whole county of Attica, to attend all those meetings. If we take into 

consideration the information Thorley (1996) gives us that the east coast of Attica 

was a two days' walk from Athens, it would be rare for anyone living outside the 

designated borders of the polis to actually make the effort and attend the meetings 

of the Assembly. So not all 30,000 citizens were present to participate in the 

voting on a certain law in the Assembly. Ultimately, decisions made by the 

Assembly did not always correspond with the majority's choice. Besides, certain 

vital military and financial officers elected by the Assembly were by law or in 

practice drawn from the wealthiest citizens. 

Who was then left to decide about which is the "common good", the essential 

quality that characterised the Athenian democracy? What was thought of as 
"common good" has proved to differ immensely from one social class to another. 
The needs and demands of the Athenian citizens was in reality a matter dealt with 
by the ones who held the higher offices of the state and more accurately the elite 

class. Habermas (1994) reminds us that indeed classical Athens was structured in 

ways that preserved the same status quo throughout the whole period of classical 
Athens. 

Nonetheless, I find Thorley's (1996) effort to assess the Athenian democracy from 

its performance in the fifth century important. He also warns us not to impose 
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current views on ancient Greek society, but rather to use the following criteria in 

order to be as objective as possible about an ancient democratic state: 

(a) To what extent did the people of Athens feel involved in the 

government? According to Thorley, they felt deeply involved: slavery was an 
institution accepted as part of the structure of the democratic polis. For example, 

Plato in his Politeia 1-5 simply assumes the existence of slaves in his ideal state, 

though as far as the women are concerned, he suggests the equality of women to 

men. But then of course Plato's ideal state is not a democracy. Besides, an 

Athenian could have argued that the family could express its views in the public 

arena through its male citizen. About the foreigners, it is true that they had to pay 

tax without having any political rights but they were eligible to serve in the 

military as well as contribute to the financial support of the civic events, in which 

they could also participate. 

(b) To what extent did the democracy create a sense of unified purpose for 

Athenians? According to Thorley, it did so through the Assembly, which always 
felt in charge, and it was in charge. 

(c) Was democracy efficient in its use of resources and in getting things 

done? According to Thorley, this is a matter of evaluating the democratic system 

in this special generation. Athenian democracy was no exception to any other 

democratic system which appears to be slow because decisions have to be made 

by the statutory bodies and through agreed procedures. The Athenians managed 

through these procedures to control the governmental institutions, the public 

finance, the civic festivals and the legal system as well as their military force. 

Athenian democracy showed efficiency since the spending of public money 

resulted in the outstanding architecture and drama. 

Similarly, one may ask the same of Athenian theatre, which played such a vital 

role in Athenian democracy. Here Ryan (1989) suggests that tragedy transcended 

the social limitations and historical conditions of its production in the fictive 

reality it created. Tragedy's form and spirit were far ahead of the actual society 

which produced it. Its ideas and suggestions were sometimes inconceivable in the 

real world where the socially heterogeneous classes did not have the same right to 

express or act out their opinions. Theatre was, indeed, far more democratic than 

the institutions of democracy which gave birth to it in the first place. 



The Athenian Tragedy and the Polis II - 58: ' 

But let us see how theatre form and content have changed, being stimulated by or 

even anxiously waiting for the changes happening in the society. 
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CHAPTER III: THEATRE CHANGES AS A RESPONSE TO POLITICAL 

CHANGES 

So far I have shown how the organization of the state and the enrolment of the 

citizen in the political aspects of everyday life have cooperated with theatre to 

introduce the element of participation in an ongoing feast of a "performance" 

culture, which was facing constant social transformations. During this endless 

process of radical change, the polis of Athens emerged from tribal aristocracy as 

the new promising state of democracy in the late sixth to the beginning of the fifth 

century BC. It followed the reforms of Cleisthenes and managed to become an 

empire after the successful defeat of the Persian invasion by Xerxes in 480 BC. 

For the next fifty years, Morkot (1996) adds, Athens saw off the flowering of a 

classical culture, the development of arts, philosophy, medicine and history. But 

at the same time, Athens' increasing power gave impetus to a growing resentment 
between itself and the other Greek city-states, which were allies against the 

Persians. Rebellions amongst the allies against the imperialistic policy of Athens 

began quite early, and Athens gradually became more aggressive in policing the 

League. In order for Athens to maintain its power, it sought to establish new 

alliances with other city-states, and this caused even greater concern among its 

alliances as well as the rest of the Greek world. The first Peloponnesian war 
between the alliances of Athens and those of Sparta started in 460 BC. At the 

same time, however, Athens became increasingly involved in other wars outside 
Greece for reasons that are not so clear but perhaps Athens' involvement in the 

revolt of Inaros in Egypt had something to do with economic transactions and 

trade. However, in 454 BC when an Athenian fleet of 250 ships sent to Egypt was 

destroyed, Athens retreated. Rebellions against Athens among the Greek states 

continued until 446 BC, when Sparta, already defeated in 451 BC by Athens, had 

to recognize the former's naval supremacy. Thirty years Peace''was agreed 
between Sparta and Athens but lasted only until 431 BC when the alliances of 
Sparta and Athens started a second war that would last for twenty-seven years and 

would give the Persians the ground to once again pose a threat to Greece. 

The end of the war in 404 BC and the defeat of Athens left Sparta as the dominant 

power, bringing at the same time the death of democracy in Athens. Of course that 

lasted only for a year, as Thorley (1996) writes, since the constitution of "The 

Thirty Tyrants" imposed by Sparta was broken out by a rebellion of democrats 
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who defeated their forces and restored democracy in 403 BC. Nevertheless, the 

old democracy was in effect dead. 

It is extraordinary that within the space of two centuries Athenian culture manages 
to redefine itself and develop ideals that gave the people the freedom of speech 

and action, the freedom of choice and will, whilst at the same time it never ceases 

to be involved in wars. This chapter will study how theatre follows the course of 
its polis in order to respond to the ongoing changes taking place in it. Changes in 

the understanding of the value system, changes in the understanding of the 

democratic institutions and their function, changes in the understanding of 
individual life in comparison to public life, changes in philosophy and education. 
As I will show, in a moment, all these influence the structure of theatre and its 

role in the Athenian classical society. From the tragedy of Aeschylus to that of 
Sophocles to that of Euripides, both the form and the material it manipulates, that 

is myth, are subjected to continuous alterations, which each time, attribute a 
different social role to theatre. 

3.1 A Portrait of the three Tragedians 

Aeschylus lived in the times of the Persian wars against the Greek city-states. He 

even took part as a soldier in the battle of Marathon in 490 BC and the battle of 
Salamis in 480 BC, which also meant the defeat of the Persians. Romily (1997) 

stresses that the Persian threat has been a determining factor in the shape of 
Aeschylus' beliefs, which are made clear in the way he structures his plays as well 

as in the way he manipulates the myths of the past. It is no wonder why in his play 
he has a determined and organized resistance, personified by a heroic leader, who 
breaks the tide of violence, the war. Especially, Romily (1985) underlines, the 

heroes always act not for their individual interest but for the interest of the city. 
For Aeschylus, the city, and especially the democratic city, is the essence of 
human existence. Because Aeschylus sees democracy as the prosperous and 

promising foundation of a new vision of the world, away from the disastrous 

element of wars, he is himself a great supporter of the new civic order, thus he 

thinks and writes as a citizen. But what kind of a citizen? According to Hauser 

(1999), Aeschylus saw democracy through the lens of his own aristocratic ideal of 

personality, at least in his early stages. 
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Sophocles, Romily (1997) informs us, began his career at the time when Athens 

was already an established democracy and furthermore an empire. This is why 
humans, instead of gods, take over the drama in his tragedies. His belief in the 

abilities of humans becomes clear in the way his heroes act: they never surrender 

themselves to values they do not believe in, even if that means to be abandoned by 

both humans and gods. What counts for the Sophoclean hero are the "unwritten 

laws", which are not the projections of a human consciousness or what is more, of 

a Greek consciousness, as Romily (1985) explains, but divine laws. For this 

reason, the hero is asked to respond to his fate with modesty and dignity. 

Sophocles pays special attention to the relation between gods and men, and 

particularly the distance, which he creates between them, results in making 
"... man's fate seem more tragic by contrast; but at the same time it increases the 

brilliance of the human ideal" (p. 71). 

I would recommend that there are two ways of understanding Sophoclean tragedy 

and its characters. In the first place, if we consider that Sophocles lived and 

worked at the turning point of history when Athens was becoming the state of 

hope and prosperity, we may justify Sophocles' need to sketch the characters in 

his play with the ideal of what a human can achieve. On the other hand, however, 

Hauser (1999), being critical of Sophocles' approach to humans acting on such a 

superior level, suggests that Sophocles was actually interested in uncovering the 

ideals of nobility in preference to those of the democratic state. But I would not be 

so rash in concluding that this is evidence of a negative attitude he may have had 

towards democracy. It could be just as well that at the time he saw the rise of an 

exclusive social class, the bourgeois class, rather than the rise of a state for the 

people. In such a case, the new state was not better than the old aristocratic state. 

Euripides, born only fifteen years after Sophocles, nonetheless belongs to a 

different generation. Politically he belongs to the unsettled age of the 

Peloponnesian war and for him the democratic city gains a rather ambiguous 

meaning. He challenges and debates everything, a symptom not only of his 

disappointment with the operation of the polls of Athens but also of the influence 

he received from the Sophist movement. According to Hauser (1999), the 

Sophists emphasise the individualism and subjectivity in contemporary art, they 

reject the old aristocratic attitude towards life because they think they owe 

everything to themselves and nothing to their ancestors, and also support the view 
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that man is the measure of all things. For Euripides, who is the only dramatist of 

this age of the enlightenment in Greece, the mythological subjects are mere 
devices through which discussions on philosophical themes can be developed. He 

follows the Sophists on the rejection of the old aristocracy and the new bourgeois 

state of the second half of the fifth century BC, and through his drama underlines 

the multiple perspectives of the objects of life and art. 

Romily (1985) points out that contrary to Aeschylus' heroes who find justice after 
having overcome the difficulties or of Sophocles' celebrated human heroism, 

Euripides' men are portrayed as cowardly, ambitious or even hypocritical. Both 

gods and humans are portrayed as governed by passions and jealousies. Social 

wrongdoing in Euripides leads to social suffering and the only relief from this 

pessimism is the innocence that the young people still carry inside. In his later 

plays, one may find an even sharper portrayal of the ill effects of the individual 

ambition, which breaks unity and leads to civil disorder. Therefore, his heroes or 

better anti-heroes appear to have a strong desire to fly away from the city to 

complete isolation. This does not mean that he is not himself a democrat but 

rather, as Hauser (1999) explains, he rejects the practice of that democracy which 

champions the new bourgeois state. "His independent spirit shows itself in a 

sceptical attitude to the state as such" (p. 86). It is under this belief, as well as 

under the mechanics of performance that I will deal with in the following section, 

that Arnott's (1971) suggestions about Euripides' love of spectacle for its own 

sake or his persistence to persuade the audience of the realism of his theatre fail to 

convince me. 

The rest of this section provides the reader with the changes that the Athenian 

tragic theatre goes through from Aeschylus to Euripides, which concern the 

manipulation of the form and the myth. Especially in the case of myth, I find it 

necessary to show how the same myth, that of the family of Atreus, is used over 

and over again by the three tragedians in different ways to serve different aims, a 

symptom of the different values that appear in each socio-historical period of fifth 

century BC Athens. 
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3.2. The Form of Theatre 

The changes observed in the form of tragedy are mainly concerned with the 
function and structure of the chorus, the relationship between the individual actors 

and the chorus as well as the relationship between the staged drama and the 

audience and the simultaneous differentiation of the audience's role. The 

retrospective bibliography on this subject urges me to decide which way I will go 

when approaching these changes, for this is certainly not a straightforward case. 
One way is to follow Green's (1996) syllogism on the history of Greek theatre. He 

claims that in early drama or what one may call proto-drama, the chorus acted on 
behalf of the larger group, the audience, in a performance where the distinction 

between the performers and the inactive was blurred. All the events taking place 
during the city Dionysia to denote the beginning of this cultural festival, as I have 

described in the previous section, are evidence of the blurring in such 

performances of the role of the audience and the role of the performers. Later on, 

especially in the second half of the fifth century, the dramas of Sophocles and 
Euripides encourage a maximization of the actors' role, which slowly erodes, 

according to Green (1996), the function of the chorus, thereby the participatory 

sense of the audience. "Indeed the history of theatre has to some extent been the 

history of the growing passivity of the audience, particularly once theatre went 
indoors and the stage was separated from the seating by lighting and darkness" 

(p. 9). 

In my view, to apply Green's conclusion to the development of the fifth century 
Athenian theatre is to miss out completely the feeling of the time, that is the 

incessant effort made towards the realisation of a more social drama that would 
involve the audience in a "biofeedback" process of learning. 

To avoid any misunderstandings, I do not suggest that tragic drama escaped the 

secularisation that was so evident in its society. I do agree with Little's (1967) 

remark that ritual in Attic drama, which is originally connected with the role of 
the chorus, diminished as the function of such ritual in contemporary society was 

reduced. And since the Athenian polls becomes a society where sign and symbol 

are gradually substituted by rhetoric, ritual, too, gives way to the formal theatre of 
the chorus. Besides, the presence of ritual in Attic drama in the early period 
indicates the existence of social forces, which have not yet been acclimatised 
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within the new organisation of the state. What the recognition of the state meant 
for drama was change from ritual forms to a new status. However right Romily 

(1985) is in her observation that the chorus steadily lost its importance as tragedy 

evolved -as already described earlier tragedy originally came into being when the 

exarches of the dithyramb were separated from the chorus, it developed to Thespis 

performance and finally its structure became more recognizable as the result of 

the interconnection of chorus and actors- while the number of the actors became 

more numerous, as I will show, this does not necessarily mean that the chorus did 

not have a special role to play but rather that its role was differentiated. 

What I suggest, then, is to approach the alterations of character and function in 

tragedy from more than one angle as this will enable one to explain them as the 

result of development, of progress. And this is how one ought to examine tragic 

theatre. To impose contemporary views on ancient parameters is to reach false 

conclusions. 

3.2.1. The function of the chorus 

The chorus initially became part of the structure of tragedy so as to provide the 

lyric part of performance that would contrast with the rhetoric, that is the speech 

of the actor. Through the coexistence of these two contrasting modes of 

performance, Rehm (1994) points out, the actor and the chorus create a dialectic 

relationship. The chorus provides a mode different to the rhetoric of the actors, 

henceforth providing the play with an ongoing dialogue with itself. The conflicts 

inherent in such dialogues evidently progress the dramatic plot. In this way the 

chorus encourages, I would say, the involvement of the audience in the drama as 

witnesses in a process of continuous transformations. This is exactly what 

Easterling (1997b) underlines when he writes that the chorus' job is "... to help the 

audience become involved in the process of responding, which may be a matter of 
dealing with profoundly contradictory issues and impulses" (p. 164). 

There are of course other theories which counter the above statement. One of the 

most popular is that of Vernant and Vidal-Naquet (1981), who claim that the 

chorus represents the "ideal spectator", "a college of citizens... to express the 

feelings of the spectators who make up the civic community" (p. 10). Longo 
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(1990) moves even further to formulate the Vernant model -as Gould (1998) calls 

it- as follows: "the essence of the chorus, the essential and distinctive feature of 

Attic drama, must be recognised in its role as "representatives of the collective 

citizen-body"" (p. 17). Gould (1998) argues against this theory by pointing to 

several issues tied to the role or the character of the chorus in the tragedy. One is 

the fact that the chorus in most cases represents the people who are somehow 

defined as marginal by the democratic city of Athens or are simply excluded from 

the controlling voice of the citizen-body, such as women, slaves, foreigners and 

old men. Gould refers to the "social marginality" existent within the imagined 

social structure implicit in the dramatic world, which deprives the chorus of any 

authority in the initiation or control of action. Since the chorus is excluded from 

tragic action, one cannot read the chorus' role as that of expressing the authority 

of the democratic city and its social values. 

Rehm (1994) urges us to understand the chorus in theatrical terms, to view it as 

the raw material that the playwrights shape so as to correspond to the demands of 

the plot and the mood of the drama. This is why we see the chorus at times as a 

complementary voice in the inherent dialogue of the play, at other times as an 

added or even oppositional voice to that of the actors. It is in this dialectic relation 

between the actor and the chorus that many of the avant-garde theatre movements 

of the twentieth century -which I study in the fourth chapter- found an alternative 

drama. All three tragedians were concerned with this dialectic relation, each of 

them aiming for the realisation of different purposes in his theatre. But certainly 

the degree to which the chorus acts as encouraging participation from the 

audience's part in the decoding of the performance is not the same for all three 

tragedians. 

For example, Aeschylus, Romily (1985) writes, creates long choral odes in which 

the chorus probes the meaning of the unfolding action. The chorus becomes really 

what Kitto (1995) argues, a natural and perfect frame for the quasi-religious 

tragedy of Aeschylus. It creates through the means of the choral odes the 

atmospheric background against which the drama happens. He is not interested in 

portraying a particular character, like Euripides, or human relationships, like 

Sophocles, but rather emphasises the drama that takes place. The issue in the 

plays of Aeschylus is "what is going on; elaboration of character would only 
distract attention from what is really going on; therefore it is kept to the 
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minimum, whatever in each case the minimum may be" (p. 103). Obviously 

Aeschylus, even when introducing the second actor, did not wish his drama to 

become an agon, a contest between the two hypokrites of the drama, let alone to 

create an antagonistic relationship between the chorus and the actors. This is not 

really a surprise if one remembers that Aeschylus is writing in an era when the 

political debates at the Assembly are not yet so popular, and the art of rhetoric is 

taught after the second half of the fifth century, at the times of Sophocles and 

Euripides. 

The chorus gains the role of the avvaycovum (synagonisty) in the tragedy of 

Sophocles, who invests his chorus with some individual character, allowing them 

to have their own view. Kitto (1995) especially makes claims that the chorus is 

never the mouthpiece of the poet and refers to Kranz who observes that Sophocles 

begins his odes with a statement of fact and that, even better, Euripides does so 

with an extension of opinion. The individualization of the chorus in these two 

tragedians becomes even more obvious with the bigger role that is given to the 

coryphaeus of the chorus, who takes on the role of the group representative and at 

times mediates between the protagonist and the antagonist of the drama. Gardiner 

(1987) explains this better through an example taken from Sophocles' Electra. He 

points out that during the scene between the two sisters, Chrysothemis and 

Electra, the chorus intervenes to advise the two sisters to make use of each other's 

advice: the chorus leader criticizes the anger of Electra and her accusations 

against her sister, who recognizes the dangers of open opposition to power and 

therefore urges Electra to keep silent. By coming between them to propose a 

compromise, the chorus demonstrates a positive attitude, which seeks to advance 

the common purpose of the two sisters. The result of such a mediation on the 

chorus' part is to provoke a response from Chrysothemis to the chorus leader 

about Electra, something which makes Electra speak directly to Chrysothemis, 

and in this way they are all engaged in a dialogue. "By creating a triangular 

pattern of dialogue, the chorus functions to unite the two characters rather than 

isolate or separate them, and thus to maintain the pace of the action " (p. 147). 

Actually, it seems to me that, in this case, the audience is watching three actors 

engaged in a productive dialogue in which different opinions are analyzed. It is as 

if the tragic structure -the choral part acting autonomously from the rhetorical 

part- is stripped to the essentials of a Thespian performance, where the drama is 
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more accessible to the spectator since no choral lyrics disturb the action -the 

action is constructed through the lyric dialogue between the actor and the 

choreutai- with the distinction that here we do not have one performer but three 

who furthermore provide the audience with more than one angle of view. 
Ultimately, I suggest, that the audience is encouraged not only to look into the 

dramatic effects created on stage with a critical mood but also to participate in this 

dialogue by stimulating their own views. I believe that the outcome achieved in 

this case is certain transformations occurring inside the drama and in the 

spectator's mind. In other words, the dialectics of performance prompt a 

progressive theatre. The schema below depicts this view: 

chorus 
O actor a. ' 
0 actor b' 

Audience 

The chorus presents the action instead of surrounding and controlling it, as it does 

in Aeschylus' Choeforoi, because with Sophocles, Kitto (1995) explains, 

everything to do with the drama is presented in the consciousness of the actors on 

whom the attention is fixed. The role of the chorus as a synagonisty in the action, 

though smaller than that of the actors, makes it more dramatic. Gardiner (1987) 

stresses that the personage of the chorus in Sophoclean tragedy is as extensively 
developed as that of the principal actors. Especially the use of the same techniques 

of characterization, by which Sophocles creates the dramatic characters of his 

actors, for his chorus confirms only one thing: he saw the significant dramatic 

effect of treating the chorus as an actor. And the dramatic effect that Sophocles 

wanted to achieve in his tragedy was the projection of several points of view. The 

introduction of the third actor, according to Kitto (1995), was to serve exactly this 
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purpose. His drama was concerned not with the simplicities of life, like 

Aeschylus', but with the complexities. It was important, then, to find ways that 

would enable a rather ironic treatment of the play that would produce what 
Aeschylus with his linear and simple plots was never interested in doing: 

challenge and dispute. It is for this reason, I believe, that Sophocles' plays are 
built, as Romily (1987) pinpoints, from a sequence of contrasting scenes. 

The chorus behaves as an actor to enable this task. Gardiner (1987) notes that the 

remarks made by the chorus to the actors are never ignored by the latter, but in the 

case they are this may have a noticeable effect. "The chorus, like the actors, are 

also involved in the creation of new associations and attitudes, and they develop 

new relations -some insignificant, but others that are both extensive and 

important- in the same way the actors do, through conversation and 

confrontation, addressing characters and being spoken to in return " (p. 183). 

Nonetheless, the chorus in Sophoclean tragedy never loses its identity as a group 

and always behaves as a collective actor whereas in New tragedy, as Kitto (1995) 

calls Euripides' melodramas, the chorus becomes a group of individuals. This is 

evident even in the early tragedies of Euripides simply because the private and 

psychological issues with which he deals inevitably exclude the chorus. The 

private stories of the heroes make the chorus appear as an intruder on the stage, 

often having to apologize for its arrival. So far as Aeschylus used his chorus in the 

Choeforoi, he gave it an independent status in the play as representing humanity 

or the polls. Instead, Euripides treats it either as a useful confidant or as a 

nuisance. The difference in the manipulation of the chorus by the two tragedians 

lies in the fact that the new drama approaches the same myth as a personal matter 

rather than as a social and public matter. Of course this is the case for Sophocles' 

Electra, as well. However, Sophocles, contrary to Euripides, manages to make his 

chorus relevant because he still ensures that the implications of the theme were 

more than just personal. In Euripides' Electra there are no wider implications than 

just the events that take place on stage. The chorus does no longer dwell upon its 

significance during a pause in action, as in Sophoclean tragedy. There is still, 

though, a positive use of the chorus in Euripidean tragedy. Kitto (1995) urges us 

to see that the chorus increases the dramatic momentum by changing sides. It may 

veer from sympathy to protest as soon as it realises that what the protagonist is 

proposing is against its principles. 
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It appears to me that to create clear contradictory sides is an important step 
towards the realisation of a more participatory theatre since the spectator does no 
longer watch a linear story, which evokes emotion, which is in fact largely true for 

the Aeschylean tragedy. Contrary, the spectator is encouraged to think critically in 

order to make sense of the dramatic situation. By giving the chorus the power to 

pursue its own path and remain aloof from the actors, to choose sides without 
feeling an obligation to stay close to the hero, Euripides points out to the spectator 

more than one possibility. 

The reason for the distance that Euripides creates between the chorus and the 

actors- henceforth between the drama and the audience- lies in his understanding 

of tragic hamartia and tragic action. To Euripides, Kitto (1995) explains, social 

wrongdoing leads to social suffering since the tragic sin and the tragic action are 

not conceived as part of the character of the individual but as a disastrous element 
in common human nature. The characters are seen as tragic figures in the grip of 

something greater than themselves. This universal force begins to direct the play 

and not the character. Due to the existence of an inner tragic idea, the tragedy is 

perceived as something wider than the particular events of the play or the heroes. 

"The chorus, by neglecting these, not dedicating itself to the part-heroes and the 

part-actions as if they were complete and self-sufficient, performs in fact exactly 
the same function as it did in Sophocles, but in the exactly opposite way. And not 

only does it perform this, its truest, function of conveying lyrically the tragic idea, 

but also, necessarily, it serves the more superficial purpose of making the play a 

unity. If Euripides, instead of being logical, had allowed his chorus to run about 
in pursuit of the action, the integration which he asks our apprehension to make 

would be impossible and the plays would be chaos" (pp. 261-262). 

The alterations observed in the function of the chorus in the tragic theatre 

corresponds mainly to three particular points concerned with the changes in the 

social and political context of the Athenian polis during the fifth century. One, 

tragic drama as it develops is more concerned with individual journeys rather than 

communal ones. Why does this really happen? Little (1967) is very critical of this 

turn, which he sees as a symptom of a society that approaches individualism, and 

argues that the theatrical stage gradually comes to reflect the actual focus of 

society, that being the bourgeois house. He may be right about the fact that indeed 

later dramas are concerned with individuals, that being especially the case of 
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Euripidean tragedy. But whether this is a symptom of the rise of a bourgeois 

Athens or of the corruption that the playwrights saw in the public life and the 

state, that leading to catastrophic consequences for individual life, is really a 

question of interpretation. 

To me, Euripides' occupation with private matters seems to have been the 

necessary public matter after the consequences of the long Peloponnesian war, 

which must have brought deaths and poverty in many oikous. The suffering of the 

individual, like Euripides has shown, is really a public matter since it was closely 

tied to the incapability of the state to control its public affairs and keep them away 
from many ambitious generals, like Pericles, who took advantage of the people's 

need to feel strong and special in the creation of an Empire that would promise 

safety and cultural development. The operation of democracy, as I have discussed 

earlier, had excluded many male citizens from participating in the Assembly, 

which determined the acceptance or rejection of the various political proposals, 
because of their incapability to express their opinion. The members of the elite 

class, who were taught the art of rhetoric from childhood so as to be prepared for 

citizen life, were the ones who could influence any political decision in the 

democratic institutions. 

The spectator had to see these ambiguities of democracy, which, in the end, 

served anything else but the "common good". Only by creating a dialogue with its 

audience, could the drama involve the citizens of Athens in a process of 

exploration beyond the obvious. The role of the chorus in this has proved catalytic 

since, as Rehm (1994) very well states, "the chorus are free to support, ignore, 

question, or reject the actions of the central characters, reorienting our response 

to the rhetoric as they do. They compel us to experience drama as an ever- 

changing dynamic relationship, and not as the unfolding of the inevitable" (p. 

61). 

Secondly, the theatre of the state, more or less confirming its social values with 
Aeschylus' plays, gives way to an alternative theatre that gradually challenges the 

values of its society, beginning with Sophocles and extending to Euripides. 

Finally, in the end of the fifth century, theatre becomes more participatory, more 
inclusive in the sense that it no longer represents its society but rather presents 

analogies of life. To use Schechner's (1994a) term, it becomes efficacious as a 
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consequence of seeking to bring about a change in the way its citizen-audience 

perceives life. But let me continue this journey of change by moving ahead to the 

next point that examines how other conventions of production have accomplished 
this. 

3.2.2. Dramatic Presentation 

The speech is the essence of drama as it is the essence of political life during the 

fifth century. The same procedure that takes place in the Assembly or the People's 

court is followed by the dramatist in the play to create the necessary contest 

between the actors, who are involved in a debate of ideas. Walcot (1976) draws 

our attention to evidence he finds in tragic drama which ascribed to theatre the 

same characteristic that underlines the political or legal debates: that of a contest 

of conflicting arguments. In the tragedies of Aeschylus and the early tragedies of 

Sophocles the characters speak "politically" whereas in the tragedies of Euripides 

they speak "rhetorically". The contrast, Burian (1997) explains, "... implies a 

distinction between political discourse (the oratory of the assembly and public 

ceremony) and the argumentation of the courtroom, with its litigation of personal 

disputes" (p. 207). Walcot (1976) explains that this is certainly the impact that the 

appearance of the movement of the Sophists and consequently the development of 

the art of rhetoric had on the tragedy of the second half of the fifth century. 

Debate scenes or agon that we come across in Euripides' drama are evidence, 

Romily (1985) writes, of his intellectualizing tendencies, influenced by the 

Sophist movement. The outcome of such an approach is the creation of a theatre 

of ideas instead of a theatre of action. 

On the same approach, Euripides is considered to create a naturalist and aesthetic 

theatre. Hauser (1999) argues that Euripides' love of the rhetorical along with his 

love of philosophical epigrams "... betrays a lowering of aesthetic standards, or 

perhaps rather an over-hasty adoption of artistically undigested material" (p. 85). 

Nonetheless, one has to bear in mind that Hauser's conclusions come from a 
literary study of Euripides' plays, as these are seen as belonging to the era of the 

enlightenment. To approach his plays from a performance perspective yields 
totally different results, because in performance, characters, dramatic situations, 
theatrical devices are all brought together to create the drama. A performance 

requires that all these elements are in complete cooperation. Therefore, when 
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studying a play in performance, the perspective we gain comes out of our 

elaborating the result that the theatrical elements created from their cooperation. 
Contrary, when studying a play as literature our judgment of the outcome is 

limited by the fact that we see these elements in isolation. For this reason, I 

believe that Euripides' performances are nothing but a reflection of the way of life 

of the Athenians and a critical interpretation of it. 

In Middle tragedy, Sophocles pays attention to the action both as the outcome of 

characters as well as for its own sake. On the other hand, Euripides is more 
interested in an inner drama, which provokes contemplation rather than action. 
Why is that? Snell (1983) explains this on the basis that Euripides lives in a time 

when the old values are, paradoxically, undermined by the motive force which 

gave birth to the democratic classical Athens in the first place, that being 

knowledge. Wars and disasters that gradually grow more barbaric throughout the 

fifth century and the state which gradually loses sight of loftier objectives and 
instead comes to be guided by whim reflect a universal easing of constraints, a 

result of the freedom gained through the intellect. Euripides differentiates himself 

from the Sophists on this matter by rejecting the view that through learning man 

may control life and believing in a monstrous possibility that arises at this period, 

which suggests that knowledge does not necessarily coincide with striving after 

the good. In his plays his characters speak of knowledge as a dangerous burden. 

This is also evident in Aeschylus with the difference that Euripides' characters are 

more self-aware of the distrust of knowledge. Because Euripidean man does not 

yet have the knowledge to overcome the ruins of the fall of the old world, he has 

to depend solely on himself. And in order to understand the perplexity of life in 

this new world, one should look for the answer not in action but in contemplation. 
This is how tragedy slowly drives its way towards philosophy. 

The strenuousness of thought and action traced in the Sophoclean plays is 

substituted by a series of violent actions, mostly unconnected, that cannot provoke 

counter-actions. Consequently, Kitto (1995) explains, the individual scenes are 

most of the times static. But it is crucial to remember that Euripides "... was not 

play-making but presenting tragedy, and there is always tragedy and tragic 

thought to be followed in his mind even if the actors, for the time being, have 

nothing in particular to do; [... J rhetoric, dialectic, and sheer theatrical 

contrivance" (p. 267). 
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Conversely, action in Sophocles' plays is more important and includes more 

reversals than in the linear plots of Aeschylus. As Romily (1985) understands this, 
Sophocles is interested in presenting the complexities in human relations through 

contrasting the actions and words of opposing characters. Contrary to Aeschylus 

who completely ignores the individuals and their complex relations, Sophocles 

interweaves circumstances with characters, thus making the situation more 

complex. But in order to achieve this, he needs to gradually develop his characters 

and the situations throughout the drama. 

Instead, Euripides' plots and characters are only schematic, something which, as 
Kitto (1995) correctly remarks, prevents him from achieving the effects that 

Sophocles draws from his impressive ordering of events. There is no action that 

reveals the depth of complex personalities, no triangular scenes, no cross-rhythms 

or tragic irony that Sophocles applies in his plays in order to illuminate the 

mechanics of life. Euripides' plays exhibit remarkable discontinuities and 

contradictions on the levels of language, character, plot and theatrical technique 

so that he will achieve what Sophocles or Aeschylus never do: make the audience 

think what it is that they are really watching before their eyes. Blondell et al 
(1999) confirm that by pointing out that these discontinuities function as 

alienation effects, reminding the audience that what they are watching is an 

artifice and not a natural entity. This in turn suggests that language, character and 

social institutions are not natural, organic forms that occur spontaneously but 

rather constructions, which require interpretation since they are located in history 

and influenced by ideology. What further enhances the audience's awareness that 

the theatre of Euripides is a construction is the exposition of his dramaturgical 

devices. Blondel et al (1999) refer to the example of the prologue provided by the 

Nurse in the beginning of Medea when the paidagogos asks the Nurse why she is 

talking to herself, calling in this way attention to the artificiality of the prologue. 

Furthermore, the episodic structure of Euripides' plays is also used as a device of 
detachment from the drama. The Euripidean dramatic stage does not offer the 

spectator a plot of a logical story in which certain characters, Kitto (1995) 

explains, inevitably work out their catastrophe. This is also the case in Sophocles 

and even more Aeschylus whose dramatic plots are the result of a sequence of 

events that follow one another in a probable or inevitable way following the logic 

of cause and effect. Euripides is not interested in drawing the spectator into the 
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drama by means of empathy, which is precisely what the logical sequence of 

events obviously does in the Aeschylean and the Sophoclean tragedy. By 

juxtaposing episodes that do not create a logical whole, Euripides manages to 

keep the spectator alert and critical towards the drama. Euripides is not interested 

in telling a story but in providing alternative ways of thinking. 

For the same reason, the characters of Euripides are also inconsistent. Unlike 

Sophoclean characters who show consistency from the start to the end even in the 

face of opposition, Blondel et al (1999) point out that the characters of Euripides 

often change their attitude and thinking radically and abruptly. As well as that, 

Euripides portrays his characters in ways that confront the conventional approach. 
For example, he often shows characters of marginal status behaving bravely and 

selflessly while at the same time he presents highborn characters behaving 

cowardly. These methods of characterisation prompt the audience to re-examine 

the traditional codes of values and question the standards of behaviour established 
by custom as appropriate for certain classes and genders. 

It seems to me that in a way, Euripides' methods of characterisation are as 

effective as the mask, which is used throughout the whole fifth century tragedy. 

Just as the mask, Rehm (1994) writes, was a necessary tool in the hands of the 

playwright to present characters in terms of social role and type rather than as the 

sum of personal characteristics, I suggest that the discontinuity of the Euripidean 

character served the same aim without needing the mask: to detach the actor from 

the character he was playing and henceforth to point out to the spectator that he is 

watching a performance and not real life. However, as Rehm (1994) reminds us, 

the tragedians did not use the mask being conscious of the alienating effects it 

would have on their audience, unlike the contemporary avant-garde theatres. 

Euripides' theatre is stripped of more of the essentials that the theatre of 
Aeschylus and Sophocles have at their disposal. This includes the long choral 

odes and music that create the visual and aural effects by which, Kitto (1995) 

explains, Aeschylus directs the attention of the audience. Sophocles' careful 

attempt to create artistic theatrical pieces through the balanced structure of chorus 

and performers, and stage-spectacle, so that the audience understands the complex 
dramatic situations are no longer present in Euripides' tragedy. Euripides shows 

no interest in these because he is preoccupied with presenting the self in every 
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day life, as Gofflmn (1959) stresses. Why indeed does this occur by the end of the 
fifth century? The answer is found again in the development of the socio-political 

context and the urgent needs of the playwrights to respond to those changes at 
times positively and at times negatively but with a gradual intension to be critical. 
Their drama is primarily local exactly because it is defined and stimulated by the 

ever-changing needs of the Athenian citizens both in their public roles as well as 
their individual roles. 

Often one reads that the Athenian tragic theatre dies with Euripides and the 

greatness of Athens itself because the vision of a democratic, participatory life 

operating on a public sphere falls apart. It may be true that the preoccupation with 

more psychological and private themes may contribute to the challenging of 

public life. But it is not theatre that forces this attitude onto the people but rather 
the people whose disappointment with public life stimulates their theatre. My 

argument is that the course of tragedy during the fifth century has shown that 

theatre slowly but increasingly turned its interest from representing the status quo 

to addressing more and more the people's needs. This is in fact a characteristic of 

a social theatre or even better a communal theatre that corresponds to the 

particular needs of a particular audience. 

3.2.3. The Scenic Presentation and the Plasticity of the Space 

Rehm (1994) tells us that in the very beginning of the fifth century the original 

city performances of Dithyrambs and tragedies took place in the orchestra, a 
dancing place located in the central open area of the agora. That was even before 

the first theatre of Dionysus was constructed. This market place developed into a 

site of political, judicial, commercial and religious activities. Here were also 
located, at least at the very beginning of the fifth century, the meeting places for 

the Council, the law Courts, civic stoas and other public edifices. In some ways, 
both realistically and metaphorically, the agora was the centre of the polis. 
Subsequently, theatre was in another way the heart of the polis, or better, the 

theatre and the polls fed one another. The fact that the first tragedies were 

performed at the agora shows again the importance of the theatre to Athenian 

self-conception, and its inherently political nature in the democratic city. 
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The orchestra was a space rather than a built-up theatre where people gathered to 

watch a performance in an area big enough for a chorus to dance. As Rehm (1994) 

explains it was only after the collapse of the wooden benches, where the audience 

members sat, that the dithyrambic and tragic performances were transferred from 

the agora to the first built theatre of Dionysus, at the foot of the Acropolis. The 

fifth-century Greeks acknowledged no pre-established template governing the 

shape of the theatre or the orchestra, but instead developed and adapted their 

theatres according to local topography. It did, however, have a certain round 

shape, at least in the beginning, denoted by the shape of the orchestra and the 

audience's surrounding of that performance area. Later on, at about the time when 

the Oresteia was performed in 458 BC, the physical theatre reformulated its shape 

with the introduction of a skene which would form part of the orchestra's space so 

that the actors would have a place where they could change costumes or wait until 

their next entrance in the play. 

Arnott (1971) points out that, apart from its practical contribution to the play, the 

skene was originally intended to provide a background against which the actors 

could perform rather than depict any specific place suggested by the action. So in 

no sense did the original skene function as contemporary scenery. By the 

appearance of the skene, the perfect circularity of the theatre necessarily breaks 

down, and takes a semi-circular form. The fifth century theatre was ultimately 

made of the orchestra and the skene, which occupied part of the orchestra's rim 

and stood between the two parodous -these were the entranceways that the chorus 

used to follow its way in and out of the orchestra. The rest of the space was taken 

up by the audience, which enclosed the performance almost completely, 

establishing thus the design of a theatre-in-the-round. The drama also took place 

in the orchestra where actors and chorus stood at the same level. 

It is interesting to note that the space of the auditorium and that of the 

performance area were continuous, both lit by the sun, completely visible to one 

another. Unlike the mainstream theatre of the nineteenth century which hides the 

spectator by darkening the auditorium area so that the focus will be on the illusion 

that the stage offers, the tragic theatre, Rehm (1994) explains, aims at precisely 
the opposite effects: "... a sense that the audience has gathered in a public place 
to be addressed, and confronted, by the play" (p. 37). Because of its total 
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visibility, Arnott (1971) writes, the Greek audience was not illuminated but 

instead was conscious of its own presence at all times during the performance. 

The theatrical space imposes in this way the interpenetration of the two spaces in 

a subjective aesthetic space created by what the audience witnesses inside this 

physical space that already exists. It seems that the property of the metaxis -as 

Boal (1995) calls the bringing together of these two spaces- was discovered 

during the fifth century theatre and not in the 1960s after all. In such aesthetic 

space, a dichotomy of the theatrical space is necessarily created, which 

distinctively separates the stage and the auditorium and involves its members in a 

process of partial transformation. The spectator gains a double role: he is invited 

in the dramatic action through the construction of an-"other" reality, which 

includes him, but at the same time retains his primary role as spectator and, 

therefore, looks at the drama from a certain distance. 

All three tragedians rely on the imagination of the spectators as far as the 

theatrical environment is concerned. Even at the time when the first skene is 

introduced, because its background does not correspond to a particular setting that 

would connect the drama to a particular place, the theatrical environment is 

created each time by the context of the dramatic situation. As Arnott (1971) 

explains, it was the verbal reference to a particular location that created the 

setting. When a change of scenery is demanded by the play, the appropriate verbal 

suggestion creates it instantly. Such a flexibility in space cannot attribute Greek 

tragic theatre with the characteristic of the "unity of place", which Aristotle 

(1995a) so much stresses in his theory on tragedy. It may be a fact, as Amott 

(1971) notices, that the action of many tragedies does not usually move from the 

location first established but at the times when the scene is supposed to shift, the 

setting is created by the words and gestures of the performers and the imagination 

of the spectator. 

Fifth century Athenian tragic theatre is in fact a "poor" theatre. Its empty space 

encourages total creativity. The audience has to work its imagination at will in 

order to picture the scenery through the guidance given to them by the 

performance text. The spectators, being aware of their presence in the theatre 

event, and simultaneously working through their fantasies to experience the 

dramatic situation, ultimately create a transitional space. Such a space, according 
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to Winnicott (1971), functions as a mirror place where the participants act from a 
distance and are consequently objective and critical towards the drama unfolding 

before them. 

Nonetheless, in Euripides' later plays where the private issues explored in the 

drama take the spectator "indoors", the skene is identified from the outset as a 

specific building. In this way, the theatre space loses part of its plasticity. Arnott 

(1971) explains this as a product of Euripides' naturalistic trends in theatre, which 

project real life. Based on this belief, Arnott claims that with Euripides the tragic 

theatre loses its presentational character and gradually becomes representational. 
However, as I have argued in the previous sections of this chapter, even the 

deeply personal matters of his tragedies were intended to point out to its audience 

their political dimensions and not refer to the privacy of the oikos. Euripides also 

managed, in employing various conventions that constantly reminded his audience 

of the theatre's artificiality, to detach the audience from the drama. So even 

though the skene building was connected to a specific dramatic environment, the 

theatrical devices that Euripides used in structuring the drama -which I described 

in the previous sections- have proved to challenge the spectator even more by 

mating him see beyond the obvious. It seems to me that ultimately, Euripides, 

used the Verfremdungseffekt more than any other tragedian did, assuring in this 

way that the distance between the spectator and the actor existed at all times. 

Therefore, I cannot accept Arnott's argument, which sees Euripides' theatre as a 

realist theatre, as representational rather than presentational. Because this 

argument is made also by Hauser (1999), who bases it on the influence of the 

Sophist movement in Euripides' art, I will refer once again to the claim I made in 

the opening of this chapter. That is to say, to explain the Athenian tragic theatre in 

contemporary terms and attribute to it characteristics of contemporary theatre 

styles, that some theorists may deem relevant to tragic theatre, is to miss 

completely its function at that particular period of time. 

The important fact about the fifth century theatre is, as Rehm (1994) notices, that 

it was not an intimate space. The performers' and the audience's space would be 

blurred under the common light that drew them together, making them aware of 

their separate concrete roles and of their potential roles during the unfolding of the 

dramatic plot. The function of the aesthetic space as a potential transformational 

space was founded on the primal conception of theatre as a space rather than a 
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building. It was the people who were present and the drama, which unfolded 
before them, that constructed theatre. This kind of theatre is a cultural place. 

3.3 The Myth: The Case Study of Electra 

The Athenian theatre of the fifth century BC comes into being, like Cartledge 

(1997) very well notices, as a consequence of the re-scrutiny of traditional myth 

through the new democratic lens that the Cleisthenic reforms of 508 BC have 

brought to the Athenian polis. It is almost compulsory, then, to view myth and 
drama as inseparable elements in the process of analyzing tragic theatre as a 

whole, and especially in understanding the political dimension that, as I already 

examined previously, tragic theatre had during the fifth century BC. The 

dramatization of the myth from Aeschylus to Euripides gives impetus to the rise 

of a more democratic theatre since it, too, corresponds to the structure of feeling 

of the particular socio-historical time and to the people's growing needs of 

making sense of the world they live in. The re-workings of traditional myths by 

the three tragedians place the drama in an even more particular context. They 

make it more local since the whole process of transformation and re- 
interpretation, as I will show in a moment, is the result of the changes that occur 
in the values of a certain cultural system. I will base my argument on Burian's 

(1997) position that "myth functions as a system whose signifiers are closely 

aligned to the central values (and therefore the central conflicts) of a culture. [... J 

Tragedy uses myth, and thus itself inflects the mythic megatext, through a specific 

complex of narrative forms that is hospitable to specific cultural issues, and those 

issues in turn become, as it were, canonical in tragedy" (p. 191). 

In the introduction I used only one specific scene from Aeschylus' Choeforoi and 

Euripides' Electra, to show how a traditional myth was reworked and 

differentiated according to the purposes that each tragedian set to achieve in his 

play, which were stimulated by either the socio-historical context of the time or 

the private concerns of the playwright or even both. Through their dramatization, 

the traditional myths are necessarily subject to a new interpretation. This is how 

these stories open up in debate. This exceptional characteristic of the Athenian 

tragic theatre is further evidence of its participatory as well as its progressive 

nature. 
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The myth in tragedy serves also as a device of distancing that is ultimately created 

through the mixture of the past and present. Easterling (1997b) writes that "the 

setting in heroic times in no way precludes reference to the contemporary world, 

and indeed depends on a multitude of ironic reminders to the audience that they 

are in the present, watching events that purport to be happening in another time 

and place" (p. 167). In this way, the spectators become what Styan (1975) 

describes as self-conscious participants in the act of play making. The "breaking 

of the illusion ", to use Bain's (1987) words, is strengthened even further by the 

creation of a new version of the traditional myth, as it happens in the case of 
Aeschylus who is the older of the three tragedians, or by a different version of an 

earlier version of the myth, as it happens in the case of Sophocles and Euripides. 

Aeschylus, Sophocles and Euripides reshape not only the myths they inherit from 

Homer but also the versions of the myths they inherit from one another. They 

make the myths strange so that other angles to the original story may be explored. 
Making the story strange is a technique that Brecht used continually, as I will 
discuss later on in chapter four. The myth is differently manipulated and thereby 

totally reshaped at times. 

Historically, the claims made by my thesis that myths can be subject to constant 

re-interpretation according to the particular socio-historical context and the 

specific needs of an individual or a group, who manipulate them in performance 

so that they can embody values and ideas of the present environment, are proved 

correct. By examining further how the same myth, that of the house of Atreus, has 

been reshaped when dramatized at different times within the fifth century by the 

three playwrights, this part of the third chapter intends to highlight the 

significance which underlies the claims made in the thesis. 

As the play texts were the primal source for this study, I first needed to solve the 

problems arising from translating the ancient text to modem languages, because 

no translation is independent of further interpretation conditioned by the 

translator's personality and individual convictions or postures against the original 

text. Timberlake Wertenbaker's (1992) The Thebans is an instance of translation 

that shows how a dramatic situation or a character can depart from its archetype as 

created in the original text so that it will direct the reader to pay attention to 

different points in the story that perhaps the original text does not provoke. There 

are lines in these translations that have quite a different meaning from the one 
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intended in the original text. Soncini (1999) points out that Wertenbaker 

intervenes in the translation of the original texts as she approaches them not 

neutrally but instead from the condition of a woman living in the late twentieth 

century, who is interested in uncovering the myth's sexual politics and creating 

other possibilities and dynamics underlying language and silence. 

Since I was interested in understanding and exploring in detail the meanings 
intended by the three tragedians so that I would be in a position of comparing the 

three plays, I decided to use sources that contained both the ancient and the 

Modem Greek text. This would enable me to compare the two texts and thus 

eliminate again any problems arising from the translation of ancient to Modem 

Greek language. Therefore, based on these sources I myself translated all the 

quotations from the tragedies in this chapter and the rest of the thesis into English. 

3.3.1 The Plot 

The story of Orestes who comes back from exile and, with her sister Electra, kills 

their mother who has murdered their father Agamemnon is told by Aeschylus in 

the Choeforoi, performed in 458 BC, and retold by both Sophocles and Euripides 

in their Electras later on. The story is based on the myth of Thyestes who, as 

Young (1974) describes, along with his brother Atreus, disputed the succession to 

the throne of their father Pelops, the king of Argos. Thyestes committed adultery 

with his brother's wife, Aerope, and was driven to exile. Later, Atreus, pretending 

to have reconciled with the event, invited Thyestes back to Argos only to avenge 

him by killing and offering Thyestes' twelve children for dinner. On realizing 

what he has eaten, Thyestes cursed the whole prosperity of Pelops. In the plays of 

the three tragedians we watch the continuation of the revenge of Thyestes' son, 
Aegisthus, on Atreus' son Agamemnon by adultery, with his wife Clytaimnystra, 

and murder. The Choeforoi and the two Electras deal with the return of the son of 
Agamemnon and Clytaimnystra, Orestes, who was given away at an early age by 

his sister Electra after the murder of their father so that he would escape the wrath 

of Aegisthus. The drama takes place at Argos where Clytainmystra and Aegisthus 

rule. On Orestes falls the task of avenging his father's murder. 
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The plot is quite similar in all three plays. However, because of the differences 

that I am discussing later on, and in order for the reader to be clear about them, I 

find it useful to describe briefly the plot of each play. In Aeschylus' (1992b) 

Choeforoi, Clytaimnystra has a-terrible dream about her giving birth to a snake 
instead of a child, that sniffs her blood from her breast. When she wakes up, the 

soothsayer interprets it as a sign of the anger of the gods of Hades (the world of 

the dead). Meanwhile, Electra, who lives in the palace and has the same fate as the 

slaves, visits her father's grave to offer libations with the slave women of 
Clytaimnystra. At the same time, Orestes comes back from his exile to Phokaia 

accompanied by his cousin Pylades, aiming to avenge his father's murder. After 

the recognition of Orestes by Electra at their father's grave, Orestes and Pylades 

disguise themselves in order to enter the palace's yard and seduce Clytaimnystra, 

by telling her that her son Orestes is dead. Clytaimnystra calls for Aegisthus to 

come to the palace. Then Orestes kills first his mother and then Aegisthus inside 

the palace. Immediately after his action, Orestes' conscience plagues him and the 

erinyes, his mother's bitches, chase him out of the palace. 

Sophocles (1992) situates the action again in Argos. He also introduces another 

child of Clytaimnystra and Agamemnon, Chrysothemis, who lives with her sister 

Electra in the palace where Aegisthus now rules. Orestes was given away by 

Electra to apaidagogos of her trust. The Pedagogos took him away from Argos to 

the palace of Phokaia and took good care of him until the beginning of his adult 

life when Orestes returns to Argos accompanied by his paidagogos and his cousin 

Pylades to avenge his father's murder. After the recognition scene with Electra, he 

plans and commits the murder of her mother and later that of Aegisthus. Orestes 

punishes his father's killers and enables justice to recover. 

Euripides (1992a) situates the action at a farmer's house in the outskirts of Argos 

where Electra lives with her supposed husband. Aegisthus is married to 

Clytaimnystra and lives with her in the palace. Orestes returns to Argos and 

appears on the scene with his cousin Pylades and some slaves. After the 

recognition scene with Electra, she and Orestes plan the murder. Orestes, with the 

help of Pylades, kills Aegisthus as he returns from the fields, close to the farmer's 

house. Clytaimnystra, who meanwhile had received the message that Electra had 

given birth to a child, comes to visit Electra. After the debate that mother and 
daughter have, Clytaimnystra goes inside the house to search for the baby but 
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instead Orestes kills her. Both Orestes and Electra regret their crime shortly 

afterwards. At that point in the story, Dioskouroi, who are presented in the scene 

as the deus ex machina, give the solution to their criminal action. The oracle of 
Apollo is regarded wrong. Orestes has to attend a trial in Athens while Electra 

will marry Pylades and follow him to Phokaia. The play ends with Orestes and 

Electra separated forever. 

Which of the two Electras was first written is, at least to a majority of scholars, 

unknown. The usual case, nonetheless, is to read Sophocles' Electra as the earlier 

one. At least Kitto's (1995) structure of Greek tragedy implies so since he 

positions Sophocles' Electra as part of the Middle Tragedy, thereby suggesting 

that it is written earlier than Euripides' Electra which is included in the plays that 

constitute the New Tragedy. However, Vickers (1973) refers to some scholarship 

that has given Euripides' Electra an earlier date, after the performance of the 

Oresteia between 420 and 418 BC, which was to respond critically to Aeschylus' 

Choeforoi, and, following Vickers syllogism, Sophocles' Electra in 413 BC was 

to criticize Euripides' version and defend Aeschylus'. What is important to the 

present thesis is the observation that the time distance, especially between the 

Choeforoi and the two Electras -the first one being a play of the first half of the 

fifth century and the other two belonging to the second half of the fifth century-, 

involves immense changes in the political situation of Athens. Furthermore, the 

two Electras differ considerably even though their time gap is rather short. 

Therefore, the individual concerns of each tragedian played another major role in 

the approach towards the myth. 

3.3.2 The Historical Background and the notion of Justice 

What is interesting about these plays is the repetitious preoccupation with the 

analysis of vengeance and its punishment. What impelled the three tragedians to 

turn to this myth again and again? The answer may be found in the search for 

"what is justice? ". The notion of justice has a variety of interpretations exactly 
because the three plays are performed in different historical times, which in turn 

grant justice a rather different meaning. At the time when the Oresteia trilogy was 

performed, in the early fifth century, Thasymachos defined justice as "the strong 

man's interest". By this, Thomson (1973) explains, Thrasymachos meant that 
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justice is the interest of the ruling class. Aeschylus, being a supporter of 

democracy, could only define justice in terms of democracy. For him just is what 
is democratic, and the evidence for such a position is found in the last of the three 

plays which constitute the trilogy, the Eumenides of Aeschylus (1992c), where 
Orestes' matricide is acquitted by an appeal to historical expediency. "The man is 

innocent of committing the murder, for the votes I counted are equal " (vv. 752-3), 

says goddess Athena to settle the final judgment of the trial held in Athens on the 

mountain of Pnyx. 

Athena stands as a symbol, according to Thomson (1973), of the rule of 

democracy, which is still not in accordance with the rule of the landed aristocracy, 

intermediate between the primitive tribe and the democratic state, that the figure 

of Apollo stands for. So Aeschylus, in a way, urges the city of Athens to move 

towards more democratic thesmous and abandon any primitive institutions that do 

not belong to the politics of the era. The introduction of a court of justice in the 

Eumenides suggests that divine sanctions must be abandoned. Nonetheless, it is 

not certain to what degree Aeschylus wished the Supreme Court to exercise power 

since at that historical point its powers had already been curtailed in favour of the 

Assembly. Kitto (1995) prefers to take up a rather neutral position and explains 

that those who think of Aeschylus as a Conservative argue that through his trilogy 

he protests against the diminishing powers of the Aeropagus. Those, on the other 

hand, who think of him as a Liberal argue that he was claiming the original 

function of the Court, that is the jurisdiction to the cases of homicide. 

However, this political event is not as important for one to understand the 

trilogy's purposes, as is the broader socio-historical context in which it was 

performed. In this, one may also trace the explanations that give answer to the 

reasons which provoked different approaches towards the myth. First of all, it is 

important to remember that during the period that the Oresteia was performed, 
Athens was at its complete apogee. As I already described in chapter two, Athens 

became an Empire especially under the political leadership of Pericles, which 
Thorley (1996) situates between the years 460 and 429 BC. The long struggles 

with the Persian enemy have compensated Athens since it soon established itself 

as the leading naval power among the other Greek city-states, and managed to 

promote, among its polfites, the vision of a powerful and progressive state, due 

mainly to Pericles' domestic politics,. as I have already shown. 
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In a way, I believe that the Oresteia both boasts about and regrets anything bad 

that may injure the success of the new democratic state of Athens. On the one 

hand, Aeschylus approaches the world, according to Young's (1974) 

understanding, as a place where people choose freely but every act has far 

reaching implications, thus everybody receives what they deserve. The gods and 

daimones are immanent forces in a universe which is completely animate. They 

surround and interpenetrate human nature and accomplish or fulfill the implied 

consequences of human actions. Therefore, Aeschylus, as Podlecki (1999) 

remarks, attributes the principle of cosmic order to justice or else Dike. The notion 

of justice, then, suggests that everybody should compromise accordingly to a 

universal order of things. On the basis of the Athenian Empire where the 

"common good" was thought of as contributing positively to the good functioning 

of the polis, the oikos and the matters attached to it had necessarily to be 

subordinated to any political demands. Throughout the trilogy Aeschylus warns of 

the dangers inherent in transgressing the moral laws of the universe. Podlecki 

(1999) observes that one by one the main characters of the play are shown to kick 

down justice's altar and are driven to catastrophe, which is the only way for them 

to understand the magnitude of their crime. 

Could this be Aeschylus' way of provoking fear among the citizens in order to 

forestall any tendencies to go against the "common good" of their polls that could 

harm the normal flow of the status quo? It is important to remember what Blondel 

et al (1999) tell us about the relation between the public life and the oikos. The 

Athenian polis was made of, and depended upon, the individual households. Any 

disorder met in the household would immediately cause disorder to the public 

realm. Could it be that Aeschylus intended to remind the people of Athens once 

again what it means to be a just man? As Maclntyre (1999) formulates it, "to be a 

good man will on every Greek view be at least closely allied to being a good 

citizen" (p. 135). Therefore, for Aeschylus being just was synonymous with being 

democratic. Maclntyre (1999) suggests that the intervention of goddess Athena in 

the last play of the Oresteia, the Eumenides, and the resolution of the issue 

between her and god Apollo "establish a conception of justice which shifts the 

center of authority in moral questions from the family and the household to the 

polis " (p. 132). 
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During the fifth century the conception of justice differs from the one in the 
Homeric society, though Dike still means, according to Lloyd-Jones (1971), 

"... the order of the universe". ' (p. 161). But it is not clear what the nature of the 

relationship between Dikaiosyne and some cosmic order is in the period of the 
democratic Athens as it is in the Homeric world. Maclntyre (1999) claims that to 
be dikaios or else "just" in Homer is to do what the accepted order requires. 
Justice or else dikaiosyne is the respect one pays towards that order. Aeschylus 

who, as Podlecki (1999) stresses, sees justice being given by the gods to men who 

respect the natural law of the universe, approaches this conception more closely 
than the other two tragedians. Sophocles and Euripides belong in the second half 

of the fifth century when, as Maclntyre (1999) informs, it is possible to ask if it is 

or is not just to do what the established order requires. It becomes also possible to 

disagree radically as to what it may be to act in accordance with dike, to be 

dikaios or else just. 

Let us not forget that during this period the development of history, philosophy, 

medicine and the arts must have been a great influence on the development of 

critical thought. Nonetheless, Sophocles and Euripides also differ in that the first 

never questions the rightness of the divine justice -in this case he is very close to 

Aeschylus' approach- whereas the latter is ironical about the rightness of the 

gods' acts. For example, in both Sophocles' Electra and Aeschylus' Choeforoi, 

Electra's revenge of her father's death is approved by Apollo whereas in 

Euripides' (1992a) Electra the command of Apollo is, as Conacher (1967) points 

out, made to play the least possible part in the action. But this is something that 

will become clearer if we look at the characters' motives in each play, which I 

will deal with later on in this section. 

What is of importance here, before going any further, is to understand in what 

ways and for what reasons the notion of justice was differentiated by each 
tragedian. For Sophocles' Electra, as Kitto (1995) states, Dike preserves the same 

meaning as in Aeschylus' Choeforoi, that being the proper and natural order of 
things, with the slight difference that it applies not in the physical universe but in 

human affairs, both moral and social. In Sophocles' Electra, the proper order is 

disturbed when Clytaimnystra murders Agamemnon. Why? Because the natural 

order would mean that a woman would have been under her Kyrios who, as I have 

described in the second chapter, is the person in charge of the household. But 
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when Agamemnon is murdered, the house is left without a Kyrios since not only 
the husband is gone but also the son, who is also thought of as a Kyrios in a 

mature age, and who is in exile. Instead of Orestes, the successor to the throne, we 

watch Orestes living in exile on charity. Added to this disturbance of the natural 

order is also Electra's style of living which, contrary to her sister Chrysothemis 

who does not mind if the adikia continues, resembles more that of a slave rather 
than that of a king's daughter. The situation of both Orestes and Electra makes it 

inevitable that they should live for vengeance. In order for this adikia (injustice) 

to be restored, an act of dike must take place. So Orestes asks Apollo how he is to 

recover his patrimony but the reason why he is not commanded by the god, as he 

is in Aeschylus, is precisely why Sophocles wants to represent the act of dike as a 

natural or even inevitable outcome of the original crime. 

Dike, as Kitto (1995) explains, is a reaction to action and the act of dike is carried 

away entirely by the human actors led by natural motives and using natural 

means. The result of the dike, which is the murdering of both Clytainmystra and 
Aegisthus, might as well be hideous just as the action to the original crime was. 
Indeed, for Sophocles there is no reason why it should be otherwise. Since dike 

has been disturbed violently then it is violently annulled. To make this act easier 
for Electra and Orestes and to avoid presenting them as two cruel murderers, 
Sophocles (1992) presents Clytaimnystra as having no regrets about the crime she 
had committed: `7 then have no misgivings at what has passed" (vv. 549-550). 

On the contrary, Euripides (1992a) challenges the kind of justice that both 

Aeschylus and Sophocles offer. The deed of Orestes, by Euripides' account, 

cannot have been the will of any good power but rather the insanity of Electra and 
Orestes. And the result of such an act for Euripides, as Vickers (1973) points out, 

causes nothing but misery to both of them. So although Euripides (1992a) does 

not justify the act of Clytaimnystra, he does not justify the imposition of justice by 

another brutal murder either. The characteristic phrases of Orestes and Electra 

after the murder confirm this: 

Orestes: "Oh Earth and Zeus, you who oversee the humans, look at these 

murderous and unholy works. The two bodies that lie down killed by my own 
hands to repay my own sufferings ". 
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Electra: "My brother your sufferings are terrible and I am the cause, who, 

unhappy as I was, like a fire I came on to my mother who gave birth to me" (w. 

1177-1884). 

Of course, as Vickers (1973) points out, Aeschylus, too, tries to evade neither the 

issues of guilt nor the brutality of revenge since in the end of the Choeforoi, 

Aeschylus (1992b) has the bad spirits, the so called erinyes, surround Orestes. 

However, these are only taken as the outcome of the mother's rage rather than as 

the result of an inherent guilt that Orestes feels for his act, which is the case in 

Euripides' (1992b) Orestes, the play that follows Electra. The effect, then, of what 

they consider to be justice is quite different. This may be explained on the basis 

that Euripides does not see justice in terms of what the established order requires, 
he does not bind it to the good functioning of the democratic polis as Aeschylus or 
Sophocles do. Could this be the expression of his disbelief in the democratic 

institutions to eradicate human violence or rather, as Vickers (1973) points out, of 
his belief that they have given violence socially approved ratification? 

Let us not forget that the two Electras and the Orestes were performed towards the 

end of the Peloponnesian war when human violence has brought many 

misfortunes to the people of Athens and, what is more, Athens' power collapsed. 
Aeschylus' Choeforoi, on the other hand, was performed during the first years of 

the first Peloponnesian war back in the 460s BC, when Athens managed to 

succeed in all the battles against the other Greek states, and maintain its control 

over land and sea. According to Morkot (1996), the result of the first 

Peloponnesian war was in favour of Athens. The critical turning point in the 

Athenian history, which saw off the transition from confederacy to empire, had a 
lot to do with the removal of the League treasury from Delos to Athens in 454 

BC. By the 440s BC, inscriptions no longer refer to the original name of the 

League, "the Athenians and their allies", but instead to "the cities which the 

Athenians rule". From this, one may understand in what ways Athenian 

imperialism was reaffirmed again and again so that its politicians would be more 

than willing to begin a second civil war in 431 BC. 

Nonetheless, Aeschylus, according to Sommerstein (1996), repeatedly gives 

prominence in his trilogy to the importance of the Athens and Argos alliance 
(Argos being one of Sparta's traditional enemy) which was established with the 
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abandonment of the alliance with Sparta. What was the Peloponnesian civil war if 

anything but the verification of such violence? But of course for the Assembly, 

which saw in Perikles' politics a chance to promote the vision of Athens as an 
Empire among all the other Greek city-states, the sacrifice of human life in the 

temple of imperialism was thought of as merely the means that justified the cause. 
What the Assembly and the politicians who controlled the citizen body did not 
foresee was that, by the end of this war, Athens and democracy would also come 
to an end. 

In a sense, Aeschylus' answer to the war might be the warning that any 

disturbance in the cosmic order is a transgression of the universal laws, which 

finally brings catastrophe. Sophocles' answer is found in his presentation of an 

immortal world, of a world in which the proper order is disturbed. He pronounces 

no judgment, he neither approves nor condemns, as Watling (1953) observes, but 

only directs the people's attention towards a picture of a world that lacks any 

respect to Dike. Euripides' answer to the war might be what Vickers (1973) sees 

as the insight of his Orestes, that " you or I, despite our liberal and humane 

pretensions might, if the appropriate pressures built up, collapse into 

"irrationality" and "animality"; like those "lions, boars, snakes"; Orestes, 

Pylades and Electra" (p. 587). 

But let me march on to the next issue, which is connected to this broader subject 

of justice, the presentation of the characters and their motives. 

3.3.3 Characters and Motives 

The very obvious difference that strikes one from the first reading of each play 

appears in the choice of the central protagonist made by each tragedian. Sophocles 

and Euripides focus their attention on Electra whereas Aeschylus gives the main 

role to the chorus who laments the loss of Agamemnon and offers the libation. 

After all the play is called Choeforoi, literally meaning libation bearers, and not 
Electra. But as we will see there is a reason for this. 

Jones (1980) explains that Aeschylus does not divorce the fortunes of the 
individual characters from those of the fellow inhabitants of their oikos or their 

polis. The chorus welcomes Orestes as the restorer of health to the oikos that had 
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wounded itself by the murder of its kyrios. The chorus are actively involved in the 

action providing, as Evans (1997) observes, moments of reflection on the course 

of the action which is not vague metaphysical speculation at all but rather a 

precise reaction to the dramatic situation as it evolves. The fact that they are the 

slaves of Clytaimnystra, and thus have to subject to the tyranny of Clytaimnystra, 

binds them even more to the sufferings of Electra. Since in Electra's (cited in 

Aeschylus, 1992b, v. 101) own words both she and the chorus "... have the same 

enemy in the house ", they have every reason to express their opinion openly and 

even more to urge Electra not to forget those who have committed the crime 

against her father. In the opening of the first scene, Electra seems rather unsure 

about what it is that she should be wishing for. It is the chorus who push Electra to 

ask for an avenger. The following dialogue between them is unquestionably a 

proof of who controls the situation: 

Chorus: "Remember those who committed the murder". 
Electra: "And what to say? I don't know, explain to me". 
Chorus: "Human or god to come for them ". 

Electra: "A judge or an avenger"? 
Chorus: "Say simply: Someone to kill them in return ". 

Electra: "And is this a righteous thing to ask of the gods "? 

Chorus: "Why not? You will pay back the enemies" (vv. 117- 124). 

The chorus influences the course of action immensely. At the time when Orestes 

has made himself known, Jones (1980) points out that the chorus anticipate the 

result of his encounter with Clytaimnystra and Aegisthus by extending to him and 
his sister the title of "saviours of your father's hearth" (v. 265). 

Sophocles and Euripides, on the other hand, place Electra at the center of the 

action but each treats her differently for different reasons. But why do they both 

choose Electra in the first place instead of Orestes who is the actual avenger? 
Conacher (1967) provides a logical answer to this problem by underlining that it 

is Electra who has been present to store up her vengeance throughout the whole 

period of her usurpers. She is also the one who can be presented as choosing more 
freely from heroic or neurotic motives since tradition has Orestes receive the 

command of Apollo. So Euripides' (1992a) Electra appears to have her own 

motives to avenge her mother, which are independent of the supernatural element. 
As she complains to the chorus of the Argive women, " [... ] I spend my nights 
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mourning and my only care is to cry.. . Look at my filthy hair, look at the old rags I 

wear, if they suit a King's daughter, Agamemnon's daughter... " (vv. 181- 188). 

Orestes, too, has his own personal motives, which have to do with the recovery of 
his patrimony. Besides, the command of Apollo is not really a serious matter that 

influences Orestes' motives since, as Conacher (1967) observes, the god is only 

mentioned by him at the very instance that the dread deed of matricide is being 

forced upon him, only to call it in question (Appendix lb, vv. 971,973,979,981). 

It is Electra herself who urges Orestes to take action and not hesitate at the last 

minute (Appendix Ib, w. 972,974,976,982). The timid and cowardly Orestes 

presented in the play, Grube (cited in Conacher, 1967) notes, emphasizes the 

strong and vindictive character of Electra even more. Euripides' Electra is indeed, 

as Kitto (1995) claims, an implacable, self-centred woman, a woman in whom it is 

impossible to find any virtue and who approaches the limits of insanity. 

Sophocles' (1992) Electra also has her own motives but, as Conacher (1967) 

explains, contrary to Euripides', these lie rather above the ordinary human level 

and not below. In her response to the chorus of the Mycynean women, she says: 
"the birth of the evil has any measure? Is it all right to forget your dead relatives? 
Are there such people and who are they? I don't even want to have their respect; 

neither do I wish, if something good happens in my life, to become carefree with 

my parents left uncared for and with my laments to go away. If my dead one has 

become only dust, unlucky as he was, and if those who murdered him do not pay 
blood for blood, shame and piety will sink in the eyes of humans" (w. 237-250). 

Even though she speaks passionately about recovering justice for her father, she is 

not the cruel character that Euripides invents for his Electra. Rather she appears to 

have more similarities to Aeschylus' Electra as far as her life is also one of 
dedication to her father's memory. 

Kitto (1995) stresses that Sophocles' Electra is a tragic heroine since the 

circumstances of her life have hardened her noble qualities. Sophocles is 

interested in presenting Electra's hatred towards her own mother as the natural 

outcome of the tragedy that a loyal and affectionate woman is facing. Sophocles 

wants his Electra to remain in close touch with ordinary humanity so that the 

action as a whole will be representative of human experience. In order for the 

audience to sympathize with her tragedy, Sophocles stresses the love for her 
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father and brother everywhere. Vickers (1973) points out that Sophocles 

postpones the recognition scene with Orestes until much later in the play so that 

he will present an Electra who, having been isolated for so long, is no longer 

strong enough to bear "the burden of the grief that weights against me" (vv. 119- 

120). What underlines the loneliness that Electra feels even more is the invention 

of the character of Chrysothemis. When Electra receives what seems at that point 
incontrovertible evidence of the death of Orestes, who has been her only hope for 

the restoration of justice, she discloses to her sister Chrysothemis a plan that the 

two of them shall do the task that their brother would have done. But 

Chrysothemis' answer is far too discouraging: "I beg you, before we are 

sentenced to death, before our generation disappears, calm down; I will keep your 

words a secret; I will not make them an issue. Be logical, it is never too late, and 

if you have no strength, pray" (vv. 1009-1014). The more timid sister, as Vickers 

(1973) very well notices, will have no part in what she considers to be completely 

irrational and rash folly. Henceforth, Electra is left alone and bitter: " Well, I have 

to do this deed with my own hand, alone" (vv. 1019-1020). 

Orestes stands in sharp contrast to Electra. As Bowra (1964) argues, Orestes has 

not lived through the evil life that Electra had to bear for many years, and 

therefore, Electra's tragic circumstances do not touch him at all. In the beginning 

of the play, supported by his faithful Paidagogos, Orestes faces his task with 

confidence. Contrary to Euripides' Orestes, he does not act in accordance to any 

prearranged plan of his sister but rather is determined from the very beginning to 

restore the natural order. His readiness to plan and execute the task compared to 

Electra's weakness reminds us of Aeschylus' Orestes rather than Euripides'. He is 

the one who leads the action and plans the murder of Clytaimnystra and 

Aegisthus. Whereas in Euripides' play, Electra herself arranges of the murder by 

sending her mother the message that she gave birth to a child. 

In Sophocles the spectator meets in Electra the interests of the city. The audience 

acknowledges some of the characteristics that Maclntyre (1999) notes in the 

Sophoclean hero. Electra always stands in a relationship to her community and 

has a social role similar to that of the epic hero who is nothing without her place 
in the social order, her family and the city. But she is also more than what society 

takes her to be because she transcends the limitations of social roles and is able to 

question these roles, always remaining accountable to the point of death for the 
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way in which she handles herself in those conflicts -rival allegiances to 

incompatible good- which make the heroic point of view no longer possible. 

More limited is the character of Electra in Aeschylus' (1992b) Choeforoi, in 

which her dedication to Agamemnon and wish to avenge him is the only obvious 

motive she seems to have. Of course this motive is also admirable in the way it is 

presented, as Vickers (1973) points out. In the opening stages of the play, Electra 

makes known her deepest desire among the chorus in these words: " [... ] Listen to 

me father, I wish for Orestes to come back with the help of good luck; help me be 

more sensible and purer than my mother. Let these wishes be for us; as for your 

enemies, father, I wish for an avenger to come and justly murder the murderers. 
Along with my kind wish, I say these as a curse for them; to us, father, send us 

good things, with the help of the gods of Earth and the winner Dike. With these 

wishes I put on the grave the libations... " (vv. 140-149). 

Electra in the Choeforoi is not a central character. Her role is actually limited, as 
Vickers (1973) observes, to re-establishing along with Orestes, after the 

recognition scene, the. heroic stature of Agamemnon, to emphasizing the 

helplessness of his own children and to stressing the danger of the paternal line 

being wiped out. What is of interest in the way Aeschylus manages to draw on to 

the surface this heroic stance taken by Orestes and Electra is the approach he has 

to the character of Clytaimnystra. References to Clytaimnystra's cruelty to both 

Electra and the slave women devalue her to the extent that she is taken as an evil 

that needs to be taken care of because it is a threat to the rest of the community. 
Winnington-Ingram (1983) explains that Clytaimnystra's motive for killing 

Agamemnon came out of her envy of Agamemnon himself and his status as a 

man. Her own strong personality, identified by the chorus as a man's personality, 

was threatened by Agamemnon's return. She kills him not only out of vengeance 
for the sacrifice of her daughter Iphigeneia but also because he became a threat to 

her personal liberty. The same motive explains her choice for Aegisthus, the man 

with a feminine nature. He had stayed behind "keeping the home" -what was 

considered to be the woman's role in the war- when the Greeks were fighting in 

Troia. Precisely because he is a woman-man who stands beside his man-woman, 
Clytaimnystra has chosen him to be her mate. Thomson (1973) also argues that in 

the last play of the trilogy, the Eumenides, Aeschylus makes the outcome of the 
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trial turn on the social relations of the sexes because he himself regarded the 

subordination of women as a necessary condition of democracy. 

Sophocles treats Clytaimnystra in a similar way so that she will provide a 

counterpart character to Electra and Orestes who need to be presented as heroic 

figures and not as monstrous murderers of their mother. First of all, as Bowra 

(1964) argues, Sophocles' Clytaimnystra lacks the implacable courage and 
independence of the Aeschylean Clytaimnystra. She is in Aegisthus' power and 

lacks the confidence to act without him. Because she depends on her lover for her 

authority, the spectator does not feel the admiration that he may feel for 

Aeschylus' masculine Clytaimnystra. Compared to the Aeschylean, the 

Sophoclean Clytaimnystra is more like a real murderess whose real motive has 

always been the love she had for Aegisthus. Besides that, Sophocles elaborates 

Aeschylus' portrait of Clytairnnystra as having ceased to be a mother. So in the 

Choeforoi (Aeschylus, 1992b), Electra's words to this are: "My mother, though 

the name she has fits not the cruelty she feels for her children" (vv. 189-190). In 

the scene where we watch the personal conflict between Electra and 

Clytaimnystra in Sophocles (1992), the sound of similar words comes to our ears: 

" you are more a tyrant than a mother to me" (vv. 597-598). In the light of 

Sophocles' presentation of Clytaimnystra as a doomed criminal, Electra's hatred 

is not only understandable but necessary so that justice can be recovered. 

Euripides' Clytaimnystra, though, is treated quite differently. Actually Amott 

(1993) notices that the accusation that Clytaimnystra has little affection for her 

children is twice shown false. The farmer, Electra's husband, reveals that it was 

Clytaimnystra who saved her daughter from the threat of death from Aegisthus, 

who was worried that Electra may have children with an Argive man, who would 

then revenge Agamemnon's murder. The second evidence underlying the care that 

Clytaimnystra has for her daughter is found in the visit she makes to her when she 
is sent the message that Electra had' a baby. Clytaimnystra worries about Electra' s 

physical appearance as well as about her own past actions: " You have always 
loved your father, my daughter. [... J I don't hold hard feelings against you,, but I 

am not so happy about my actions either" (vv. 1102-1106). Contrary to the 

Sophoclean, Euripides' (1992a) Clytaimnystra is apologetic not only about her 

past actions but also about the anger towards her dead husband, which let it carry 
her away while she was explaining to Electra what drove her to what she now 
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considers a hideous act. To all this, however, Electra appears blind. Her hatred for 

her mother bottles out the emotion of love for her father, and thus becomes less 

sympathetic, as Vickers (1973) explains. 

The presentation of the characters and their motives again is approached in terms 

of what each tragedian aims to achieve in his play. Certainly, as I have discussed 

in the previous section, the matter of justice, so differently approached by each of 

them, played a significant role. But one last reminder is that these plays are also 

the outcome of the individual perspectives of Aeschylus, Sophocles and 

Euripides. As I have already shown, each of them saw the world operating on a 

different value system. What was ideal for Aeschylus, proved not to be so for 

Euripides. Aeschylus saw the strengthening of the social system, which has fed 

the fifth century democratic Athens, as perhaps the actual substance of his 

tragedies. Sophocles' (1994) faith in the human becomes the foundation of any 

polis. Man is capable of anything proclaims the chorus in Antigone: "Many 

things stimulate awe; the most glorious awe is man's task" (w. 334-335). 

Besides, Sophocles was writing during the period of the reconstruction of the 

Parthenon, the symbol of the free citizen and of the supremacy of human 

civilization. 

It is sad and rather unfortunate that this glory to man's achievements is not found 

anywhere in Euripides' tragedies. Euripides is disappointed by the operation of his 

polls, the people can no longer trust the well-being of their public and individual 

lives to the polis. The consequences of the Peloponnesian war verified this. This is 

why he deals with antiheroes instead of heroes. To Euripides, as Snell (1983) 

notes, when somebody takes a heroic stand, it tends to raise suspicions. His 

characters stand alone in a confusing world. They believe in nothing and therefore 

they have no will or conviction to fight for something higher than personal 

advantage. I believe that finally Euripides saw the aspirations and the efforts of 

the people to create a world of heroic values as something unreal, an illusion that 

could not really have a place in human nature. 

The pragmatic outcome, which is of interest considering the purposes of the 

present thesis, is that Athenian tragic theatre, both in its form and content, 

reflected the changes occurring inside its polls, ultimately attributing to itself the 

characteristic of a social, educational and efficacious theatre. The audience, who 
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were also the citizens of Athens, would go to the theatre of Dionysus not to watch 

a story that did not concern them but a story that told them something about their 
individual and collective lives. The theatre used many devices that would enable 
the spectators to see afresh the old myths and make connections with their 
immediate social environment. The ambition of the tragic theatre was to involve 

the audience in a process of debating and questioning their form of government, 
their beliefs and values as a people. The constant modifications and development 

of theatrical devices and the material they were manipulating was directed 

towards achieving one goal: to stimulate in every single Athenian spectator of the 
fifth century BC further thinking in the hope that when leaving the theatre, he 

would re-evaluate his private and public life and act as a social actor on the 

sphere of appearances. 
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PART II: TOWARDS A THEATRE OF MYTH; TWENTIETH CENTURY 

DEVELOPMENTS IN MODERN DRAMA AND DRAMA-IN-EDUCATION 
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CHAPTER IV: THE IDEAL AND MATERIAL REALITY IN THE 

MODERN DRAMA PARADIGM 

The model of the Theatre of Myth proposed in this thesis has its roots both in the 

idealised and materialist versions of the Athenian theatre, but also in more recent 
developments in Western theatre in the nineteenth but especially the twentieth 

century. The influences were both aesthetic and political. This period in Western 

history also saw major developments in ideas about society -monarchy, 
democracy, class revolution, oligarchy and dictatorship- which both mirrored and 

were influenced by the period in Athenian history that I have looked at in the first 

part of the thesis. The principles set out in Aristotle's coercive system of tragedy, 

in particular, were rediscovered in the period of the Renaissance by Shakespeare, 

who saw a different kind of tragedy away from the strict rules of the Poetics and 
instead claimed back the structure of fifth century tragedy. The important element 
found in the revival of Athenian theatre in Shakespeare's theatre is the 

arrangement of the scenes by the method of parataxis, which as Styan (1996b) 

explains, was the juxtaposing of dramatic elements without an apparent link. The 

neo-classical writers, like Racine and Corneille, on the other hand, followed 

Aristotle's precepts slavishly. Of course, here we need to remind ourselves that 

Aristotle's Perl Poetikis (Poetics) was only an interpretation of the fifth century 
Athenian tragedy and a construction of some model of this tragedy, so we can 

only approach Aristotle as the first scholar who attempted to re-discover the 

Athenian theatre and its ideas, and not as the creator of these dramaturgies -often 
this distinction is blurred. 

These developments in Western theatre have had an influence on the model of the 

Theatre of Myth both in terms of the ideals and the material reality of the 

historical avant-garde. Irenes (1993) defines "avant-garde" as any type of art that 

is anti-traditional in form. The term is used to describe the leading end of artistic 

experiment which is continually outdated by the next step forward, that is a 

current avant-garde. In this term, we cannot include the theoretical and practical 

experimentation of theatres that are not part of the present culture. Therefore, the 

Modern Drama paradigm, which covers the history of theatre forms from Ibsen to 

Brecht, cannot be approached as avant-garde. But it can be approached as a 
historical avant-garde, which as Neelands (1997) explains, is a stage that opposes 
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an avant-garde tradition that still persists. The reason to do this is found in 

Williams (1973) who argues that although the Modem Drama is no longer a 

paradigm rising out of a social and aesthetic crisis, and thus a lived cultural 

experience, in terms of its cultural origins, it can be seen as a new development in 

theatre. The conventions introduced had a social function to play, they were a 

form of cultural intervention which sought to create new relationships in theatrical 

communication. The practices of the Modem Drama were attempts made to 

directly participate in the structure of feeling of their epoch, and for this reason 

Williams (1973) suggests that "... the outline surely exists, in which we can see 

drama, not only as a social art, but as a major and practical index of change and 

creator of consciousness" (p. 299). 

Chapter four looks at the history and legacy of the avant-garde. The history 

encompasses both the idealised and materialised versions of the Athenian theatre. 

In terms of method, the chapter is necessarily selective in terms of practitioners 

and ideas. Within the scope of this thesis there is not the space to closely examine 

the connections between the changes in the theatre and changes in the polis in the 

detail of the first three chapters on fifth century BC Athenian theatre, but I will 

draw on those critics and theorists who have undertaken a similar study such as 

Williams, Sty an and Fuegi. The purpose is to illustrate both the persistent 
influence of ideas about the connection between theatre and society from Athens 

and to understand the recent, historical influences on the particular model of the 

Theatre of Myth proposed. 

History corresponds to the materialised version because the Modern Drama 

paradigm is based on a selective history of an "aristocratic" theatre, which 

differentiates itself from popular theatre forms to become a theatre for the 

educated middle classes. Strindberg's (1975) manifesto, published as preface to 

Miss Julie, is an argument against any kind of popular theatre, which he sees as 
"... a bible in pictures for the benefit of the illiterate" (p. 99). Instead, he develops 

techniques and conventions that aim to create a new drama only for the educated 

people, that is to say the bourgeois class, who have the education to appreciate it. 

The naturalistic theatre of Strindberg may have been unpopular and exclusive of 

the working classes, but it was still radical at the time for the middle classes. The 

creation of middle class theatre reflects the growth of capitalism and the economic 

and cultural power of the new bourgeoisie. As Bourdieu (1999) explains in his 



The Ideal and Material Reality in the Modern Drama Paradigm IV- 100 - 

thesis on The Field of Cultural Production, one of the prime criteria in evaluating 
the work of the producers and their products is the economic or political profit 
they can gain from a specific audience who has a special interest in their work. 
Therefore, there must be a strict application of the heteronomous principle in the 

artistic filed, that is to say the principle favourable to those who dominate the field 

economically and politically -the bourgeois art- so that "... producers and 

products will be distinguished according to their degree of success with the 

audience, which, it tends to be assumed, is evidence of their interest in the 

economic and political profits secured by success" (p. 46). Whereas, as Williams 

(1973) points out, at first the theatres of Ibsen and others were avant-garde in the 

sense that they attacked and challenged bourgeois morality and controversy, by 

the time of Strindberg we witness a theatre of passive voyeurs. Naturalism is anti- 

epic, anti-episodic, cathartic in the worst sense, with the illusion of reality and 

truth. As Hauser (1977) points out, naturalism "... bases its concept of 

psychological truth on the principle of causality, the proper development of the 

plot on the elimination of chance and miracles, its description of milieu on the 

idea that every natural phenomenon has its place in an endless chain of 

conditions and motives... " (p. 60). 

There were, nonetheless, exceptions such as the theatre of Jarry and Buchner. 

Jarry's theatre, according to Styan (1996a), broke with the earth-bound realism 

and the romantic self-conceit of some of the symbolists in the late nineteenth 

century. He employed satyr in performance and used mechanical gestures and 

masks so that the stage would become a mirror which would distort the characters 
in proportion to their vices. Styan (1996b) points to Buchner as one of the 

forerunners of expressionism, who employed lyrics, satire and protest in his plays 

to create a theatre that would be non-illusionary and documentary. In particular, 
Buchner revives the epic form and the interest of the avant-garde in the 

commedia. His work, as I shall show later on, has proved to be a source of real 
inspiration for Brecht's epic theatre. 

History corresponds to the idealised version because at the turn of the twentieth 

century we see a change of direction and the beginnings of a line that challenges 

realism. This line includes the symbolism and expressionism of Meyerhold, 

Piscator and Brecht, and more recently Boal. Meyerhold's work belongs to the 
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group of the early expressionist play, which differs variously in form and purpose 
from the late expressionist play of Piscator and early Brecht. Styan (1996b) 

explains that expressionism began as a form of neo-romanticism and developed 

into a dialectical kind of realism. While expressionism in the German theatre 

between the 1910s and early 1920s was a drama of protest reacting against the 

pre-war authority of the family and community, the rigid lines of the social order, 

the industrialization of society and mechanization of life, the expressionist theatre 

following the First World War grew to be more political and Marxist. While the 

early expressionist play was occupied with showing life in a personal and rather 
idiosyncratic manner, the post-war drama undermined the personal and the 

subjective content to focus on the social and political, examining the relation 
between man and society. This is the critical turning point at which the emotional 

appeal of expressionism is removed by the epic theatre which is seen as an 

instrument of social change and tells a more sober story. 

What links these individuals is a desire to make theatre popular, inclusive, radical, 

progressive and politically transformational. They challenged the real-ness of 

Naturalism and Realism and are themselves working in a tradition of Shakespeare 

and the fifth century BC Athenian theatre. Of these individuals, the present thesis 

chooses Brecht because his influence in shaping a new epic, episodic, radical, 

progressive theatre of action is of central importance in the development of a 

radical and political avant-garde. Not all avant-garde theatres took this route. 
There is also an alternative spiritual, quasi-religious turn in the work of Artaud, 

Grotowski, Brook, Barba and others, which borrowed from both eastern 
influences, the desire for ritual and an understanding of fifth century Athenian 

theatre based on a religious foundation. However, this line looked for spiritual 

transformation rather than political, and therefore is not in the interest of my 

present study. 

The influences on the political avant-garde were political and aesthetic 
Modernism, which, as Lunn (1982) indicates, included a variety of movements 

questioning the political and intellectual liberalism sustained by the beginning of 

the nineteenth century. Marxism influenced Modernism a great deal in the sense 

that Marx's theories see art as independent of any economic or political needs and 

also suggest that art should be part of the human productive mediation of the 

objective world and not its mere reflection. The spiritual avant-garde was also 
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directed by a post First World War desire to heal and, find alternative religious 

experiences in the theatre. Other influences on both the political and spiritual 

avant-garde came from Wagner's ideas on musical drama, in which, as Neelands 

and Dobson (2000b) explain, he recalled the choral tone of Greek tragedy and 
tried to co-ordinate the choral and mythic elements associated with the classical 
Greek drama in an attempt to complete the "emotionalising of the intellect". A 

performance that would be arranged musically and a drama that would be 

executed musically was for Wagner "the one, indivisible, supreme creation of the 

mind of man"; "the most perfect art work" (cited in Styan, 1996a, p. 7). Nietzsche 

(1999), inspired by Wagner, wrote The Birth Of Tragedy, a thesis seeking the 

origins of tragedy in the ritual celebrations of Dionysus. It was an argument 

supporting that the theatrical achievements of the western world can be traced 

back to the fifth century drama. According to Nietzsche, the conflict between the 

Dionysian -the emotional and irrational side of the human being- and the 

Apollonian aspect of art -the thinking and rational side of the individual- results 

in great drama. The pairing of these two concepts of art was seen by the political 

theatres of the twentieth century as a way through which the participant may 

systematically develop the "will" to move from the level of thinking and feeling 

to the level of action. 

All these ideas were also influenced by the general "structure of feeling" at the 

turn of the century, which apart from Marx, Styan (1997) points out, saw off the 

theory of Darwin and its implications in extending the belief that conventions of 

appearances and speech are representative of the private self, Freud's 

revolutionary theories of "self', but as a whole the positivism and scientism that 

came with the rise of the secularisation of the nineteenth century society. 

Both the materialist and the idealised versions of the historical avant-garde also 

correspond to the Athenian age in the sense that the avant-garde was progressive. 
That is to say that new conventions were introduced to reflect changes and politics 

of change in society. According to Williams (1971), a convention is not merely a 

set of formal rules but an act of coming together through a "tacit agreement" and 
"accepted standards", that depend on the "structure of feeling" governing a 

particular epoch. "Methods change, and techniques change, and while, say, a 

chorus of dancers, or a cloak of invisibility, or a sung soliloquy, are known 
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dramatic methods, they cannot be satisfactorily used unless, at the time of a 

performance, they are more than methods; unless, in fact, they are conventions" 
(p. 15). 

In the following sections of chapter four, I will look principally at Brecht and his 

efforts to revive the ideals of a theatre based on an element of myth and epic, 

which would also be popular, radical and progressive. In each section, I shall 
briefly review ways in which earlier practitioners laid the foundations for Brecht, 

what they were proposing or opposing in the theatre of their time, and then 

consider Brecht's developments from both an idealised and material perspective. 

The chapter is organised around the principle headings and criteria for 

establishing a contemporary Theatre of Myth. In each of these sections, I shall 

briefly consider the work of Augusto Boal, because in his first Theatre of the 

Oppressed, he bases his ideas both on Brecht and on a critique of the Athenian 

tragedy, at least as that was conceived and developed into a coercive system by 

Aristotle. His secondary importance is that he provides a bridge between the field 

of avant-garde theatre and the field of the Drama-in-education tradition, which is 

the second influence on the development of the Theatre of Myth and the subject of 

the next chapter. 

4.1 A Theatre of Myth 

What appears to be true can often be misleading. Questioning and investigation 

are the two necessary procedures to follow in order to come closer to the truth. In 

theatre, a story that has a meaning for the audience must be told in a way that 

opens up for debate and challenges the known and the "natural". Particularly in 

the post First World War Germany, during the period of fascism under Hitler's 

threat and finally the consequences of the Second World War for individual and 

communal life in Europe, the multiple projection of story had a political role to 

serve. The introduction of epic theatre in the modem world is a result of this 

necessity to create a structure that would advance the story because as Brecht 

(1996) himself admitted "... narrative is the soul of drama" (p. 183). But what 

was important about it was mostly to do with the way the story was told rather 

than the story itself, and thus Brecht, as Willett (1995) mentions, urged any 
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storyteller to notice that "... whatever does not further the narrative harms it" (p. 

157). 

The dynamic potential of theatre in employing the means of story is underlined by 

Brecht, as Williams (1971) suggests, in a phrase he uses in his notes on The 

Threepenny Opera: "Complex seeing must be practised... Thinking above the flow 

of the play is more important than thinking from within the flow of the play" (p. 

281). To achieve complex seeing, as Williams (1971) notices, Brecht turns often 

to fable and history, which make possible for him to isolate a particular form of 

crisis in which men produce themselves and their situations in a rather special 

way. But the use of fable and history is also a device to achieve distance from 

ordinary life since they project incidents that happened in the past and therefore 

can be manipulated according to the purposes of the drama without losing their 

historicity but challenging simultaneously new ways of seeing. 

In Brecht's use of the story, one can detect influences coming from the fifth 

century Athenian theatre, which repositioned the old myths under the new 
democratic lens of the polis, with the ambition that the audience-citizens would be 

led into new ways of seeing and understanding their private and public lives. Just 

as these were communal stories which the tragedians sought to particularize in the 

local social environment of their polis so that they would acquire meaning for the 

fifth century Athenian citizen, so Brecht's epic theatre manipulated stories that his 

audience could directly relate to. In either case we are not talking about domestic 

stories, which is mostly the preoccupation of Boal's theatre practices in the late 

twentieth century. For Boal (2001), the successor of epic theatre and the creator of 

the Theatre of the Oppressed -a radical political theatre developed to fight against 

the dictatorship in Latin America-, the story of the drama is invented by the 

participants and exists only in reference to them. Although a generalization of the 

story may arise from the group, what is of concern is the element of the local in 

terms of its domestic adherence. This is particularly emphasised in Boal's (1995) 

The Rainbow of Desire, which is concerned with developing techniques that will 

enable the exploration of and reflection on individual stories rather than 

communal stories. But Boal did not really place so much emphasis on the story as 

an ingredient of his theatre as he did on the action that the participants would take 
in his theatre, which I will consider in more detail later on. 
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Brecht was not the first one to acknowledge the importance of an epic theatre in 

the formation of his political aspirations. According to Willett (1995), Piscator 

was already working on the construction of the new Epic theatre in Berlin when 
Brecht arrived from Munich in 1924. In his definition of Epic Drama, Piscator 

(1980) emphasises that the substance of the play lies in the story: "... it was about 

the extension of the action and the clarification of the background of the action, 

that is to say it involved the continuation of the play beyond the dramatic 

framework A didactic play was developed from the spectacle play. This 

automatically led to the use of techniques from the areas which had never been 

seen in the theatre before" (p. 75). 

What Piscator was looking for through the form of epic theatre was a new 

challenge for adapting and dramatizing the novel. This was quite new in the 

beginning of the twentieth century since Meyerhold, already experimenting with 
his theatre practices in the Soviet Union even before Piscator, did not show any 

serious interest in discovering the story's potentials in a political theatre. At least, 

he did not do so explicitly. 

Braun (1999) traces epic theatre, as that was further developed by Brecht, back to 

the very first years of Brecht's career in the Munich Chamber Theatre in 1923-24 

when Brecht starts experimenting with new ideas in his very first Shakespearean 

production of Edward the Second. Fuegi (1987) points out that Brecht worked 

without acknowledgment from a pre-existent text but manipulated it in ways that 

would best suit the purposes of the staged drama. Bernhard Reich (1975) writes: 
"Director Brecht discovered that the intentions of the author could not be 

implemented stagewise. Next morning director Brecht brought altered and more 

suitable lines" (p. 40). 

The rewriting of the text, apart from showing an emphasis on the process rather 

than the product of the play, also shows, as Braun (1999) explains, Brecht's 

constant preoccupation with the story. He insists on making the story of the play 

as plain as possible in order for the audience to understand precisely what the 

characters are doing and what is happening to them. In this, Piscator's mechanical 

means, Willett (1995) explains, proved to be a point of reference for the young 
Brecht to speed up and amplify the story. 
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But, as Styan (1996b) reminds us, it was Buchner and Shakespeare who pointed 

out to Brecht -how to structure the narrative of his plays so that these would 

reinforce the spectator's critical thinking towards the dramatic situation unfolding 

on the stage, and thus encouraging him to see every situation as open to change 

rather than given and unalterable. Buchner and Shakespeare, and therefore I 

would add the practices of the fifth century Athenian theatre, gave Brecht the 

example of how a loose sequence of scenes could realise his epic theatre's goal. 

Benjamin (1998) underlines that the main function of the text in epic theatre is 

neither to illustrate nor advance the action but, contrary, to interrupt it. The play, 

Brecht (1996) explains, should be structured episodically, like a chronicle -in the 

way that Shakespeare employed it- to give the audience the opportunity to 

interpose its judgement. In order to make each individual episode distinguishable 

from the next one, there is a written title preceding each scene, which is to remain 

in position until replaced by another one signifying the beginning of the following 

scene. This episodic structure disrupts the flow of the narrative and subverts in 

this way the sequence of cause and effect, which is characteristic of Stanislavski's 

theatre of realism. 

Because Brecht wants the spectator to reserve the right to think for himself, he 

rejects Stanislavski's logic of the "through-line actions" in an endless chain of 

cause and effect, whereby, as Neelands and Dobson (2000a) explain, action A will 

inevitably cause action B, and that the effect of action B will cause action C. 

Brecht (1996) proposes that the "through line of action" fosters in the spectator 

the illusion that the outcome of the play is always inevitable, that things can never 

turn out otherwise. By ensuring, however, that each scene in the play is self- 

contained and free-standing, Brecht subverts the "given circumstances" into 

circumstances that are known and changeable. The episodic narrative stimulates 

the intelligence of the audience because it demands from the spectator to make his 

own connections between the different episodes in order to understand the 

dramatic plot. As well as that, the gaps between the episodic scenes give the 

spectator the chance to exercise judgement and arrive at his own conclusions 

about the events he has just witnessed. 

The episodic structure is the rule under which the more contemporary Boa! (1999) 

works in his Theatre of the Oppressed. The plan he follows in his theatre in order 
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to transform the spectator into actor, that being the prime goal of theatre, follows 

different stages which are completely disconnected. Each of these stages includes 

forms of theatre in which the participants deal with a very specific episode or 

moment in the drama, and that can be a piece of theatre that stands for itself. In 

this way, theatre becomes a workshop where separate episodes can be rehearsed 

and examined as objects in the hands of the participants, something which 

obviously Brecht, although he came very close to it, had never realised. 

The interesting thing about Brecht's theatre is the use of songs on stage as one of 

the devices that could be employed to interrupt the narrative. Klotz, as Fuegi 

(1987) mentions, pointed out the similarity of the singer's function in Brecht's 

play The Good Person of Seszuan to Aeschylus' use of the chorus. Like the 

Aeschylean chorus which surrounds the action, Brecht's singer plays no part but 

simply sings. However, according to Fuegi (1987), Brecht made one innovation: 

although the singer is "outside" the action, he is at the same time in the middle of 

the action because he comments on the action. But even this technique is not that 

new since, as I have shown in chapter three, the chorus in the Sophoclean and 

Euripidean tragedy acted in this way. 

Through all these means to achieve an episodic structure, Brecht managed to 

escape from the neoclassical laws of dramatic unity, which his predecessor 

Meyerhold failed to do as he was influenced by Wagner's Gesamtkunstwerk- 

which, as Symons (1992) explains, sought to create a theatre that would unite all 

music, poetry and the visual arts into a single expression. The laws of dramatic 

unity, Styan (1997) explains, suggest that the only laws governing art should be 

those of "nature" and also impose a well-structured narrative unfolding parallel to 

the outer (that is to say, not fictitious time but real time outside the drama) 

sequence of time. 

It is only through the construction of epic theatre that dramatic unity gives way to 

"simultaneity" and "montage". According to Lunn (1982), modernists show an 

increasing interest in exploring the simultaneity of experience in a moment of 

psychological time which concentrates past, present and future. Narrative 

structure is weakened or even disappears. Instead of the transition from one event 

to another at a time presented sequentially, as in traditional art, modem art is often 

without apparent causal progression and completion. This is so because, as 
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Shattuck (1958) explains, modem art is intended to exist within an open-ended 

and "continuous present" in which various inner and outer, past and present 

experiences of different people come together by the use of montage. Unity is 

created from the montage of different perspectives. 

To create this montage that would break with the unity and interrupt the action, 
Piscator was the first to introduce mixed media, such as film, documentaries and 

other mechanical devices. Styan (1996b) points out that because epic theatre in 

Piscator's practice is free from the restrictions of realistic conventions, especially 
those of the tightly-knit well-made play, it manages to become a rational report on 

social and political themes. 

In this way, epic theatre, already in use before Brecht with the theatre of Piscator, 

the German agitprop as well as the music hall comedian Valentin but also the 

American silent films of Charlie Chaplin, opposes Aristotelian drama or else what 
Brecht (1996) calls "dramatic theatre", and the Gesamtkunstwerk. Especially it 

opposes the Gesamtkunstwerk which, as Counsell (1996) explains, effaces its own 

status as fiction and removes any sign that the performance is a representation 

under construction, subsequently denying that realism is conventional. 
Consequently, audiences, as Brooker (1998) adds, are encouraged to empathise 

with the emotional destiny of the individual characters of the play and surrender 

to the suspense of the drama which is faithful to the unities of time and place and 

their naturalistic depiction. 

Although in the Germany of the first half of the twentieth century when people 

suffered under Nazi authoritarianism, naturalism and empathy were for Brecht 

bad words, Bentley (1985) points out that in the later stages of his career Brecht 

came to accept empathy under a strict control. It was when he realised that in 

order for the spectator to be distanced from the dramatic situation and the 

character who found himself in it, it was important that at the same time the 

spectator was drawn close to the character by normal human sympathy. Thus, as 
Willett (1995) reminds us, in the model book he kept for Mother Courage in 1950 

in Berlin, Brecht wrote: "in reality the epic theatre is in a position to present 

other occurrences than excitements, collisions, conspiracies, psychological 
implications, etc. But it is also in a position to represent these" (p. 185). 
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But what epic theatre is much against is the Aristotelian and Gesamtkunstwerk's 

organic unity, which refers to the integration of its parts to construct a coherent 

reality. In theatre practice, Brooker (1998) explains, the result is that the spectator 

assumes that the stage offers a unified text and thus seeks a single logic for its 

reading. Stanislavski's Psycho-technique, aiming to enable the actors to sustain 

the "unbroken line" of a character's life, presented the humanist self as having a 

unity rather than consisting of different and often contradictory personages -as 
Boal (1995) defines the actor. But even more dangerous, it made this unitary self 

the source of all signs and meanings, the result being, according to Counsell 

(1996), the creation of a closed system of interpretation. For all signs to cohere 

into a unity, they must be framed, that is to say, conceptually separated from the 

social space of the audience and its interpretive rules. So the play's events occur 

before the audience who watches the story unfold not here and now but there and 

then. The construction of a locus, being the hypothetical time and place of the 

dramatic events, empowers the Abstract register of the stage, consequently having 

a story told rather than someone telling a story, emphasising the universal rather 

than the particular since an object on stage represents a class of objects, 

concluding that a particular conception of reality is the universal conception of 

reality and not a particular human construction. 

But Brecht was not interested in a theatre that would tell a universal story but 

rather in a theatre that would correspond to the political situation of Germany at 

each historical time. Throughout his career, as Fuegi (1987) shows, Brecht was 

preoccupied with how to help the audience-citizens challenge the political 

situation in which they lived. The recovery of history and the staging of chronicle 

plays in his mature work gave Brecht's theatre a political power. As Williams 

(1966) explains, "the sense of history becomes active through the discovery of 

methods of dramatic movement, so that the action is not single in space and time 

and certainly not `permanent and timeless" " (p. 202). 

4.2 Inclusive rather than Exclusive 

"We intend the audience not merely to observe, but to participate in a corporate 

creative act. [... J The actor is left alone, face to face with the spectator, and from 



The Ideal and Material Reality in the Modern Drama Paradigm IV -110- 

the friction between these two unadulterated elements, the actor's creativity and 

the spectator's imagination, a clear flame is kindled" (Meyerhold, 1969, pp. 60, 

62). 

The "dynamic theatricality" that Meyerhold (1969) saw in inviting the audience to 

participate in the theatre event found the bases for all his attempts to create a 

social theatre with a political origin. Unlike Stanislavski, who insisted that the 

actors ignored the audience and performed as if they were alone in the theatre, 

Meyerhold not only recognized its role and presence but also wished to make the 

audience the very centre of the theatre event. Both the spectator and the actor 

should always remember that they are in a theatre where a dramatic event is 

taking place in their presence, and whereas the first has an actor performing for 

him, the latter is performing before an audience, with a stage beneath his feet and 

a set around him. Braun (1999) finds that Meyerhold's understanding of the actor- 

spectator relationships was an impact from Georg Fuchs' The Stage of the Future, 

in which the call is made for the restoration of the theatre as a festive ritual, 
involving performers and spectators alike in a common experience that would 

reveal the universal significance of their personal existence. A call that reminds us 

of the political directions of fifth century Athenian drama as well as two thousand 

and five hundred years later Boal's (1999) re-invention of theatre forms that 

actualise this approach of theatre as a cultural event. 

Brecht, as Fuegi (1987) portrays him, has always been a reactive towards his own 

class -that is the bourgeois class-, at the beginning a result of his own caprice but 

later on in the post Second World War Germany a result of his political 

convictions. The study of Marx and its revolutionary politics some years before 

his exile from Germany in 1933 led Brecht in the search for a practice of theatre 

that no longer serves the bourgeois culture but instead challenges the positions 

which the apparatus of the theatre has created for the bourgeoisie in the first place. 
Benjamin (1998) points out that Brecht's need to establish an oppositional cultural 

practice to the dominant direct him towards the introduction of fundamental 

changes into the existing relationships between stage and public, text and 

performance, producers and actors. Through his epic theatre, Brecht actually 

reactivates stage-audience relationships in an overtly political context escaping, 
thus, from a theatre that shows the structure of society represented on stage as 
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incapable of being influenced by society in the auditorium. 

In these efforts, one may trace Piscator's (1980) attempts to make the stage a 
"scientific laboratory" that would not merely copy reality but instead capture the 

motive forces of the contemporary society in images that would awaken in the 

contemporary citizen the feelings that really awoke. Beyond a mere interpretation 

of a work, Piscator, working in the post First World War Germany, Braun (1999) 

explains, saw his theatre as penetrating into the spiritual realm of the audience to 

represent at last the spirit of a nation. 

For the same reasons, that is to say political reasons, Brecht (1996) proposes a 

more immediate and interactive theatre that would engage all those people of the 

working class who are kept apart from natural science in order to show them the 

ways in which they can develop and put into effect a new science of society. 
Willett (1995) points out that in his designs to construct a space for the people so 

that they would experience something in it, Brecht always starts with the people 

themselves and what is happening to them or through them. 

Whether he did in fact manage to involve the people, and that is to say the 

working class people, in his theatre is rather questionable since all the rehearsals 
in which the audience was encouraged to put its suggestions for the play were 

made in the theatre building and not outside in the suburbs where the workers had 

to make their living. According to Willett (1995), although occasionally Brecht 

would take his theatre company perform in factories, he would realise to his regret 

that the workers could not respond to the scientific and sceptical spirit which he 

attributed to his theatre, neither before nor after Hitler. 

Nevertheless, when Brecht in 1924 instituted this procedure of involving the 

audience in the play during the, often, long period of rehearsals, not only did he, 

as Fuegi (1987) points out, mark the beginnings of his own directing style but also 

the concept of a more inclusive theatre in the years to come. Especially the 

involvement of the audience in giving suggestions for a particular dramatic 

situation or a dramatic character is found in the various forms of theatre that Boal 

(1999) introduces with his Theatre of the Oppressed. Especially with his Forum 

Theatre, Boal invites the spectators to intervene more decisively in the dramatic 

action and transform it. To explain this further, the participants are first asked to 
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tell a story with a political or social problem that needs to be solved. Afterwards, 

through improvisations of the actors, this problem is finally presented. If the 

presented outcome does not satisfy some or at least one of the spectators then the 

latter has the right to suggest an alternative solution by replacing any actor and 
lead the action in the direction he feels most appropriate. In this way, not only can 
the spectators propose solutions but they are able to try them out as well. It is 

important, here, to note that the practice of the suggested solution helps the 

participant to realise how easy or difficult it is to change some things once they 

abandon the field of theory. 

Certainly the high degree of involvement in the dramatic action by the spectators 
in Boal's theatre is the result of his continuous attempts to create during the years 

of dictatorship in Brazil in the 1960s and 1970s, and while he was in exile, a form 

of theatre that would "train" the people to rehearse for revolution, something 

which apparently Brecht has not really attempted but certainly has provided the 

prologue to Boal's participatory forms of theatre with his epic theatre and epic 

acting. 

Brecht, in introducing new relations between stage and auditorium, has received 

many influences from Meyerhold and Piscator. Especially his performances 
between the years 1929 and 1932 in concert or lecture platforms, and earlier in 

boxing-rings, which were as plain as possible, are influences from Meyerhold's 

attempts to tear down theatre's "fourth wall". According to Styan (1996b), 

Meyerhold had his actors planted in the audience to raise their voices as at public 

meetings. He also managed to open up the proscenium stage and move the play 
into the auditorium by having his actors work under bright lights, essentially 

without the benefit of illusion, and having the whole apparatus of theatre from 

stage to back stage in full view, reminding in this way at all times that theatre is 

only a construction and not reality. Piscator's (1980) conception of Total Theatre 

aimed similarly towards having the theatre event start from the audience as they 

would be put in the middle of the action in the hope that this would generate in 

them full participation. 

In order to facilitate these new relationships between performers and audiences all 
these practitioners looked into the craft of the actor. Brecht, as Fuegi (1987) 

points out, seems to have taken something from all his predecessors to approach 
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the actor's craft not only as "voice" but also as physical presence. The rhythmical 

movement of the human body in space that Meyehold employed influenced by 

Fuch's spirit, the Japanese actor whose movement was dictated by the 

choreographic rhythm of the action, the rediscovery of almost a Thespian 

performance in Piscator's theatre where the actor would work on an empty space 

that did not embody the trappings of realism, opened new perspectives for 

Brecht's actor whose aim was precisely this: to provoke critical thinking instead 

of emotions and involve the audience in the drama through the means of 

sympathy and not empathy. 

Brecht realised that in order to achieve this kind of relationship between the actor 

and the spectator, he had to enable the actor to free himself of egotism and 

become the mirror in which the audience would see itself. Benjamin (1998) points 

out that Brecht advanced this new role of the actor by giving theses for comment 
instead of rigid instructions about effects, so that ultimately the actor would 

become a functionary who makes an inventory of his role rather than be a mime 

who embodies it. With the invention of the epic actor, who presents characters 

rather than identifies with the characters by the use of the Verfremdungseffekt, 

Brecht, as Williams (1971) remarks, allows the spectator to retain a certain degree 

of detachment from the dramatic situation so as to look at it concretely and 

examine it. In this way, the spectator becomes an observer but gains his capacity 

to act. Particularly the use of the narrator in his plays, who enables the task of the 

actor in making the members of the audience distance themselves from the drama 

and look at it afresh, is a re-discovery of the use of the Sophoclean and Euripidean 

chorus. 

To construct a theatre that will offer the stimulus for social change to begin, 

Brecht (1996) searches ways to encourage a more active spectator, who is then 

expected to become a more active member of his society. He creates an epic 

theatre which reverses the function and objectives of the dramatic theatre. Unlike 

the dramatic theatre which manipulates the audience by providing it with a 

sensational spectacle that is also projected as an ideal mirror of life, the epic 

theatre is chiefly interested in showing that human behaviour is alterable and that 

everybody has the capacity to act and thereby alter those political and economic 
factors man depends on. By putting the spectator in a position where he can make 

comparisons about everything that influences the way in which humans behave, 
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he is given the opportunity to criticise human behaviour from a social point of 

view. This implies that the spectator reserves the right to think for himself 

although he delegates power to the character to act in his place. On the contrary 

the spectator of a realist or a naturalist performance delegates power to the hero so 

that he or she will both act and think in his place. 

Indeed, Brecht managed to introduce new relations between stage and auditorium 
in a more detailed content than Meyerhold and Piscator, who, as Benett (1997) 

suggests, though they demystified theatre practice and made available new 

components which would more readily address a popular audience, did not 

ultimately change the relation between stage and auditorium. They relied on the 

complete emotional involvement of the audience in order to provoke political 

action. The performance was, as Barthes (1977) indicates, offered for adherence 

and not for criticism as Brecht has later on achieved through his epic theatre. 

Brecht, on the other hand, Bennett (1997) notes, rejected the virtual mass hysteria 

sought by Meyerhold and Piscator because he was interested in an audience who 

would be thoughtful, an audience who would be able to participate using its 

knowledge and its intellect. Nonetheless, it is Boal who creates the double role of 

an active spectator so that he will act both as player and spectator at the same 

time. 

According to Boal (1995) "theatre is born when the human being discovers that it 

can observe itself, " ... that, in this act of seeing, it can see itself ' (p. 13). By 

observing oneself in action, one has become his own spectator. As he explains, 

"this spectator... is not only an object; he is a subject because he can also act on 

the actor" (p. 13). With his innovation to transform the spectator to a spect-actor, 

that is a person acting on the actor who acts, Boal has ultimately achieved what 

Brecht only dreamt of. that is the actual involvement of the spectator in the 

dramatic action. The Poetics of the Oppressed aim to achieve this objective: to 

change the spectators, who are passive beings in the theatrical phenomenon, into 

subjects, actors, transformers of the dramatic action. Boal (1999) suggests at the 

primary stages the involvement of the audience in the creation of the spectacle 

through games and exercises to re-sensitise the participants. He also creates the 

forms of Image and Forum theatre, which approach theatre as language, that is 

living and present rather than a finished product displaying images of the past. To 

achieve even higher degrees of audience intervention, Boal invents the Invisible 
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theatre, which approaches theatre as discourse where the spectator creates 

spectacles according to certain needs he has to discuss particular themes or 

rehearse certain actions. 

The theatrical forms of both Image and Forum theatre are then a rehearsal of 

revolution because they encourage the spect-actor to practise a dramatic act in 

reality. Both Forum and Image theatre protect the participants because they 

suggest a dichotomy of space, which gives them the choice to act either as actors 

or as spect-actors, by maintaining their primary stance as audience. The fact that 

there is no manipulation of the audience gives, as O'Neil (1995) explains, the 

spectators the privilege to feel free while taking responsibility for the dramatic 

behaviour of those engaged in the interaction. As far as the others who have 

volunteered to perform in the scene are concerned, they are protected as well 
because they are not required to contribute only by themselves but are allowed to 

have as much help and guidance they need from the audience. The use of the 

Joker in a theatre event, who is an actor-facilitator, encourages and enables the 

spectator to intervene in the dramatic action even further. 

Boal's theatre is almost a Thespian theatre defined only by the presence of the 

participants, who at times are involved in a dramatic dialogue with the performers, 

by playing the part of the choreutai, at other times they maintain their primary 

role as audience who is spiritually involved in the drama through the chorus' 

comments. At other times they can be both. 

Boal's (1999) discovery of Invisible theatre leads theatre back to its beginning 

when all people were part of the feast. It takes place anywhere else but in a theatre 

building, before people who are not spectators and who are required to believe 

that what they witness is happening in reality. Invisible theatre requires a 

complete script and preparation from the actors beforehand. Especially the actors 

should pay detailed attention in their rehearsals so as to become capable of 
incorporating into their acting and actions the intervention of the public audience. 
This invisible quality enables the spectator to act freely and spontaneously as if 

living a real situation since it tears down completely the walls separating the actor 
from the spectator, liberating in this way the theatrical energy which consequently 

produces a much more powerful and lasting impact among the audience. 
Nonetheless, with a lack of dichotomy of space, it removes the right from the 
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participants to choose the way they want to involve themselves in the action. 

It is a fact, however, that Boal's Theatre of the Oppressed is deeply political. 

Given the political circumstances in Sao Paulo in 1957, where people fought for 

national liberation, Boal, as Delgato and Heritage (1996) write, developed Teatro 

de Arena in an effort to make art an instrument in the fight of the people. Its goal 

was to create disequilibrium in order to prepare the way for action. Specific 

problems deriving from a specific socio-cultural context were put down to "active 

discussion". The theatre could take place anywhere -the street or the studio- so 

that all the people regardless of social class and ideology would have the 

opportunity to participate. Because of this particularity, no performance was the 

same as another. 

Boal's (1996) originality lies in his phrase: "Let's do a play about something 

which really concerns the population" (p. 22). This implies that no pre-text exists 

to determine the performance. It also suggests a reverse procedure in the 

production of the play than the one Brecht followed. In Boal's case theatre first 

explores the problems set by a special group of people and then seeks to actualise 

them in performance. Whereas in Brecht's case, theatre follows the dramatist's 

design to apply analytical methods of enquiry so that it will then present a variety 

of interpretations of the same problem of a society rather than a smaller group of 

people inside that same society. This is not to suggest that Brecht did not adjust 

his productions according to the social context every time. His constant testing, 

discussion and revision of his theatre productions proves that he did. 

Brecht would often begin his rehearsals of a play without having the final text of 

the play and trust the procedure on the stage as a guide to the completion of the 

text. Benjamin (1998) points out that the performance in Brecht's productions was 

no longer the virtuoso interpretation of the text but only its rigorous control. And 

also for the performance, the text is no longer the basis of that performance but 

only a reference point which provides the performance with its potentially most 

advantageous angle. Brecht was influenced a great deal by Piscator's (1980) 

innovatory treatment of the play-texts which he saw as `plays, fragments of our 

times, sections of a world picture, but never the whole, the totality, from the roots 

to the ultimate ramifications, never the red-hot, up to-the-minute present, which 
leaped to overpower you from every line of the newspapers" (p. 48). However, as 



The Ideal and Material Reality in the Modern Drama Paradigm IV -117 - 

Fuegi (1987) notes, Brecht himself was not so willing to give up his position as 

author and director when working with Piscator in 1927, who assigned a relatively 

modest role to the text and the author. Generally the gap between his practice and 

his theory was always there even though towards the mature phase of his career 

when he was writing the "Masterful treatment of a Model", based on his Swiss 

production of Antigone in 1948, Brecht (1996) admitted that "the `poet's words" 

are only sacred in so far as they are true" (p. 213). 

The so-called "model books", as Braun (1999) explains, were documentaries of 

Brecht's own work and emphasised their intention only as a starting point, one of 

many possible solutions to the play. The model books were just the formal 

recognition of Brecht that each production presents unique features because it 

embodies specific goals and purposes in terms both of the performance and its 

relation to the specific audience it addresses. The fact that he used the same 

material over and over again in different periods of time applying different 

methods of directing and staging, different acting techniques, adding new 

elements to the old ones, proves that Brecht thought of theatre not as a finished 

product presented only once and ending at the time when the stage curtains go 

down, but instead a laboratory providing the conditions for a long term process of 

constant learning, researching for and experimenting with theories of acting 

styles, methods of presentation and directing. Brecht (1996) followed a process of 

"biofeedback" with his own material which led him to recognise that "the act of 

creation has become a collective creative process, a continuum of a dialectical 

sort in which the original invention, taken on its own, has lost much of its 

importance" (p. 211). 

This is also a manifestation of the necessity, I believe, to approach theatre 

production not in universal terms but in terms of locality, because every 

production is defined by certain cultural codes and social circumstances which it 

also addresses, and is also made to serve particular cultural values in particular 

periods of time. Thus it cannot serve universally. Even though it may generate 

universal human meanings (human values such as peace, love, devotion etc), it 

should not be built on a universal scale. Sylvia Harvey (1982) stresses this point 
by arguing that "the ability to decipher certain codes or certain code-breaking 

operations is culturally and socially determined; and as there are institutions of 

cultural production and consumption so also there are institutions of reading; a 
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reader approaches as text from within a particular "apparatus of reading"" 

(p. 85). 

What Boal has contributed to Brecht's theory is the adjustment of the performance 

to a different group of people each time. However, it is doubtful whether the lack 

of any pre-text and the whole reliance on the instant improvisation can bring the 

experience of the participants in the theatre event to a deeper level of 

understanding as it would if the experience was organized beforehand by the 

director/facilitator on the basis of a particular story that he would find as relating 

to the needs of a particular community. It is in this point that I believe that 

Brecht's directing style, which fed itself with constant research, would be more 

successful in provoking stronger and deeper understandings in the spectators' 

minds than perhaps Boal's spontaneous theatre forms would. 

However, as Styan (1996b) suggests, it remains a question whether Brecht did 

manage in the end to find that audience of workers he was addressing as well as 

whether he actually "proved the pudding in the eating". Besides he was interested 

in making a theatre for experts, that implying the assimilation of certain theatre 

techniques and procedures by the spectator, which ultimately required him to 

spend countless hours of watching theatre. Who would that be among the working 

class that Brecht was interested in? 

Meyerhold's performance must have been further away from its audience. The 

complexity of acting and the symbolic performance style in Meyerhold's 

productions, as Braun (1999) describes, would have rather confused the audience 

instead of enabling them to uncover the hidden reality. Unless of course his 

audience consisted of highly educated people, Meyerhold did not manage to bring 

the spectator close to the dramatic action. Piscator (1980), too, who cultivated the 

idea of a theatre that would lead to the working class struggle, proved to be too 

optimistic since the financial survival of the theatre company depended on an 

audience that would be willing to pay high prices and that audience was but the 

bourgeois class. 

It is, however, disappointing to realise that the theatre which would communicate 

the political aspirations of the working-class had as its audience any other member 

of the society apart from the ones to whom the theatre was ideally designed to 
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direct itself. Again here, between the ideal and the material reality of the 

directors' works, there appears to be a gap that I already recognized earlier in the 

fifth century Athenian theatre whose audience was similarly lacking the presence 

of a large percentage of the Athenian population: the women and the slaves. 

4.3 Social and Transformative 

4.3.1 The Conventional Reality 

For a theatre to claim a social character with an intrinsic power to bring about a 

certain change in the way the participants view their private and public life, its 

essential prerequisite is the condition to construct a "conventional" (drawing 

from the theory of conventions, Neelands, (1995)) reality. In this sense, it 

suggests that realism is conventional and not natural, that reality is not the same 
for every person but instead is someone's presentation, a concrete construction 

analogous to each person's view of the world -in the case of theatre, the director's 

or the participants'. Brecht employed the theory of materialism according to 

which, as Konstantinov et al (1961) explain, the world is viewed as an objective 

reality that can be captured by the human emotions. The objective reality is 

copied, photographed and reflected by human emotions though it exists 
independently. Consequently the human emotions are a reflection of the matter 

and are created by the matter. From this it appears that objectivity is not what is 

commonly observed among people or what is the most similar, but what is 

tangible and exists outside the human consciousness. 

The study of Marxism and "dialectical materialism" showed Brecht, as Willett 

(1995) points out, that the social machine could be taken down and inspected 

through the construction of an external, objective and ironic treatment of the play 

that could argue and dispute the "natural" and "given" reality. The concept of 

construction has influenced Modern art to take the route away from the romantic 
form of art which, as Styan (1997) indicates, favoured radical idealism, the 

spontaneity of feeling and the devotion to the visionary imagination. In drama, 

directors like Meyerhold, Piscator, Brecht and Boal intentionally reveal the 

theatrical constructions of their dramas, and thus their work can be characterised 

as "reflexive", escaping in this way, Lunn (1982) suggests, from the 
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conventionality of making art a representation of the "outer" reality. By revealing 

art's own reality as a construction or artifice, modernists suggest that the world is 

built by humans and therefore is not "given" and unalterable. 

For this purpose Brecht uses formative principles of technological modes of 

production such as montage and other mechanical media such as radio and film, 

as basic foundations of his epic theatre. The role of these methods, Lunn (1982) 

notices, was to interrupt the linear dramatic flow so that the audience would be 

encouraged to rationalise what they saw before them on stage, question the 

necessity and "... experience the "strangeness" of the "normal" and `familiar" 

course of things, such as the self-destructive effects of "ethical behaviour "for the 

poor" (p. 103). Of course these methods were not so new. 

It was Cubism, Lunn (1982) writes, that most clearly registered the technical 

innovations of cinematic montage, which -according to the cubists- was a 

process of juxtaposing thousands of separate scenes in a manner that synchronized 

the different spatial and temporal locations of an object. Eisenstein, for example, 

used filmmaking to reveal social reality as a changeable construction of variant 

and conflicting viewpoints and objects. In the experimental theatre of Meyerhold 

(1969), projected film sequences were one of the many "constructions" that 

repeatedly interrupted the drama. Piscator (1980) also used film as an independent 

narrative device replacing the lifeless scenery of the realistic stage. Often, Styan 

(1996b) adds, Piscator used it as a background to the acted play where more than 

one image was projected simultaneously. Film, as Braun (1999) pinpoints, 
became for Piscator the theatre's fourth dimension. In Piscator's own words, as 
indicated in Willett (1986): "in this way the photographic image conducts the 

story, becomes its motive force, a piece of living scenery" (p. 60). The motive 
force was of course a political one. 

Brecht employed a variety of such "constructivist" methods that would interrupt 

the action, and so keep the audience alert and rouse it to collective action. But he 

chose to take a different route away from the exaggerating use of the machinery 
through which, as Styan (1996b) notices, particularly Piscator had created a form 

of chorus contrasting the unspoken with the spoken. Instead, as Williams (1971) 

indicates, Brecht has called for the restoration of all direct commentary, 

alternative consciousness, alternative points of view -which were by that time 
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excluded by the conventions of verisimilitude- which historically had been the 

conventions of chorus, narrator, soliloquy. In other words, he re-invented the 

theatrical devices of the fifth century BC Athenian theatre, and especially the use 

of the Sophoclean chorus as a collective actor who would comment on the 

dramatic action or even offer contradictory viewpoints on the dramatic situation, 

as it was also the case in the Euripidean tragedy. 

But because Brecht was interested in achieving a dramatic design which would be 

more than the design of the action, he was concerned not so much with the 

spectator but with the potentials of the play: whether in its dramatic design it is an 

essentially single, presented or suggested experience or an essentially complex, 

multi-dimensional, presented and internally valued action. The spectator is the one 

element the dramatist cannot control and therefore it is in the action, the dramatic 

design, that the choices must be made. 

4.3.2 Distancing and Commenting Reality 

With an emphasis on representing conditions rather than developing actions, 
Benjamin (1998) acknowledges the political nature of epic theatre. The first 

condition underlying this "contract" is the cultivation in the spectator of an 

awareness of his presence in a theatre as well as the consciousness that what he 

watches on stage represents a fictitious reality and not real life. In the theatre of 

realism the actor had to pretend as if there was no audience. On the contrary, Epic 

theatre, as Styan (1996b) explains, is at bottom non-illusory, it does not disguise 

the fact that it is only a piece of theatre. Performance makes it clear that lines have 

been learned, action rehearsed, stage equipment made ready. This consciousness, 

as Benjamin (1998) continues, enables the theatre, too, to treat elements of reality 

as though it were setting up an experiment having the "conditions" at the end of 

the experiment instead of the beginning. In this way, they are distanced from the 

spectator, who ultimately is astonished when he recognizes them as real 

conditions. On the other hand, in naturalistic theatre and the theatre of realism, the 

conditions are brought closer to the spectator by means of empathy, who 

ultimately recognises them as real with complacency. 

Based on the central features of the coercive system of Greek tragedy that 
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Aristotle (1995a) developed, Boal (1999) provides a critique which has mostly to 

do with what determines the relationship between the actor and the audience, that 

is empathy. He points out that the connection between performer and audience by 

means of empathy results in the assimilation of a passive attitude by the spectator. 

Rejecting empathy with the justification that it does not allow theatre to show how 

the world can be transformed, Brecht (1996) places the emphasis on 

understanding, which is a result of good empathy. Understanding, or else 

enlightenment, is important because it drives away the -spectator's purging of his 

social sin. This is not to suggest in any case that Brecht is against the emotions. In 

fact in a dialogue he has with Friedrich Wolf while he is back in post Second 

World War Berlin, he stresses against this misunderstanding: "it is not true, 

though it is sometimes suggested, that epic theatre (which is not simply 

undramatic theatre, as is also sometimes suggested) proclaims the slogan: 

"Reason this side, Emotion (feeling) that ". It by no means renounces emotion, 

least of all the sense of justice, the urge to freedom, and righteous anger; it is so 

far from renouncing these that it does not even assume their presence, but tries to 

arouse or to reinforce them. The "attitude of criticism" which it tries to awaken in 

its audience cannot be passionate enough" (p. 227). 

Because epic theatre is, like Brooker (1998) points out, interested in dividing the 

audience rather than unifying it and intervene in order to transform ideas and 

attitudes, Brecht (1996) urges that the approach on emotion is treated in such 

ways that will make the spectator say: " I'd never have thought it, that's not the 

way,... it's got to stop,..., that's great art: nothing obvious in it... " rather than say: 

" Yes, I have felt like that too, just like me, it's only natural, it'll never 

change,... that's great art: it all seems the most obvious thing in the world... " 

(p. 71). 

To achieve astonishment in the spectator so that epic theatre will revive a Socratic 

praxis and provoke the spectator's interest, Brecht seeks new methods of acting 

that would enable the spectator to destroy conventional illusion. The epic structure 

of the play is not enough to ensure the distance that the spectator needs to have in 

order to view the play in a thinking rather than a feeling way. Therefore, Brecht 

(1996) introduces the Verfremdungseffekt or else, as translated by Bennett (1997), 

Neelands and Dobson (2000a), the "strange-making effect", which is designed to 

cultivate in the audience a more detached and objective form of socially critical 
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spectatorship. It is important to note that the Verfremdungseffekt was adopted by 

Brecht only in 1935 during his exile years when, according to Fuegi (1987), his 

efforts were directed towards strengthening the political aspect of theatre that 

would see to an anti-Nazi propaganda. What Brecht sought to achieve through the 

means of the Verfremdungseffekt was to disrupt the viewer's normal perception by 

introducing elements that will suddenly cause the spectator to look at familiar 

objects in a strange way and to look at strange objects in a familiar way. 

This dual formation that Brecht (1996) sums up in the Verfremdungseffekt, in 

which human social incidents are labelled as something that calls for explanation, 

that should not be taken for granted or natural, allows the spectator to step back 

from its habitual, obvious way of seeing, and see the world afresh in order to 

finally criticise constructively from a social point of view. 

Let me explain how this works. On one hand, the destruction of conventional 
illusion on stage, and on the other the contradiction, which results between 

Concrete actor and Abstract character, are the two main parts that constitute the 

Verfremdungseffekt. Counsell (1996) explains that the Verfremdungseffekt or as he 

calls it the "alienation effect" (a term also used by Willett, 1996, for the 

translation of the Verfremdungseffekt, but in this thesis I will keep the German 

term, for I believe that any translation may be limiting its meaning) refers both to 

the separation of actor from character but also to the audience's resulting 
disengagement from the locus. 

Brecht (1996) points out that one of the conditions of the Verfremdungseffekt is 

that the actor should not use the means of empathy entirely in his efforts to 

reproduce particular characters and show their behaviour. As Styan (1996b) 

explains, it is the actor's task to put himself "at a distance" from the character he 

is portraying and the situation he is involved with, in order to arouse a thinking, 

enquiring response in the spectator. Brecht, however, was not the first to realise 
how the distancing of the actor from his role would favour the political aspect of 

the performance: this distance enabled the audience to realise that what we see is 

not always what appears to be but instead it is something complex and therefore 

needs further inquiry to gain knowledge to appreciate and understand. As I 

showed in chapter three, the Verfremdungseffekt was already discovered by the 

three tragedians of the fifth century Athens whose actors assumed rather than 
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represented the character by the use of the mask and costumes. But especially in 

Euripides' theatre, as I explained earlier, the discontinuities of characters 

underlined even further the distance between the actor and his dramatic character. 

Meyerhold's style of acting has. received a great influence from the Athenian 

tragedy. In an effort to discover the implications of the mask, Meyerhold, Braun 

(1999) writes, explored the ways in which the mask signifies the style of acting. 

By the use of the mask to signify the suitable acting style, the spectator can watch 

the emotional self-control and physical dexterity that enable the actor to assume 

the various aspects of his part -to manipulate his masks- and simultaneously 

comment on the actions of himself and his fellow-characters, offering in this way 

the spectator a montage of images, a multi-faceted portrait of every role. 

Identifying the close relationship between the mask and the style, which 

Meyerhold (1969) defines as "the grotesque", is, I believe, one of the most 

important innovations in modem theatre, one which ascribed to theatre a social 

role. "The grotesque deepens life's outward appearance to the point where it 

ceases to appear merely natural. [... ] The basis of the grotesque is the artist's 

constant desire to switch the spectator from the plane he has just reached to 

another that is totally unforeseen" (p. 139). It provokes questions to the spectator 

and problematizes him. 

Later on, as Braun (1999) points out, Meyerhold uses this technique to reach the 

objectives and satisfy the purposes of the propagandist theatre. "The actor-tribune 

acts not the situation itself, but what is concealed behind it and what it has to 

reveal for a specifically propagandist purpose" (p. 136). 

To achieve this distance from the dramatic character, Meyerhold (1969) puts an 

actor playing outside the drama on stage by occasionally commenting on the 

action. As well as that, he introduces allegorical figures in his plays, with little or 

no characterization, thereby called "The Man", "The Wife", "The worker" etc. 

The substitution of traditional individuated characters with such social "types", 

Lunn (1982) writes, shows the tendency among constructivists and Marxists 

(including the work of Piscator and Brecht) in the theatre of the 1920s towards 

collectivisation in modem society. 

Even Piscator (1980), who did not show real interest in the systematic training of 



The Ideal and Material Reality in the Modern Drama Paradigm IV -125 - 
the actors, acknowledged the perspectives of having the actor at a distance from 

his character: "Each actor had to be quite conscious of the fact that he 

represented a particular social class. I remember that a great deal of time was 

spent at rehearsals discussing the political significance of each role with the actor 

concerned. Only when he had mastered the spirit of the part in this way could the 

actor create his role" (p. 214). 

The objectives defined here are, as Braun (1999) notices, similar to Meyerhold's 

actor tribune and clearly anticipate the motivation behind Brecht's definition of 

Epic acting. Brecht's (1996) actor is asked to demonstrate rather than imitate. He 

merely reports the incident, and no illusion of reality is necessary. According to 

Brecht (1996), "the actor does not allow himself to become completely 

transformed on the stage into the characters he is portraying. He is not Lear, 

Harpagon, Schweik; he shows them. He reproduces their remarks as authentically 

as he can; he puts forward their way of behaving to the best of his abilities and 

knowledge of men; but he never tries to persuade himself (and thereby others) 

that this amounts to a complete transformation. (... ) Once the idea of total 

transformation is abandoned the actor speaks his part not as if he were 

improvising it himself but like a quotation. At the same time he obviously has to 

render all the quotation's overtones, the remark's full human and concrete shape; 

similarly the gesture he makes must have the full substance of a human gesture 

even though it now represents a copy" (pp. 137-138). 

In order to be successful in this demonstrative behaviour, the actor has to make 

clear to his audience his gestus, that is to say his demonstrable social attitude 
(initially), his basic disposition. This concept of gestus, as understood by Willett 

(1995), is "... at once gesture and gist, attitude and point: one aspect of the 

relation between two people, studied singly, cut to essentials and physically or 

verbally expressed. It excludes the psychological, the sub-conscious, the 

metaphysical unless they can be conveyed in concrete terms" (p. 173). An earlier 

stage of the gestus, which emphasises how important it is for the actor of the 

political theatre to develop the ability to signify his character's social status as 

clear as possible, could be Meyerhold's technique of "sociomechanics". As Styan 

(1996b) explains, the actor would use this technique to reveal the social mask and 

psychological attitude of a character through the rhythm of his speech, movement 
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and gesture. 

As Brecht (1996) explains, everything to do with the emotions has to be 

externalised through gesture. The actor should find a perceptible outward 

expression for his character's emotions, preferably an action that would present 

what is going on inside him. In Brecht's own words, the actor "... has merely to 

show the character; or better, not merely to experience it,, [... J His feelings should 

not be fundamentally the same as those of his character so that the feelings of his 

audience do not become fundamentally those of his character" (cited in Williams, 

1971, p. 280). 

Meyerhold's use of "biomechanics", a system of acting exercises as Lunn (1982) 

explains that took the form of depersonalised, stylised and symbolic gestures each 

signifying, but not imitating, a different emotion, was a kind of a prologue to this 

objective relation between the actors and their characters that Brecht developed in 

his epic theatre. Although, as Braun explains (1999), it was to be used as a means 

of fostering physical discipline and self-awareness in the actor, "biomechanics" 

was practically mere acrobatics, subsequently forcing the actor to behave like a 

puppet on the stage. Brecht rejected it on the belief that, as Benjamin (1998) 

points out, it is knowledge that will enable the actor to treat his character with 

certain objectivity. And this knowledge determines not only the content but also 

the tempi, pauses and stresses of his whole performance. 

Furthermore to help the actor distance himself from the actions and remarks of the 

character being portrayed, during rehearsals Brecht (1996) encouraged his actors 

to rehearse parts of the utterances in their own accents rather than "in character", 

read in the third person, speak in the past tense instead of the present, include 

stage directions along with the dialogue, change from one role to another or even 

use empathy (which should be avoided in performance). The epic actor would not 
bring a fixed character into view, as the actor of Stanislavski did, but he would 

show his character in the process of change and growth, simultaneously giving the 

message that it (the character) was open to comment and alteration, bringing 

together separate gests to produce his character's coherence by means of 
interruptions such as choruses and documentary projections, the direct address of 
the actors to the audience. The theory of gestic acting was, as Brooker (1998) 

underlines, a theory of performance which embodied Brecht's "dialectical 
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materialism". 

Producing images to show the transformation from one point to another, is not 

only Brecht's and Boal's achievement. Although Meyerhold's emphasis on the 

plasticity of physical acting did not in most cases serve the needs of social acting, 
in the final stage of his "biomechanics", which involves his theory of "pre- 

acting", he strongly recommends a theatre that has the power to show how change 

can be made. What Meyerhold (1969) did was to substitute the long pauses lying 

between the actor's lines with improvised mime designed to show the character's 

mind changing, and to prepare the spectator for what was to come. 

Boal advanced Brecht's gestic acting by actually inviting the participant to 

involve himself in this process of the character's change and growth by bringing 

together separate images of the character's different positions. In Boal's (1999) 

Image Theatre the spectator is presented with transitional images. The spectator 

is asked to express his opinion about a particular theme that the participants wish 

to discuss, by using only the bodies of the participants and sculpting with them a 

group of statues. In other words, he creates masks for the performers. After 

discussions and probable modifications of the statues, an image is arrived which is 

the most acceptable to all. This grouping of statues is the actual image. Now the 

spectator is asked to show the way he would like the given theme to be presented. 

In this case, the grouping of statues is the ideal image. But the theatre does not 

stop here. The most active role that the spectator must take is the one through 

which he shows the way that is possible to pass from one reality to another. This 

attempt constructs the transitional image that shows how the revolution will 

finally happen. 

The political implication of Image Theatre lies in Meyerhold's (1969) words: 
"The actor-tribune acts not the situation itself, but what is concealed behind it 

and what it has to reveal for a specifically propagandist purpose. When the actor- 

tribune lifts the mask of the character to reveal his true nature to the spectator he 

does not merely speak the lines furnished by the dramatist, he uncovers the roots 
from which the lines have sprung" (p. 206). 

The study of Chinese acting, which would deliver the contents in a forceful, yet 

unemotional way, taught Brecht (1996) that in order to ensure clarification, the 
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actor had to develop definite and straightforward gestures. He realised that if the 

actor managed not to identify with the character he was portraying, then he could 

choose a definite attitude to adopt towards the character and show what he 

thought of him, inviting at the same time the spectator, who is also asked not to 

identify with the dramatic character, to criticise the character portrayed. This kind 

of attitude that the actor adopts is a socially critical one. By exposing the incidents 

and characterizing the person, the actor brings out the special features which come 

within society's sphere. In this way the performance of the actor creates a 

dialogue with the audience and leads to a discussion about social conditions which 

concern equally both parts of the theatre event. The realization of a discussion 

prompts the spectator to justify or abolish these conditions according to the class 

he belongs to. 

Boal (1999) has also found it necessary to resolve the connection between the 

dramatic character and a particular actor so that the spectator would liberate 

himself from emotions of empathy which mislead and hypnotise. Advancing 

Brecht's theory of gestic acting, Boal introduces the "Joker" System, which 

suggests that the character is no longer a private property of the individual actor. 

The "Joker" System contributes in a way so that the actor will become capable to 

free himself of his daily conditioning and interpret the character by maintaining 

the character's real mask. Only in this way can the actor interpret reality and make 

it comprehensible to the spectators. By restoring the full freedom of the character 

as subject, and not as object dealt by a particular actor, theatre becomes a means 

of interpreting reality rather than simply reproducing it. 

Because Boal was never interested in developing an official and complete theory 

of acting, we need to get back to Brecht so that we can understand further how the 

elements involved functioned to produce the desirable distance. First of all, it is 

important to note that the concept of gestus also consisted of contradictions. 

Brecht (1996) is not interested in the consistency of a character, like Stanislavski 

is, but on the contrary in discovering and presenting to his audience the different, 

and often contradictory, sides of the character. For this purpose, he introduces the 

second feature of gestus, the gestic split. Counsell (1996) explains that the gestic 

split refers to the separation between the character and the actor, between the act 

of telling and what is told. For example in Mother Courage, as Neelands and 
Dobson (2000a) explain, each scene shows a different side of Mother Courage. 
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While at the end of the first scene, having seen her eldest son recruited against her 

wishes, she is dismayed, at the beginning of the second scene, she represents the 

shrewd business-woman who bargains with The Cook. This changeability is not 

only characteristic of the moods of the character but also of the circumstances and 
the social relationships. 

It is the gestic split, according to Counsell (1996), which enables the spectator to 

"read" the character from a social point of view. In contrast to the "psychological 

actor" who makes the spectator empathise with the character he is portraying and 

experience feelings similar to the feelings of the character inside the drama, the 

gestic actor by the use of the gestic split, enables the spectator to be critical 

towards the character by offering a position outside of the character's terms, one 

which puts the emotions in context so that the spectator does not empathise with 

them. In this way, Epic theatre creates a stance from which a critique can be 

voiced, that stance being the Concrete register. 

Brecht (1996), criticising the work of the "psychological actor" with the argument 
that the spectator will conceive of the character in the locus's own terms, 

underlines the critical effect created by the distance between the actor and the 

character he is portraying. The spectator is presented with two kinds of 

signification: signs emanating from the character and signs of the character from 

outside his world. Because they are incompatible, Counsell (1996) explains, the 

spectator must find separate means to interpret them. "Signs of the Abstract 

register (character/locus) may be contained within a discourse of bourgeois 

individuality as before. But by the same general process, the audience will 

interpret signs from the Concrete register (actor/artifice) by finding a discourse 

able to encompass them all. What all these signs share is a social dimension, and 

sociality will therefore provide the basis for their interpretive logic en masse. [... J 

The Abstract register shows the character as author of its signs (gestures, words), 
but the Concrete depicts character as authored by signs of the social" (pp. 99- 

100). What we are faced with is a kind of a montage in which the actions and 

utterances of the character placed within its social and historical context and the 

sociality, which is defined in personal terms, are brought together and inform one 

another. 

But the signs of the author (the Concrete) and the signs of the locus (the Abstract) 
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are always in contradiction. And it is exactly this contradiction between the two 

interpretive sources that, as Counsell (1996) indicates, causes the 

Verfremdungseffekt to occur before the spectator. To see for example one's 

mother as somebody else's exploiter, as in the case of Mother Courage, the 

application of the Verfremdungseffekt is needed. If we would like to further 

explain the dialectics that is offered by this contradiction between the Concrete 

and the Abstract register, we must also pay attention to the following point, which 

Counsell (1996) provides us with: The author of the character -who is, as I 

understand it, both the playwright and its interpretation by the actor-, that is the 

Concrete, takes a posture towards the locus, that is the Abstract register, offering 

meanings in contradiction, which are proffered only as an opinion given and not 

as the objective truth, an opinion subsequently deriving from the text, which is 

ultimately subjectively constructed by the "demonstrator". 

Epic theatre's (the term referring to the whole directing style of Brecht and not 
just the one in the beginning of his career) ultimate goal is then what Counsell 

(1996) points out, to have the spectator think of the text's constructions of the 

world rather than within them. The "distance" which is created between the stage 

and the audience makes the audience respond to the drama critically, challenging 
the story's events and the actions followed by the characters. It is on this basis that 

Brecht (1996) saw his theatre as a theatre of experts, that is to say people who, 
based on knowledge rather than mere emotion, gain their own personal opinions. 

4.3.3 Constructing the, "Other" Reality; Empowering the Aesthetic 

Space 

"At its best, theatre affords members of the audience an opportunity to be 

transported outside themselves or to look deep inside themselves" 

(Wilson, 1976, pp. 6-7) 

In order for this to happen, performers and spectators need to work at a 

transitional space -a term suggested by Winnicott (1971)- where the illusion the 

art offers (in this case the story of the drama) can be enlisted in the service of 
disillusion. Such a space enables the participants to work through their fantasies 
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by being self-conscious of what they are experiencing at the moment. Raising the 

fantasies to full consciousness is, as Winnicott (1971) explains, a way of knowing 

what "I am doing", something which contributes to the development of the self- 

distancing of the participants towards the dramatic situation. To understand this 

process one has to be clear about the difference between "working through" and 

"acting out". As Schechner (1994b) points out the difference lies in the fact that 

while acting out is "... repeating obsessive acts in different variations, not 

understanding why or even what you are doing"; working through is "... ripping 

an obsessive act up by its roots, examining it, talking about it, demystifying it" 

(p. 71). Winnicott's (1971) transitional space functions, therefore, as a mirror- 

place where the participants act from a distance -they are consequently objective 

and critical- as active members of a "biofeedback" process. 

The potential for space to shape and modify reality was emphasised by Piscator 

(1980) when attempting the Total Theatre. He thought of space as a reality that 

can be shaped. Because the participants would be involved in the drama through 

the creation of an imaginary space, that theatre's architecture would make 

possible, and not through the creation of some concrete borders that would remind 

them of their division from the performers, the plasticity of space would enable 

them to move in and out of the action accordingly and simultaneously offer them 

the opportunity to see the same reality differently. This structure, as Piscator 

believed, would transform the participants' minds in a similar way that the mind 

can transform the body. The successful organisation of such an imaginary space 

would empower theatre's propagandist goals. 

However strong the social outcome of such a theatre could be, if it was ever 

actually built, there remains a detail that Piscator did not study. How would the 

performers and the audience still keep their distinct roles so ' that they could be 

critical about the dramatic happenings, how would they achieve a dichotomy of 

the theatrical space? Wilson (1976) stresses that because the aim of the 

participatory drama is not public performance but the use of theatre as a means to 

another end, there must always be a separation between the actors and the 

audience. Only in this way will the latter be able to acquire a critical posture 

towards the dramatic situation unfolding on the stage. 

Brecht devoted his career to developing techniques that would help the audience 
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participate critically in the drama and bring itself in the position of the objective 

onlooker that would change its understanding of what it has been taught as natural 

and given. To achieve a dichotomy of space, he placed emphasis on a theory of 

acting that no one else from this political avant-garde group of dramatists ever 
did. Having the actors moving in and out of their roles showing the process of 

their own theatrical art, Brecht (1996) introduced the actor as the demonstrator of 

the role rather than the copy of the role. In his writings in "The street scene", 
Brecht (1996) explains how the demonstrator should derive his characters entirely 
from their actions. He imitates their actions and so allows conclusions to be drawn 

about them. In this way, the actor presents the role instead of representing it. 

The attitude adopted by the demonstrator is two-fold: he is always taking into 

account two situations. On the one hand, he behaves naturally as a demonstrator 

and on the other hand, he lets the subject of the demonstration behave naturally 

too. He never forgets or allows it to be forgotten that he is not the subject but the 

demonstrator. The feelings and opinions of the demonstrator and demonstrated are 

not merged into one. And this is achieved through the use of the 

Verfremdungseffekt. As Brecht (1996) writes: "To achieve the V-effect the actor 

must give up his complete conversion into a stage character. He shows the 

character, he quotes his lines, he repeats a real-life incident" (p. 104). 

The whole theory of the Verfremdungseffekt has drawn the attention of many 

contemporary academics who view it in terms of its results in audience 

participation in theatre. Distance, Polan (1985) suggests, can function as an 
indicator that usual modes of reception are ideologically determined and that 

Brecht's theatre "break[s] down the socially unquestioning way that people watch 

spectacle" (p. 96). 

Brecht (1996) explains that in order for this to happen the relationship between 

actor and spectator should be determined by understanding or else enlightenment, 

which is a result of good empathy. Acquiring knowledge of a certain theme or 

person, the spectator gains control over emotions and is able to unmask the 

dramatic situation. As I explained earlier, this does not suggest that epic theatre is 

totally rational theatre that involves only reason and no feeling at all. Winston 

(1996) strengthens this argument by pointing out that what Brecht objected to was 

the effect that the emotion could have on the intellect rather than the emotion per 

se. That is to say, he distinguishes between emotions caused by ignorance and 
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passion and emotions that are based on knowledge. In the first case, theatre loses 

its power to show how the world can be transformed because its purpose is to 

control the behaviour of the members of the audience and assure their 

commitment to an exemplary way of life it presents. The latter involves a sort of 

catharsis, which Aristotle (1995a) defines as the purification of all the antisocial 

elements that prevent the character from obeying the law, whether human or 

divine. In this way, Boal (1999) criticizes, theatre serves no longer as a means for 

social change but rather as a means to impose the status quo. However, other 

scholars approach the definition of catharsis differently, suggesting that the aim 

of catharsis is learning through emotion, something which, according to Best 

(1992), suggests that "... emotional feelings are not separate from or opposed to 

cognition and understanding, but, on the contrary, emotional feelings are 

cognitive in kind, in that they are expressions of a certain understanding of their 

objects" (p. 9). 

Also Nussbaum (1986), in an attempt to analyse catharsis' linguistic roots, argues 

that "... the primary, ongoing, central meaning is roughly one of "clearing up" or 
"clarification" i. e. of the removal of some obstacles... that makes the item in 

question less clear than it is in its proper state" (p. 389). Although this is the 

functional operation of emotions, as Winston (1996) points out, that Brecht 

approves as well -not move the audience to pity but challenge, arouse and 

provoke them- still Aristotelian catharsis and Brecht's and even more Boal's are 

different in terms of the things the clarification might serve. If, as Heckman 

(1995) argues, Aristotle sought to validate the ideologically dominant values of 

society through catharsis, then Brecht's and Boal's theatre, which attempts to 

show the ways in which people can change these dominant values, is of course 

oppositional. 

Brecht, particularly in the mature stage of his career when returning back to the 

destroyed Berlin and wanting to lead the German citizens towards a struggle 

against suffering, wishes, as Williams (1966) points out, to place the spectators in 

a situation in which they could learn from suffering. To achieve this he puts all his 

efforts into creating a dialectical theatre full of contradictions that would 

simultaneously involve false and true consciousness in the dramatic character. 

The spectator's acceptance of such contradictions embodied in the same character, 
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Williams (1966) explains, would make him think of the situation and look at it 

afresh. So instead of ending the play at a point of resolution, Brecht halts the 

tragedy at the point of the catastrophe to shock the spectator. At that point it is the 

shock he experiences from the catastrophe which is catalytic in distancing him 

and challenging his thinking. In this way, the theatrical space becomes a space of 

critical investigation. 

Boal manages to advance this positive relation between actor and spectator by 

claiming the interpenetration of stage and auditorium so that theatre will finally 

provide the space for further exploration and examination. The bringing together 

of the two spaces, that of the performer and that of the audience, creates what 
Boal (1995) calls the aesthetic space, which refers to a subjective space created by 

what spectators witness inside a physical space which already exists. The former 

travels in time whereas the latter separates the actor from the spectator reminding 

of its actual presence. This property of the aesthetic space to bring together two 

spaces at the same place and time is called metaxis. In this way, the aesthetic 

space offers the imaginary mirror that all individuals need for self-observation, 

without ever losing the property of dichotomy. The creation of the double reality 

gives the spectator the choice to be both himself as well as someone other than 

himself. In the second case the actor and spectator coincide in the same person. 

Essentially the dichotomy of space created in this double reality relates the actor 

to the spectator by means of sympathy. That is to say, Boal (1995) explains, the 

spectator feels together with the actor and not through the actor's passion, as in 

empathy. Hence, the spectator is not penetrated by the actor's emotions. By 

sympathy, the spectator becomes the subject who can control his emotions and 

guide his own actions. The spectator of the Theatre of the Oppressed does not 

allow the emotions of the characters to invade him but rather he creates his own 

world of images of his own oppressions and, in this way, projects his own 

emotions. Since the human being has the capacity to observe himself in the very 

act of seeing then he can acquire self-knowledge which will allow him to be the 

one who observes the one who acts. 

This extreme plasticity of the aesthetic space encourages total creativity unlike 
Aristotle's theory on dramatic theatre, concerning the unity of time and space in 

theatre, which diminishes, as Boal (1999) points out, the audience's creativity to 
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its minimum degree. Although, again here, one must remember that Aristotle's 

coercive system of tragedy and the fifth century Athenian tragedy are not 

identical. As I have indicated in chapter three, the bare space of the orchestra, the 

contradictions in views posed through the chorus as well as the discontinuities of 

character and plot, especially in the Euripidean tragedy, were elements used to 

dichotomise the theatrical space and challenge the spectator. 

Brecht creates a theatre where the audience is called to take part in the dramatic 

action as mute interlocutors with the actor and deal with the specific social 

problem unfolding on the stage. In this way, as O'Neil (1995) notices, Brecht 

appeals to the audience to observe objectively and judge the actor's craft. 
Nonetheless, the spectators always need to be conscious of themselves as 

spectators. The aesthetic space in a Brechtian performance dichotomises the 

spectators but it does not allow them to become also the performers and 

experience this double reality from within . as well as from the outside. It did, 

however, provided the theory for the conceptualising of Boal's metaxis, which 

attributes a degree of plasticity to the theatrical space that was once recognized in 

the storytelling performance of Thespis. 

4.4 A Progressive Theatre 

"So is this new style of production the new style; is it a complete and 

comprehensible technique, the final result of every experiment? Answer: no. It is a 

way, the one that we have followed. The effort must be continued. The problem 
holds for all art, and is a vast one. The solution here aimed at is only one of the 

conceivable solutions to the problem, which can be expressed so: How can 

theatre be both instructive and entertaining? How can it be ' divorced from 

spiritual dope traffic and turned from a home of illusions to a home of 

experiences? How can the unfree, ignorant man of our century, with his thirst for 

freedom and his hunger for knowledge; how can the tortured and heroic, abused 

and ingenious, changeable and world-changing man of this great and ghastly 

century obtain his own theatre which will help him to master the world and 
himse" (Brecht, 1996, p. 135) 

In this long statement, Brecht describes his constant restless creativity at all times. 
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Following a dynamic course throughout his career -in Munich and Berlin prior to 

the First World War, during the years of exile in Scandinavia and the USA and 
back in post Second World War Berlin-, he managed to found a vital drama 

which was characterised, according to Counsell (1996), by a continuity of 

purpose: to oppose the existing theatrical orthodoxies and create a theatre that 

would use methodology instead of instinct, research instead of representation and 

reproduction. Turning theatre into a science laboratory was to emphasise the 

process of investigation rather than the final product. It is for this reason that one 

ought to credit Brecht with the conceptualising of the ideal of a progressive 
theatre. 

A key word in Brecht's (1996) theatre, which corresponds to its progressive 

nature, is "dialectical materialism". As he writes in his "Short Organuni for the 

Theatre", "... this method treats social situations as processes, and traces out all 

their inconsistencies. It regards nothing as existing except in so far as it changes, 

in other words is in disharmony with itsef' (p. 193). Brecht used the method of 

dialectics, just like all materialists did, to examine concretely social phenomena 

and ideas in their mutual relation and contradictory development inside the 

constructed reality of theatre. 

In the mature phase of his career, Brecht (1996) refers to his theatre with the term 

of the "dialectical" rather than the "epic". He says: "an effort is now being made 

to move from the epic theatre to the dialectical theatre... "epic theatre" is too 

formal a term for the kind of theatre aimed at (and to some extent practiced). Epic 

theatre is a prerequisite for these contributions, but it does not of itself imply that 

productivity and mutability of society from which they derive their main element 

of pleasure" (pp. 281-282). 

As Mueller (1998) pinpoints, the most critical. aspects of Brecht's theory were 
developed ultimately in the Lehrstuck, though it was conceived and written earlier 
than the epic theatre. Epic theatre attempted to change the spectators' role from a 

passive to a productive one, sharpening their critical ability to recognise the 

contradictions in bourgeois society and to compare their own experience with the 

way these contradictions were presented. The Lehrstuck, instead, places the 

emphasis on the acquisition of a number of attitudes by the spectators, which are 

necessary for a strategy in the political struggle towards a socialist society. 
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According to Brecht (1996) the Lehrstuck was to be thought of as physical 

exercise for the kind of athlete of the mind that good dialecticians should be. 

Steinweg, as Mueller (1998) mentions, comes to the conclusion that Lehre should 
be understood as the teaching of dialectics as a method of thinking and not as 

recipes for political action. 

The impact of the Lehrstuck resides, Mueller (1998) writes, specifically in its 

structural innovation to completely abolish the division between performance and 

audience. The audience is either participating as onlookers or is given an active 

role. Some learning plays demand preparation from the public beforehand. So if 

there is a homogeneous group of people, the audience becomes the producer and 

therefore the use of the term audience should be avoided. 

As I have discussed in the previous sections of this chapter, the actor, in the 

process of showing an event and at the same time show himself at the event, 

reveals a plurality of possibilities which may as well exist in any man's ordinary 
life from which one can choose according to the particular situation he finds 

himself in and the purpose he sets out to accomplish in that. The actor of the epic 

theatre teaches the following: as the actor has several functions, and according to 

the particular function he is fulfilling, the style of his acting will change, in a 

similar way this can be applied in any ordinary person's life. Benjamin (1998) 

indicates that the constant dialectic between the action shown on the stage and the 

attitude of showing an action on the stage is similar to the dialectic between the 

attitude of teaching and that of learning. Epic or else gestic acting is characterised, 

as Brooker (1998) pinpoints, by its double dialectical function. The actor presents 
his character while he is being shown, situating in this way actions and events as 

moments of decision which are defined by a great number of possible but 

unadopted alternatives. By building into the character "... that element of "Not- 

But"", Brecht (1996, p. 197) intends to keep the audience alert and pay attention 

to the contradictory and alterable course of history. 

Haltung or else "attitude" directs, according to Brooker (1998), Brecht towards 

the realization of his new aims to create a dialectical theatre. The term carries a 

range of meanings according to Darko Suvin (1990): bearing, stance, attitude, 

posture, behaviour, poise and self-control. Therefore Haltung applies, as Brooker 

(1998) writes, to the bodily- presence and bearing of actors, to a play's 
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Verfremdungseffekts and to the critical "attitude" that the actors should adopt. The 

particular "attitudes" that Brecht recommended were those of learning, critique, 

pleasure and productivity, and in his last years "naivety", a keyword which 

combines all these. So in response to this new term, Brecht (1996) wanted the 

actor to take up the attitude of the person who wonders. A naive attitude, as 

Brooker (1998) suggests, would make the familiar strange, problematise the self- 

evident and signal in this way a dialectical movement from the ordinary to the 

original and innovatory. 

In this way, Brecht manages to create a dramatic form, as Williams (1971) 

comments, in which men are shown in the process of producing themselves and 

their situations and this is a dialectical form which is rooted in the Marxist theory 

in which, within certain limits, man makes himself. For the purpose of the success 

of this dramatic form, Brecht developed methods of writing, producing and acting 

which embodied a critical detachment. The intention is to show the action in the 

process of being made. The audience is confronted with a performance, a 

deliberate action in theatre, often with machinery of effects visible and with the 

passing of time and place conventionally indicated rather than assumed and 

recreated, which is a continual and explicit contrast with all those means that 

suspend disbelief before an illusion of reality. The action on the stage is shown, 

not lived. The consciousness of the audience and the distance between the 

audience and the action are both central to the style. The same elements of 

distance and demonstration were emphasised in acting as well. 

As Brooker (1998) points out, Brecht's objective was to use the resources of art to 

historicize and negate what was taken for granted by opening up in debate social 

and ideological contradictions so that these would provoke an awareness of the 

individual's place in a concrete social narrative. By the means of the artistic 

devices, Brecht tried to provoke change in the material world by changing 

"interpretations" in the analogous world of the theatre. Willett (1995) points out 

that the use of "dialectical materialism" fitted the use of the Shakespearean 

historical form in the two plays Brecht created during his exile years, Galileo and 

Mother Courage, which he called "chronicles". 

Styan (1996b) supports the idea that Brecht's great contribution to Modem Drama 

lies in his constant insight into the incongruities and contradictions of human 
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motive. His ironic approach to the material of his plays could produce an acute 

sense of ambivalence in his audience. Irony and ambivalence remained to the end 

the source of vitality in his drama since they would make the difference in the 

spectator's mind by offering him a variety of images that take him one step further 

from the drama. By the use of contradiction, Brecht explores what the modernists 

called, according to Lunn (1982), the "paradoxical" many-sidedness of the 

world. Viewing reality as a construction from relative perspectives and exploiting 

the aesthetic and ethical richness of "ambiguous" images and authorial points of 

view suggests that the writer no longer appears as the omniscient and reliable 

narrator but instead provides the audience with a limited and fallible vantage point 

from which to view events. Thus open-ended paradoxes are structured in a 

manner which suggests to the audience ways of resolving the contradictions 

outside the authored work, which remains for this reason intentionally unfinished, 

or provisionally the paradoxes synthesise the multiple perspectives. Furthermore, 

the paradoxes may be directed to a point at which an apparent irresolution 

emerges so as to confront the audience with a different, enigmatic reality. 

These characteristics of modem art underlie theatre's potential to enable the 

spectator to move from the passive stage of "being" to the active involvement of 

"becoming". By emphasising the process rather than the absolute finished 

product, modem theatre encourages people to approach their world as a system of 

continuous reconstruction and change and not as something which has been given 
from above in a perfect and complete form. It is in this sense that theatre is 

progressive. 

It is a fact that Brecht, as Braun (1999) remarks, never saw his method as 
finalised. Each production continued to be a learning process, with Brecht 

seemingly knowing less about the script than anyone else, and with welcoming 

suggestions from everyone. As Fuegi (1987) puts it very well, Brecht's 

productions were a "chaos according to plan ". Brecht has placed all the emphasis 

on the reaction of the audience and was therefore always cutting and rewriting his 

own scripts in order to avoid boredom or obscurity. Mueller (1998) writes that 

Brecht incorporated the audience in the context of his plays by handing out 

questionnaires after the performance asking them their opinions. These opinions 

were later used in rewriting the play. One may very well notice here that the use 

of this method employed a kind of Forum Theatre, which Boal later on 
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established in practice during the performance. 

4.5 Performative rather than Literary 

Like Brecht, Meyerhold, Piscator and especially Boal have worked on realising 
the same ambition: how theatre may enlarge the participants' ability to produce 
images of actions. For this purpose they all invented various techniques and 

conventions, already studied in the previous sections of this chapter. 

Hurwicz, as mentioned in Fuegi (1987), pointed out that the outstanding 

characteristic of Brecht's production style was the visual element of performance 

rather than the vocal. Brecht provoked an interesting response from the audience 

that watched Mother Courage scream in silence when she was asked to recognize 

the dead body of her son Schweizerkas. Steiner (1958) is very expressive in its 

description: "the sound that came out was raw and terrible beyond any 

description I could give of it. But, in fact, there was no sound. Nothing. The sound 

was total silence. It was silence which screamed and screamed through the whole 

theatre so that the audience lowered its head as before a gust of wind. And that 

scream inside the silence seemed to me to be the same as Cassandra's when she 
divines the reek of blood in the house of Atreus. It was the same wild cry with 

which the tragic imagination first marked our sense of life" (p. 354). 

Willett (1995) explains that Brecht was extremely sensitive to groupings and 

gestures and for this reason all the rehearsals were designed to tell the story in an 

almost silent film way. The embodied image in the actor's character and his 

drama would expand the sphere of imagination in the spectator. 

Meyerhold employed movement, gestures and postures in an attempt to exploit 
the expressive power of the actor. He produced dramatic scenes where words 

were limited to the most essential ones and instead symbolic images were 

projected. Piscator also managed to set his theatre free from the worm speeches of 
the actors of the naturalistic theatre by simultaneously developing the machinery 
that would take on an equivalent important role, that of the commentator-actor. 
Brecht, by employing conventions of commentary and exposition, offered his 

audience alternative images of their world. Going even further, Boal developed a 
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theatre that was primarily concerned with involving the participants in making 
images that would suggest a way towards modification and change. In all cases, it 

was action, not words that activated the participants' thought. The stimulation 

that the audience receives in communicating with images rather than words and 

making thought visible in this way, develops systematically the "will" -as used by 

Nietzsche (1999)- of the participant to move from the level of thinking and 

feeling to the level of action. 

This pairing of the Apollonian and the Dionysian element becomes both a wish 

and a practice in Boal's (2001) theatre. By avoiding spoken language, of which 

use may often result in giving ambiguous meanings, and creating concrete images, 

which signify the concept or theme in search, is, as Boal (1999) stresses, avoiding 

the dichotomy between the denotation of the concept which is accepted 

commonly and the connotation of that same concept that each individual has. 

With his Theatre of the Oppressed and later on his Legislative Theatre, Boal 

(1998) has made it possible to involve the people in a theatre event where their 

desires would be transformed into laws through the images of actions they 

themselves created for themselves. 
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CHAPTER V: THE CLAIMS FOR THE DRAMA-IN-EDUCATION 

The Theatre of Myth model proposed in this thesis also draws on the more recent 
tradition of the Drama in Education which is generally assumed to encompass the line 

of Slade (1958), Way (1967), Heathcote (1990), Bolton (1984) and more recently the 

work of Neelands (1997,1998) and O'Toole (1992) in particular. 

At first sight this tradition seems to satisfy many of the criteria for the Theatre of 
Myth. The claims of drama are said to be its popular and inclusive character, its 

social, progressive and transformational nature. But it is a tradition, which, until 

recently, had cut itself off from the field of theatre, and although references are made 
to the work of Brecht, in its insularity and opposition to performance and heritage it 

does not meet the criteria for the Theatre of Myth. 

The chapter will pay particular attention to the work of Neelands (1998) because of 

its value in proposing both the politics and aesthetics of the Theatre of Myth. He 

seeks to re-unite Drama in Education with radical political avant-garde practices. He 

introduces conventions, which are a means of democratizing theatre and a means of 

working in an inclusive and participatory way with myth. In contrast to the practices 

of Heathcote and Bolton, he stresses the importance of a dichotomy of space, of the 

influence of the idealized version of Athenian theatre in terms of its connections to 

citizenship and the practice of citizenship and its reflection on the broader cultural 

and political life of the people. 

This short chapter seeks to mediate between the theoretical considerations that 

founded the model of the Theatre of Myth and its practice, which is the subject of 

part three of the thesis. The main preoccupation of this chapter is to show the reasons 

why the "conventions" approach proposed by Neelands is considered as the more 

appropriate, compared to the "dramatic playing" approach introduced by Heathcote 

and Bolton, for the planning and structuring of the Theatre of Myth workshop. 
Therefore it will be organized around two main themes that (a) link the "conventions" 

approach to the expressionist theatres of the twentieth century and especially the epic 

theatre of Brecht as well as (b) differentiate the "conventions" approach from the 

"dramatic playing" approach. 
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5.1 Presentational instead of Representational mode of Performan ce 

When Brecht (1996) wanted to show how theatre can be a living resource with co- 

creators and participants, he wrote emphatically: "We shall make lively use of all 

means, old and new, tried and untried, deriving from art and deriving from other 

sources, in order to put living reality in the hands of living people in such a way that 

it can be mastered" (p. 109). 

Drama in education calls for theatre as a social event, a shared experience between 

the students themselves and between the students and their teacher, that will enhance 

their abilities, promote knowledge and open their horizons to new images of self and 

society. During this corporate creative act all the stereotypical roles concerning the 

teacher and student relationship, and the use of time and space in the classroom 

become concrete tools handled for the sake of creating a dramatic reality and perhaps 

a potential reality. One of the most important ingredients for the success of this 

promising outcome is conditioned by the intention to participate in the event. 

The field of drama in education has embraced many traditions which have supported 

different views on the role of the audience and the players in the drama. Not all have 

paid serious attention to the spectator and actor relationship. Cut off from the 

practices of the avant-garde theatres, the journey of the participatory models in drama 

in education might begin in the 1950s with the introduction of Slade's (1958) "Child 

Drama", which approaches theatre as "... an ordered occasion of entertainment and 

shared emotional experience; there are actors and audience differentiated. But the 

child, if unspoiled, feels no such differentiation..., each person is both ador and 

audience" (p. 2). That of course suggests that there are no onlookers but just 

participants in the drama. Also based on the theories of child psychology, Brian 

Way's approach in the 1960s has the same theoretical origins but, as Hornbrook 

(1989) underlines, largely abandons Slade's idea of child drama as art, in favour of a 

comprehensive theory of personal development. Based on the theories of child 

psychology, he sees school drama as an instrument through which the "natural" 

developmental processes that play encourages are restored, thus enabling the child to 

practice for adult life. For this purpose, Way (1967) argues that "drama is concerned 
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with the individuality of individuals, with the uniqueness of each human essence" 
(p. 3). 

Both Slade and Way ignore that learning is also a shared experience and approaching 
drama only as a tool for creative self-expression underestimates its potentiality as a 

social event, encouraging group experience rather than solitary experience. This 

emphasis on the self-absorbed play has, according to Neelands (1997), led to a 

dichotomy between the intention to experience and the intention to communicate the 

experience to another person. Bolton (1984) and Heathcote are the pioneers of this 

differentiation and, thus, make a clear distinction between the "existential" intention 

of "dramatic playing" and the "expressive" intention of theatre accordingly. Through 

dramatic playing activity Heathcote (1990) seeks to enable the students to develop 

skills in role-playing, to be in a position to "... know how it feels to be in someone 

else's shoes" (p. 49). The participants are expected to behave "as-if' and live through 

the dramatic experience, responding to it as "authentically" as possible at a life rate. 

Obeying the laws of the medium will enable them to create a living, moving picture 

of life. "Dramatic playing" is ultimately founded in the illusionary fabric of high 

Naturalism. 

Neelands' (1997) prime concerns about "dramatic playing" is that it often takes the 

form of uninterrupted periods of role-play where the participants behave the same 

way as Stanislavski's actors, that is "living through" the given circumstances of the 

imagined situation "as-if' those events were actually happening to them. 

Consequently there is no explicit differentiation between the public "me" and the 

private "self'. The players are encouraged to be psychically and physically involved 

in their own "internal experience" instead of creating a reflexive social representation 

of a common world. The obstacle for creating reflexive images is due to (a) the lack 

of audience and therefore the unawareness of an-"other" reality socially constructed 

and (b) the organization of the drama in a continuous role-playing activity with no 
interruptions and therefore the lack of a structure, which implies a more complex 

relationship between parts of the work than the conventional theatre work of linear 

connections of sequence or narrative. 
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Though somehow differentiated from drama in education, O'Neil's (1995) "process 

drama" still shares some of these characteristics: "Process drama is a complex 
dramatic encounter. Like all other theatre events, it evokes an immediate dramatic 

world bounded in space and time, a world that depends on the consensus of all those 

present for its existence. Process drama proceeds without a script, its outcome is 

unpredictable, it lacks a separate audience (... ), it gives access to authentic dramatic 

experience for the participants... " (p. xiii). The definition stresses the primacy of 

"dramatic playing" and the representational mode of theatre-malting. 

Both drama in education and "process drama", as Neelands (2000) points out, are 
based on the belief that the employment of the "dramatic playing" and 

representational mode of theatre promises a better and a more authentic outcome 

than by employing a performance and the presentational mode. The result of working 
in the representational mode, as the contemporary performance theory has shown, is 

to ignore the existence of an audience. Because its intention is to describe a 

performance that creates a "virtual" or "parallel" reality which co-exists with the 

audience's reality but does not inter-penetrate it, the representational mode applies 

realist and naturalist styles of theatre in which the performers inhabit the drama world 

represented on stage, creating in this way the illusion for the audience. 

On the contrary, the presentational theatre of Brecht and Boal recognizes what 

Williams (1973) points out, that "to succeed in art is to convey an experience to 

others in such a form that the experience is actively re-created -not "contemplated"; 

not "examined", not passively received, but by response to the means, actually lived 

through, by those to whom it is offered" (p. 51). Theatre's intention, then, is to 

demonstrate and interpret reality rather than offer an illusion, create analogies of life 

rather than life itself. Consequently, the audience's role is important in this act of co- 

creation. 
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5.1.1 Redefining the Audience and Constructing Alternative ways of 

Thinking 

The "conventions" approach stresses the existence of an audience because it 

recognizes the importance of the participants also functioning as active onlookers. 

Neelands (2000) argues that instead of having the whole class conforming to a 

monolithic "consensus" where the participants are bound by the space and time of a 

singular drama world -since they are denied any dichotomy of space- the drama 

teacher should organize workshops which encourage group work and give emphasis 

on them developing convergent but different dramatic responses through the use of a 

variety of conventions. By the use of conventions, the role of the audience is 

redefined under the umbrella of the "theatre event". The performance is not 

necessarily made for another audience, although it could, but for the participants who 

are present in the theatre event. The participants work through the meanings of the 

theme and the ways of presenting it by taking the double role of the spect-actor. That 

is to say that the "conventions" approach re-conceptualizes the property of the 

metaxis since within the theatre space the participants act both as performers and as 

audience who comment on the drama or the dramatic character not only when this is 

presented as a finished form for discussion among the whole group, but also at the 

time when the form is negotiated and created by the participants. This form of work is 

associated with the epic theatre of Brecht and the participatory forms of theatre of 

Boal which seeks to create a physical and psychic relationship between the actor and 

the spectator by sustaining a dichotomy of the theatrical space that keep the 

participants alert at all times. 

In his book The Pedagogy of the Oppressed, Freire (1996) stresses that the 

prerequisite for the practice of freedom in education is to enable the oppressed (the 

students) to perceive the reality of their oppression not as a closed system from which 

there is no exit but as a limiting situation that they can transform. What this primarily 

entails is the construction of concrete meanings that can be concretely approached. 
In drama the need to transfer meanings in concrete situations in which the 

participants can confront and change them is manifested by the application of certain 
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internal and external rules and conventions that are responsible for establishing and 

controlling the development of the dramatic world. 

The new Drama paradigm, as introduced by Neelands (1997), attempts this 

combination of the presentational and representational mode in the making of theatre. 

Acknowledging that the development of participatory methodologies in the drama 

education tradition has been isolated from the development of similar ones happening 

in the avant-garde theatres, as a result of which their history begins with the 

developmental psychology of Piaget, Vygotsky and Bruner instead of the social and 

cultural theories that fed participation in the political avant-garde theatres, he 

suggests a definition of theatre that may encompass the two. Therefore, he writes: 

"theatre is the live experience that is shared when people imagine and interact as if 

they were other than themselves in some other place at another time. Meanings in 

theatre are created by the actor, for both spectators and other participants, through 

the fictional and symbolic uses of human presence in time and space. These may be 

enhanced by the symbolic use of objects, sounds and lights. Theatre is understood 

through its conventions, which are indicators of the ways in which the plasticity of 

time, space and presence can interact and be imaginatively shaped to create different 

kinds of meanings" (p. 201). 

Neelands (1997) not only understands the social implications of approaching drama 

in education as belonging to the broader theatre tradition, which I will explore in the 

next section, but also recognizes theatre as "... a rule bound activity" (p. 200). He 

acknowledges that theatre is a construction, an artifice which only comes into being 

when a contract has been established to frame an event as theatre. By introducing the 

"conventions" approach, he removes the illusionary fabric of naturalism and 

substitutes it with the non-illusionist presentational mode in which the audience's 
interaction in the theatre-making is more than necessary, it is compulsory. The 

participants are, then, urged to approach the dramatic world as an imaginary 

construction which is demonstrated and, which is therefore permissible to be 

constantly tested and modified against the existing imaginaries of their own world. 

The notion of theatre as a construction is made even more explicit in Neelands' 

(1997) definition of theatre as an "elected context". We choose to do theatre. But 
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when we do so, we need to pay attention to the fact that theatre is a special mode of 
live experience, bracketed off from real life, bounded in particular time and space 

which separate it from life. It requires therefore, O'Neil (1995) adds, that the actual 

situation be masked and controlled so that a selection process will take place to define 

and articulate particular aspects of human behaviour within the virtual world, which 

operates with no constraints other than those imposed by the laws of the medium. 

Bolton (1984) and Heathcote (1990) also acknowledge that drama operates as an 

"elected context", which strengthens the belief that the fictitious world is not "given" 

but actively construed by its participants, so that, as Bolton points out, submitting to 

its experience is tempered by its treatment as an object. This suggests that a certain 

degree of detachment from the dramatic experience is permitted to enable a scientific 

examination of situations, behaviours and characters. It is after all, Bolton (1984) 

states, in its capacity to separate and objectify an event as well as break down 

established concepts and perceptions that drama can claim to be a tool for learning. 

But does "dramatic playing" actually allow this distance to exist? 

The lack of audience in Heathcote's free play and O'Neil's "process drama", in 

which all the participants behave in role at the same time, denies the participants to 

behave as spect-actors. It may be true that with the teacher-in-role and the whole 

class in role drama in education rediscovers almost a Thespian theatre where all the 

participants are part of the feast. The convention of the teacher-in-role, which is also 

linked to the Joker in Boal's Forum Theatre, is introduced, as Wagner (1998) 

explains, to heighten the participants' sense of seeing while they are engaged in the 

dramatic action. The argument for this convention is that taking on a role and acting 

in role can help the participants to develop a point of view but also places them in a 

position which enables them to find a point of view, for they can see its results in 

practice. But does whole class role-playing enable the participants to become, as 

Bolton (1984) suggests, both "percipients" and "structure operators"? 

It is interesting to note that whereas the convention of the teacher-in-role is linked 

particularly to the theatre of Thespis, when the former is used as the main medium in 

drama work, the differences between them are greater than their similarities. I am 

referring to the dichotomy of space existent within the Thespian theatre. As I have 
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described in chapter one, there was always an audience other than the participants 
involved in the lyric dialogue between Thespis -the actor- and themselves as 

choreutai. Its storytelling form lent Thespian tragedy an immediacy to the degree that 

the audience could be involved in the drama psychically. Thespis, the actor, was 

addressing the audience directly as if it were a part of the action so that a partial 

transformation would take place: the spectators would never become the performers 

on stage but they would get involved in the making of a collective story through 

participating psychically with their own individuality, as if completing the pieces of a 

common puzzle that the actor set out for them. Since Thespian theatre was in fact 

conceived as a theatre event and not as a performance in its traditional sense, it 

became the "poetics" that embodied stories of the collective lives of the people who 

were present in that event. 

Even though the last point may be true for "dramatic playing" as well, Neelands 

(2000) points out that unless the participants speak in role from within the bounds of 

the drama, they can have no other voice. The participants' learning is the outcome of 

the "real" experience they have of "being" in the dramatic situation. In this respect, 

the participants become involved in the drama by means of empathy, the most 

obvious characteristic of representational theatre. Ultimately, we are talking about a 

theatre of cathartic understanding that is based on what is "felt" or "experienced" 

rather than on what is said and done. 

Acknowledging the importance of self-distance in play, Neelands (1997) stresses that 

drama should focus on the students' ability to be self-distanced so that they will 
develop a social behaviour that will contribute to the creation of a common 

-"external"- rather than internal world. The new Drama paradigm, therefore, that he 

proposes, intertwines the process of organising one's private experience with the 

process of communicating an experience publicly to others. In this way, the students 

participate directly in the making of theatre, something which corresponds to the need 

"... to reintroduce the dramatic representation of "social acting" -the aesthetic actor 

as representing a social actor, the stage as representing the "public sphere" "(pp. 

191-192). 
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Peter Mclaren (1988) characterises teachers, and especially drama teachers, as 
"liminal servants" whose duty is to engage in a kind of pedagogical surrealism that 

disturbs ordinary perceptions. The concept of "liminality" is taken from Victor 

Turner's (1982) anthropological studies in ritual and theatre, who describes it as a 

social state, often an initiation or rite of passage in which the participants lose their 

usual roles and status. "The liminal period is that time and space betwixt and between 

one context of meaning and action and another" (p. 114). In this state the participants 

are neither what they have been nor what they will be. They are caught up in a 

process of separation, transition and transformation. In the "liminal" state the 

participants are engaged in the activity of defamiliarization, which aims, according to 

Shldovsky (1965) to impede perception, to force the participants take notice and see 

anew. This defamiliarization relates to Brecht's Verfremdungseffekt. As I have 

explained earlier in chapter four, by the use of the Verfremdungseffekt, a dichotomy of 

space is realised which accepts the existence of a social space outside the bounds of 

the drama world. In this way the participants can function as spect-actors, a double 

role which enables them both to present their characters and the dramatic situations 

and to comment and reflect on the dramatic world from the outside as spectators. 

To dichotomise the aesthetic space is to create the double reality that the participants 

need for self-observation and thus gain what Barba claims, "... the possibility of 

changing ourselves and thus changing society" (cited in Innes, 1993, p. 11). To 

understand this deeper, one needs to look into the tradition seeking avant-garde 

theatres -such as the theatre of Schechner, Barba and others- which employ elements 

of ritual in attempting the transformation of the stage, as Innes (1993) explains, into a 
laboratory where a process of researching is encouraged to move the participants 
from one perspective of life to another. 

The use of the holistic and transformational experience of ritual in drama enables, 

according to Neelands and Goode (1995), the transformation of the abstract world 
into one which reflects the abstract world both physically and concretely. Through 

participating in a ritual the participants can experience their conscious self physically 

while at the same time they are able to experience an alternative reality psychically: 
"not yourself but not, not yourself' (p. 45). Because ritual exists in the margins and 
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creases of meaning, the participants experience a reality of being an-"other" without 

knowing in what ways they are "others". This creation of the "other" is emphasised in 

drama practice through the use of conventions which take up the role of the meta- 

languages of the ritual aesthetics to create a symbolic language. The "conventions" 

approach attributes to drama a dialectical rather than didactic form of learning. 

Neelands (1984) explains that drama "... is to do with drawing out, through open- 

ended questioning and talk, the consequences for us in our actual lives that have 

emerged in the imagined world of fiction " (p. 56). 

A "laboratory theatre" approach requires a certain structure of the theatre, event that 

will enable the participants in this critical study and exploration of a particular human 

behaviour or experience. The "conventions" approach departs largely from Brecht's 

epic theatre and re-introduces the episodic structure of drama. 

5.1.2 Episodic Structure 

Unlike Heathcote's (1990) "dramatic playing" where the children take up a role to 

improvise responses towards the teacher-in-role in a continuous dramatic activity 

with no interruptions, the episodic structure in the "laboratory theatre" of Neelands 

(1998) allows the gradual articulation of a complex dramatic world and enables it to 

be extended and elaborated. "Dramatic playing" fails to give the child a critical 

standpoint or a framework for making objective and evaluative judgments because it 

does not allow the participants to stop the action and step back in order to look at it 

from a distance. 

Instead of the linear, sequential forms of narration associated with oral and written 

narrative traditions, the "conventions" approach draws from a heritage of 

performance from both western and non-western traditions, rather than literary texts. 

Neelands and Goode (1995) point out that "the three-dimensional quality of live 

performance releases us from the diachronic narrative or written-down stories; 

stories in words. Using space, rhythm, mask, objects, light and physical action 

creates the possibility of radical, synchronic forms of story -as collage, montage or 
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hyper-text, rather than as a tale to be told. We are also consciously using narrative 

conventions from film and mythic ritual" (p. 47). 

It is not difficult to recognize in this statement the theory that foregrounds the epic 

form of Brecht's theatre. The "conventions" approach as suggested by Neelands 

(1997) stresses the necessity to approach drama as a workshop where the action is 

interrupted in order to be examined closely. The use of various conventions, each for 

a different purpose, as Neelands (1995) describes in Structuring Drama Work, 

enables the participants to look at different episodes of the story, different attitudes, 

different perspectives of characters or meanings and different ways of approaching 

and performing a dramatic incident. But how does this happen in practice? Are we 

involved as participants in an endless number of still images, narrations, 

improvisations that are disconnected from one another and which deny us an 

emotional engagement? 

Fleming (2001) implies so when he refers to Norman's (1999) observation on the 

new "consensus" of Drama Education in practice. Characteristically he writes: "it 

was largely mundane, sequential and cognitive, involving endless still images, 

exercises and an overwhelming concern with finding outer forms, most of which were 

deeply pedestrian" (p. 3). But for someone who has watched Neelands working with 

the "conventions" approach must know that it is certainly not true that the 

participants are involved in a meaningless process of exercises for the sake of the 

conventions or that they are not emotionally engaged in the drama. From my own 

experience of being involved in numerous workshops with him, the "laboratory 

theatre" approach is always organized around a particular social story-theme which 

the participants are set to explore by isolating moments of special interest in different 

episodes. The conventions are selected beforehand to serve the objectives of the 

drama. Therefore, the workshop is coherently structured so that the participants do 

make sense of the narrative underlying the drama and are capable of progressing the 

story from one stage to another, through different episodes which in the end create a 

meaningful context but not necessarily a final context that denies further reflections 

and alterations. The participants can be emotionally engaged in the dramatic situation 
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created in a particular episode but are simultaneously given the chance to be critical 
towards it because of the gap that exists between the episodes. 

I would suggest that the "conventions" approach to drama creates the dramatic 

process that Cockett (1998) searches for, in which "... the children and the teacher 

move back and forth across the threshold between the real world and the fictional 

world of the drama, at the same time involved and detached, committed and critical" 
(p. 67). Cockett goes on to stress that the drama class reflects in this respect the 

objectives of the epic theatre of Brecht: 'Me participants work towards a change in 

understanding by shifting between inside and outside viewpoints, faithfully creating 

aspects of human social life while keeping a critical view on what they are doing"(p. 

67). 

If drama in education sees its role as challenging and promoting knowledge then it 

should enable the student to behave with a consciousness, an awareness of who he is 

and what he wants to realize rather than behave, in Freire's (1996) words, as "the 

possessor of a consciousness: an empty "mind" passively open to reception of 

deposits of reality from the world outside" (p. 56). The distinction Freire makes 

between being accessible to consciousness and entering consciousness is essential for 

liberating education from its "banking" concept in which "... the scope of action 

allowed to the students extends only as far as receiving, filling and storing the 

deposits" (p. 53). 

"Dramatic playing" fails to move beyond the "banking" concept of consciousness 

because it does not allow the student to perceive the dramatic world, whose creation 

is strongly dependent on the teacher's conception of that world, critically. In contrast, 

the "laboratory theatre" approach entails a dynamic course of learning where the 

participants are involved in the process as co-authors and co-creators in the 

construction of an alternative reality. The interruptions in the theatre event enable the 

participants to comment on the action and generate other points of view that become 

tools in shaping or reshaping concrete reality. Drama, then, plays the role of a catalyst 

in problem-posing education, which according to Freire (1996), is "... constantly 

remade in the praxis. In order to be, it must become"; it "accepts neither a "well- 
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behaved" present nor a predetermined future" and therefore "roots itself in the 

dynamic present and becomes revolutionary" (p. 65). 

S. Z. Theatre and Drama in Education 

First of all let us look more deeply into this need to recognise drama in education in a 

larger cultural context. Since working within the drama can only be comprehended 

within a particular social context, it should make sense that the genre of drama in 

education cannot function in a vacuum but only within a specific cultural context. To 

understand this connection better, let us follow Geertz (1983) on his suggestion that 

one people cannot apprehend another people's culture or another period's 

imagination neatly as if it were their own because they are always bound by the 

imaginative and moral matrices of their own history and culture, which, while they 

will intersect in complex ways with other forms of consciousness, will never allow 

the latter to be theirs in the sense that they can inhabit it. Geertz (1975) goes further 

to suggest that our everyday impressions of human life are found organised and 

structured in literature. Art becomes a powerful instrument through which the 

assorted experiences of everyday life are turned into intelligible experience. 

Maclntyre (1999) stresses that point even further by saying that in answering the 

question "what am I to do? ", one first needs to answer the question "of what stories I 

find myself a part? " (p. 216). In other words, individual life is only intelligible as 

long as it belongs to a cultural surrounding. 

By the same token, for students to make sense of the meanings offered for 

investigation in the drama, the drama teacher needs to consider and include in her 

planning the cultural background of the participants. Hombrook (1989) explains that 

the understanding of the pupils is circumscribed both by their own histories as well as 
by the cultural field against which they are identified. Bruner (1996) stresses that 

mental activity cannot be understood unless it is situated within the immediate 

cultural setting and its resources, the very things that give mind its shape and scope. 
To learn, remember, talk, imagine requires participation in a culture. 
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For these reasons the drama teacher should recognize theatre as a cultural space 

where, as Counsell (1996) suggests, the existing blueprints for theatrical production, 

which circulate within it, provide the ideas and parameters within which practitioners 

think and work. Besides that, " in recognizing theatre we perform what is essentially 

an interpretative act. We read its elements as "signs"; taking them to first signs the 

event's general cultural identity" (p. 5). The notions that participants bring to the 

event operate as cultural "frames" which tell them how it is to be addressed. Because 

culture makes such frames available, theatre proves so elastic: once the participants 
have established the correct identity, the production itself can interrogate it. 

If we accept that our understanding and interpretation of an action is never entirely 

free but is dependent on our cultural discourse, then it is important that we make use 

of it. Counsell (1996) urges us not to forget that as these cultural codes express 

existing social meanings which parallel those of other cultural objects and activities, 
in the same way theatre deals in concepts which already hold cultural currency. 

It would be learning in a vacuum if the participants in the drama did not have 

knowledge of these theatre elements that produce meaning and furthermore develop 

the abilities to make use of them. In order to help them in this task, the teacher should 

not exclude them from the making and organization of the experience but instead 

involve them in this act of co-creating the drama event. In other words, their role is 

not limited to responding to the drama, as Heathcote (1990) implies when she insists 

that "teachers are creators of learning situations for others... concerned in 

"arranging" their material in such a way that by meeting the material the pupils are 

changed or modified in some way" (p. 50). 

Instead the "conventions" approach, Neelands (1997) explains, offers the students the 

opportunity to choose the means of their own dramatic representations, by 

introducing them to increasingly wide and complex choices of means for depicting 

the world. In a way, they democratize the theatre event because they offer to the 

participants a wide range of theatre styles. The participants can choose the one that 
best serves the needs of the dramatic objective but also accords with their particular 

ways of expressing their ideas. Although one may argue that the structure of the 

workshop is already made and followed by the drama teacher according to the 
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educational and dramatic objectives he sought to realize, and the participants have no 

other choice but to conform to it. Nonetheless, because it includes a variety of 

conventions, the drama is better able to address a larger number of students than 

perhaps it would in those cases where the workshop consisted solely of role-playing. 

In this respect, the "conventions" approach does in fact acknowledge the diverse 

ways of learning. 

Whatever the plan, Neelands (2000) supports that " it is not complete until it meets 

with and is mediated by the different live(d) experiences of the students who enter the 

drama space. We recognize that these students do not come to us as "human 

beings" but rather as "human becomings" -we believe that what we do is planned 

to help them in this journey of becoming. We try by all manner of means, deriving 

from art and deriving from other sources, to put living reality in the hands of living 

people" (p. 8). The new Drama paradigm, introduced by Neelands (1997), decentres 

texts and playwrights with the emphasis on the workshop rather than the textual 

approach to drama. The text is a performance text created through the use of signs 

and symbols, objects, masks, physicalization and the creation of a plastic space. The 

cornerstones of the Modem Drama paradigm are set aside by the performer and the 

performer-audience relationship which, then, realize Schechner's (1994a) claims to 

"situate theatre... among performance genres, not literature. The text, where it exists, 

is understood as a key to action, not its replacement. Where there is no text, action is 

treated directly" (p. 28). 
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PART III: A PRACTICAL EXAMPLE OF THE PROPOSED THEORY 

My research has departed largely from an intrinsic interest as well as from the 

pragmatic situation of the contemporary educational system of Cyprus -as clarified in 

the Introductory chapter- to explore the ways in which art may be connected to life 

so that the young people of today can gain the right to participate as social actors in 

creating their culture. The first part of the thesis explored the ways in which the 

classical culture of fifth century BC Athens can become an example for contemporary 

practice. Athens is the paradigm of a "performance" culture where theatre played a 

social role. Operating as a 'continuum to the other social and cultural performances of 

the polis, as I have shown, Athenian tragic theatre took its material frompolitical life 

to address and respond to the citizens' needs at the particular socio-historical time. In 

the second part of the thesis, I have discussed the attempts of many avant-garde 

theatre practitioners of the twentieth century to re-introduce the democratic theatre of 

fifth century Athens, a fact that strengthens the arguments set forward by the Theatre 

of Myth. Through exploring the form and content of the practices of Brecht and Boal 

as well as the practices of the drama-in-education tradition with a special reference to 

the work of Neelands, I have identified and proposed the special features that form 

the foundation of the democratic Theatre of Myth: inclusive, social, transformative, 

peformative, progressive. The establishment of this model of theatre that I propose 

seeks to access ways that produce a dialogue between the past and the present so that 

the young people of contemporary Cyprus may deconstruct and reconstruct from the 

start the stories and their meanings they have inherited from their-ancestors, so that 

they will make sense of their public and individual lives within the particular 

narrative of a culture they belong to. 

While conducting this theoretical research, I realized that to make the arguments of 
the thesis stronger, it seemed important to show a practical example of the proposed 
theoretical themes that underlie the thesis' narrative. Therefore, at this chronological 

point in the course of my research, I decided to go ahead with a limited case study 
that would not of course seek for generalizations of theory but only serve as another 

mechanism that can provide further understanding of and information about my 

proposed theory. Part three is comprised of three chapters. Chapter six describes the 
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methodology I followed and the means I used to realize the case study. Chapter seven 

provides analysis of the various approaches on the myth used for the workshop by the 

tragedians and contemporary playwrights, and also explains the way the workshop 

was planned so that it would correspond to the theoretical themes that establish the 

model Theatre of Myth. Chapter eight presents, interprets and evaluates the findings 

by referring to the theoretical themes proposed in the previous chapters. It also 

suggests some criteria that can by used to evaluate the establishment of the Theatre of 

Myth in practical workshops. 
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CHAPTER VI: THE METHODOLOGY OF THE CASE STUDY 

The case study explores in practice the extent to which the application of my 

proposed theory has made more progress to the initial problem as this is described in 

the Introductory chapter as well as the extent to which the lessons in the classroom 

environment managed to involve the students and achieve the theoretical directions of 

my proposed theatre model. Such a case study is interested in, to use Stake's (2000) 

own words, "drawing attention to the question of what specially can be learned from 

the single case" (p. 435). I have taken as a starting point that the present case will 
have no ambitions whatsoever to generalize beyond its actual practice but instead that 

it will be used as a limited example of practice that may provide further insights into 

and understandings of the theory. It does not seek to prove but rather to explore and 

therefore, in Levi-Strauss' words, "dig beneath the surface" 

Case studies have been used widely in the drama-in-education tradition. Heathcote's 

and Bolton's (1995) Mantle of the Expert, O'Neil's and Lambert's (1990) Drama 

Structures, Neeland's (1984) Making sense of Drama, Morgan's and Saxton's (1996) 

Teaching Drama, Booth's (1987) Drama Words, Winston's (1998) Drama, Narrative 

and Moral Education are just a few texts that explore theoretical themes further 

through practical case studies. These practices share with my proposed theoretical 

model of theatre the same perspectives: (a) they, too, suggest that theatre should be 

approached not as a finished product, but rather as a laboratory that provides the 

conditions for a long-term process of constant experimenting and learning, and (b) 

consider significant the planning of the theatre event according to the particular needs 

of the participants. 

Brecht himself worked on the same basis so that he would make his theatre local and 

more democratic. The constant rewriting of his scripts, a response to the different 

socio-historical periods of time and the particular audience's needs, are proof that 
Brecht acknowledged each theatre event as a single case study that had to be 

examined carefully. It is in this way, as I have described extensively in chapter four, 

that he could provide continuous information to the theory of his theatre and reflect 
on its form and content. I am interested in using the present case study research the 

same way. I have also shown through the re-workings of the myth of Electra by the 
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three tragedians of fifth century Athens how a case study research -because that is 

what it was- could explore ways of different manipulation of the content and form of 

theatre practice. 

What these examples share is precisely "the attention they give to the individuality 

and uniqueness of the participants and their context, and to factors and processes 

within that context ", as Robinson (1990) suggests when arguing in favour of the case 

study research (p. 10). In other words, the case study situates and examines the 

theoretical themes of the research in locality, a factor which in my Ixoposed 

theoretical model of theatre plays essentially the main role. It is also for this reason 

that Geertz has illuminated my case study work. 

Geertz's (1973,1980,1983) work in the field of anthropology has predominantly 

taken the form of case studies of isolated communities within which he lived and 

worked to observe and participate in their own special cultural environment so that he 

could capture the complete lived experience of the natives. His thick descriptions are 

grounded in a natural setting so that his investigation of that world can provide 
description and explanation of the meanings and significance that can be drawn from 

the particular actions and behaviour as these occur in what he calls "a cultural 

network saturated with meanings" (cited in Eisner, 1991, p. 112). As Hitchcock and 

Hughes (1995) explain, ethnographers are interested in pursuing a qualitative 

research orientation that `places individual actors at its center" and underlines 

emphasis "upon context, meaning, culture, history and biography" (p. 25). The 

understanding and discovery of local meanings is the purpose of such studies. 

Winston (1998) points out that Geertz's anthropological studies ̀provide a model for 

the literary, narrative case study whose purpose is to construct an accurate, 

convincing picture of social reality" (p. 92). On the other hand, this method of 

participant observation, Tedlock (2000) remarks, is an oxymoron since it implies 

simultaneous emotional involvement and . objective detachment. However, this 

methodology is widely accepted on the belief that it can produce documentary data 

that somehow reflect the natives' own points of view. Especially Hammersley and 
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Atkinson (1983) argue that all social research is essentially a form of participant 

observation since we cannot study the social world without being part of it. 

For this reason I have chosen to reject other research models, which are based on 
large-scale projects and seek to provide evidence of quantifiable and statistical data. 

The so-called neo-positivist methods are rooted in the work of the nineteenth century 
French philosopher Auguste Comte who, according to Kincheloe (1991), argued that 

human thought progressed through three stages -theological, metaphysical and 

scientific or positivist stage- and of all three stages only the latter could demonstrate 

truth. This stage of thought depends, as Taylor (1996a) explains, on sense and 

observed data rather than the intuitive or felt experience and so points out to the 

knowledge one can receive from what one sees and furthermore what one sees is 

often only valid if it can be counted. But if we are interested in stories, 

"contextualized, single instances" -to use Winston's (1998, p. 92) definition of case 

studies- then to apply neo"positivist methods of research in drama is to reach false 

conclusions. 

Denzin and Lincoln (2000) remind us that qualitative research seeks to understand 

rather than to explain. This is one of the most critical differences between qualitative 

and quantitative research. Qualitative research emphasizes the quality of entity and 

the processes and meanings. It suggests that reality is socially constructed, the 

researcher is involved in what he studies either as participant observer or merely 

observer, and it also accepts the situational constraints that shape inquiry. The value- 

laden nature of inquiry cannot be measured in terms of quantity, amount, frequency 

or intensity, as it is the case for quantitative research. The latter is interested in 

analyzing and measuring the causal relationships between variables, not processes. 
Drama is interested in exploring the processes and the behaviour of the participants, 

which is embedded in them. Qualitative study is thus closer to its focus than 

quantitative study. As Denzin and Lincoln (2000, p. 10) add, "qualitative 

researchers ... see this world in action and embed their findings in it", just as drama 

teachers do. 
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Individual behaviour cannot be measured but only interpreted, which is exactly what 
Taylor (1996b) implies when he argues that: "truths are constructed from within the 

circumstances in which people find themselves, and just as those circumstances may 

change at any given time, so might the truths" (p. 26). But this is also a conclusion 

one can reach when ignoring certain weaknesses of the case study research, 

particularly when it comes to my limited case study research, which is comprised of 
four groups involved in the same type of work that seek to achieve the same goals. 

All these may be seen in comparison in terms of the participants' achievements and 

the teaching method's achievements, nonetheless the problematics of defining the 

results rigidly are still there. But again this case study research is not interested in 

generalizations but wishes to "refine perception and to deepen conversation ", as 

Eisner (1991, p. 205) very well puts it when arguing for the quality that the case study 

offers. 

To control the problematics of the case study as much as possible, I used multiple 

sources of evidence. For qualitative casework, these procedures are called 

"triangulation". In Stake's (2000) words, this means: "a process of using multiple 

perceptions to clam meaning, verifying the repeatability of an observation or 

interpretation" (p. 443). Denzin' s (1970) categorization of different types of 

triangulation apply in my case study work as follows: 

(a) For data triangulation, what Denzin (1970) defines as evidence from differing 

points in time taken from the same context or from differing localities, I used 

two different schools and within each school two different groups and I also 
divided each group into smaller groups of work. 

(b) For investigator triangulation, what Denzin (1970) defines as multiple 

observers, besides myself, acting as a participant observer, there was always 

another observer for each group during the whole process of the workshop. I 

managed to have the same observer for every two groups. 
(c) For method triangulation, what Denzin (1970) calls within-methods 

-replication using the same techniques- and between-methods -using more 

than one method within the same stud}, I followed the same pattern of work 

and used the same theatre conventions with all four groups. I also used 



The Methodoloey of the Case Study VI -163 - 
questionnaires for the students and interviews with both the observer and the 

students besides the information I received from the students' participation in 

the workshop. 
(d) For theory triangulation, what Denzin (1970) defines as multiple theoretical 

perspectives, I structured the workshop on the same themes proposed in the 

theoretical research of the thesis. The connection between the theory and the 

practice would provide me as a researcher with more than one viewpoint. 

There are five stages I followed in the case study work: 

(a) Selecting the myth and designing the theatre workshop and its objectives 
(b) Selecting the schools and the groups of students with whom I would work 
(c) Doing the workshops and gathering the data 

(d) Analyzing the data 

(e) Presenting the findings 

I tried to maintain the same pattern of work with all four groups so that I would be 

able to compare them afterwards. This does not mean that I was guiding them 

towards certain directions, which may have been influenced either by what I had in 

mind when planning the workshop or by the responses of a certain group, with whom 
I had previously worked. The three stages of the workshop that each group had to go 

through were not conducted in a row. So sometimes one stage of work in one group 

may have followed the same or different stage of work in another group. But there 

were times when one stage of work in one group followed the second and third stage 

of work in the same group. Generally, the time gap between one stage of work and 

another in the same group was no more than a week at most, and all stages of the 

workshop for all four groups were completed within a period of one month. 

The bridging of the time gap between different episodes is familiar to most of the 

students through TV series and soap operas, so I did not think of it as an obstacle to 
their engagement in the next episode. Rather, because I structured the whole theatre 

event episodically, I was able to respond to the constraints imposed by the students' 
curriculum and, at the same time, take advantage of this time gap to enable the 

participants to distance themselves even more from the drama. As Neelands (1998) 
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stresses, "an -episodic structure gives greater flexibility -you can extend or shorten 

the sequence of episodes according to the needs and interest of the group "(p. 64). In 

my case, the use of the episodic structure gave me the opportunity as a researcher to 

work under the same constraints and problems that teachers face everyday. Since I 

wished for my proposed theatre model to offer new insights in the approach of culture 

by the educational system, it was important that I dealt with the realities of the 

classroom and the pre-arranged school schedule. 

6.1 Selecting the Myth and Designing the Theatre Workshop 

Two factors were significant in the selection of the myth: 

(a) First and foremost, I wished to propose my theatre model as a way of 

democratizing the myths for the young people of contemporary Cyprus to 

recreate their meanings by situating them in their own local environments, and 

(b) I wanted to deal with the problem identified in schools today concerning the 

cutting off of art from life, which leads to the exdusion of young people from 

their culture. As I explained in the introductory chapter of the thesis, the 

educational system of Cyprus denies young people access to and participation 

in the re-construction of their culture. 

For these two reasons, I decided to follow the curriculum for the teaching of 
Sophocles' Antigone in the second grade of the Lyceum. Although in the beginning I 

was told formally by the group of teachers who are responsible for the writing of the 

curriculum of dramatic poetry in the Ministry of Education that Sophocles' Antigone 

would be taught to all classes of the second grade during one school term in seven 

teaching periods, I found out while conducting the workshop that the play was 

substituted by Sophocles' Aias. Because the curriculum was under construction at the 

moment, several changes took place. Sophocles' Antigone was finally decided to be 

taught in forty-seven teaching periods to the classes that chose ancient Greek 

literature and classic studies. But this was not an obstacle at all to the conducting of 
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my workshop. On the contrary, the long period of time over which the play is to be 

taught is an even stronger argument for the teaching of the myths through theatre. 

While I was in the process of a further research on the myth of Antigone and 

surprisingly finding out that not only all three tragedians dramatized other versions of 

it but also contemporary playwrights produced many more versions of the same 

myth, I found it very interesting to see how Antigone can be manipulated again -to 

use Brecht's (1996) characteristic phrase- in the "hands of the living people", and 

how students would negotiate the meanings of this myth in their local environment by 

actively participating in its reconstruction, based on how they understand their 

individual and collective lives and on their abilities to act as social actors in a cultural 

event. The result would now not be the product of an authored work but the product 

of an oral culture, which is essentially created as the participants negotiate meanings 

and roles performative and not literary. 

Apart from that, the myth of Antigone, as old as it may have been, was still a story 

about making choices, which involve certain conflicts as well as contradictions 

between our private selves and our communal lives. I decided, then, that designing 

the workshop around this theme, it would certainly work as a pole of attraction to the 

young adolescents. Often adolescents are involved in philosophical debates about 

various social matters they are concerned with. In this somehow intellectual attempt 

to make sense of their individual selves and the ways they may relate to their 

immediate or broader social environment, the young adolescents dispute and 

challenge the status-quo, the "normal" ordering of human life. The myth of Antigone 

seemed to be the story that could provide this nest in which the students could 

discover themes that are connected to their everyday life, and in this way identify 

more with the characters and their situations. Because the drama seeks to 

problematize and offer stimuli for further consideration and discovery, I considered 

this connection between the themes of the story and the preoccupations of the young 

people a very important element. Henceforth, I focused my drama work around this 

subject matter, which was looking at the conflicts and contradictions between private 

and public roles, private and public interest. 
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The structure of the workshop and the objectives that it would seek to realize were 
designed according to my theoretical themes, which refer to a Theatre of Myth that is 

inclusive, social and transformative, performative and progressive. 

6.2 Selecting Schools and Groups 

6.2.1 Selecting Schools 

What was catalytic for me to work with the second grade of the Lyceum (sixteen 

year- olds) was the fact that students were entitled to choose theatre as a two teaching 

period course a week, and therefore they would have some knowledge and experience 

of how to work theatrically. Being aware of the limited time I would be given by the 

school authorities and the Ministry of Education to work with the students, I needed 

to ensure that I would not have to consume any of this time to explain the students 

how to work dramatically, how to act in dramatic situations. So at first I looked at 

local Lyceums that offered theatre classes (since they are not run in all Lyceums). 

Among the limited number of schools that offered these classes, my formal request 

towards the principle of each school to do research in their schools was finally 

accepted by two schools. Teachers who taught either the subject of dramatic poetry or 

the subject of theatre showed tremendous enthusiasm in watching this kind of work 

that I had described extensively in my letter, and receive other perspectives on the 

way they could organize their courses. I thought of this as an important element in the 

good operation of my research since good co-operation with the school and the 

teachers can be catalytic in the success of the research. But also, given the constraints 

of my time, I decided to go ahead with these two schools without waiting for the 

replies of the rest of the schools I contacted. 

Another important factor in deciding on these two schools was the fact that the 

majority of the students in the two public schools were of the same socio-economic 
background (middle to higher social classes). Since my case study work was not 
interested in drawing generalizations, I decided that the more variables between the 

groups could be controlled, the better outcome I would have. 
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6.2.2 Selecting the Groups 

Although I have already selected the two schools for what I saw as positive sides, one 

of the schools could not offer me classes from the second grade, which had chosen 

the course on theatre. That was because of the practical difficulties to bring those 

students together at certain periods to participate in the workshop since the periods of 

their theatre courses overlapped (the second grade classes are not homogeneous at all 

teaching periods because they choose different subjects). This school, which I will 

refer to as school "POSEIDON" or for brevity as "P", offered me instead classes 

from the first grade (fifteen year-olds). I may have dismissed this possibility earlier 

but, while proceeding both with my theoretical research and my case study work, I 

saw real challenges in actually comparing the work of the trained students in theatre 

to that of the untrained students in ways that could inform even more the material 

reality of my proposed theory. 

Finally, I chose to work with the two theatre groups of the first school -which I will 

refer to as Group one and Group two of the school "APOLLO" or in brevity "A'= 

during their prearranged schedule of the theatre courses, and with the two groups of 

the first grade who had no experience of theatre from the second school -which I will 

refer to as Group three and Group four of the school "POSEIDON". 

6.3 Doing the Workshops and Gathering the Data 

Since, as I said previously, I found it important to work under the same constraints of 

time and space as the teachers, and had no other choice but compromise with their 

own time schedule, I had to plan the sessions in such a way that it would not cause 

problems in the organization of the school schedule. The first session, which is more 

of an introduction to the story, was planned for one teaching period (forty-five 

minutes) and each of the other two for two teaching periods in a row (ninety 

minutes). In other words, the workshop consisted of three sessions that were 

completed in three hours and forty-five minutes. I had to use the classroom space in 

one of the schools and the theatre stage of the second school. Both spaces were quite 
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limited, a rather negative factor in the operation of the workshop, since as I explained 

previously, space plays a very significant role in my proposed Theatre of Myth. A 

dichotomy of the theatrical space that will create the necessary distance between the 

actor and the dramatic character, the audience and the performance in order for the 

participants to act critically is best achieved when there is enough physical space in 

their disposal. 

There was a positive side, however, in both schools. In school "APOLLO" the 

classroom was already arranged so as to serve theatre work since it was only used as 

a theatre classroom, and in school "POSEIDON", the theatre hall was isolated from 

the rest of the classrooms, which made it easier for the students not to be distracted 

by any noise. 

Gathering the evidence is always one of the most difficult and problematic areas in 

the case study work. Any qualitative research needs its researcher not only to observe 

but also reflect on the records with which it provides him. As Stake (2000) writes, "in 

being ever reflective, the researcher is committed to pondering the impressions, 

deliberating recollections and records-Local meanings are important; 

foreshadowed meanings are important; and readers' consequential meanings are 

important" (p. 445). Stake (2000) goes on to remind us that data at first sight 

interpreted in one way are often interpreted again and again in another way. For this 

reason and because my attention would be on the workshop itself, I chose to gather 

all data that refer to the work of the students in the workshop as fully as possible so 

that they provide the basis for further analysis and exploration. Winston (1998) 

distinguishes between two categories of data according to the point at which they 

were gathered: (a) raw or interpretive data, and (b) immediate or interim. Raw data is 

the evidence collected with no specific interpretive focus at the time it is collected, 

whereas interpretive data is the evidence concerned with evaluative judgments. 

Immediate data is the evidence collected during the process of the planning and 

teaching of the lessons. Finally interim data is the evidence collected over the period 

of time between the teaching and the written analysis. 

The raw data for my case study work are the following: 
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1. The various texts I primarily used to plan the sessions of the workshop 

and the socio-historical sources that influenced it. 

2. The lesson plans for the workshop (Appendix 4). 

3. The video recordings of the workshop. These are the most crucial 

records of my case study work, which I used later in my written 

analysis. The workshop was recorded mostly with the help of the 

teachers or observers, who were present during the time the workshop 

was held. The videotapes hold records of the whole class work in role, 

the separate groups' work, the discussion including the whole class out 

of role. They do not hold records of discussions held during the 

preparation of a certain activity inside the smaller groups since these 

worked simultaneously and, in the absence of a professional technician 

that I was unable to find, it was impossible for the teacher to move 

around the small groups and record them. But again, my theatre is 

interested in inviting the participants to act out and communicate their 

ideas publicly and not privately. The private negotiations are not of 

interest in a performative theatre unless they are discussed publicly. 

The students worked with no problem in the presence of the video. 

4. The relevant curriculum on dramatic poetry and theatre for the second 

grade of the Lyceum. When planning the activities for the workshop I 

consulted the aims and objectives of the theatre course to take in mind 

the degree to which the students are trained in theatre and the 

knowledge that they will have by the time I will begin the workshop 

with them. Specifically for this reason I decided to start the workshop 

quite late in the first school term so that the students would be more 

prepared to respond theatrically. Of course this was not the case for 

Groups three and four. As far as the dramatic poetry is concerned I 

looked at the aims and objectives of the section on Sophocles' 

Antigone to ensure that what I was planning was not out of the reach 

of the students' capabilities. For this reason, I also looked at the 

curriculum of the first grade of the Lyceum on dramatic poetry. 
(Appendix 2) 
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The interpretative data for my case study work are the following: 

(1) The questionnaires for the students. These were only given 

immediately after the last session of the workshop ended. 

Their purpose was to provide me with some information on 

the achievements of the objectives set for the workshop. The 

idea was to use this evidence for the group interviews with 

the students, which 'followed with a forty-five minute gap 

from the time the workshop was completed. (Appendix 5) 

(2) The group interviews with the students. Again here I will 

stress the objective of my workshop to enable the participants 

to communicate their thoughts and ideas publicly. It was this 

collective work that the interviews with the students aimed to 

comprehend and explore. For this reason the interviews were 

done with a selective group and not with separate 

individuals. I have included in each of these groups the same 

proportion of girls and boys, and asked from the observer to 

indicate to me a number of students who s/he saw have 

contributed to the activities of the workshop in different 

ways. The interviews were structured so that I, as a 

researcher, would not be carried away by the feeling of each 

group or my curiosity at the moment to move beyond the 

objectives of my case study. Their duration did not exceed 

the time of one teaching period, that is forty-five minutes. 

(Appendix 6) 

(3) The individual interviews with the teacher and observer. The 

responses and comments of the teachers were important to 

my research to the degree that they gave information on the 

way the teacher and observer perceived this kind of work, the 

results they saw (compared possibly to other traditional 

methods of teaching), and to any other observations they 

would make concerning the outcomes among the groups. I 

interviewed the teacher who taught theatre to Groups one and 
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two of school "APOLLO" and observed all the sessions in, 

each group. For Groups three and four of school 
'POSEIDON', I decided to bring another person who, 

though not a teacher herself, had knowledge and a special 
interest in dramatic poetry. That was because of the pre- 

arranged school schedule that could not provide me with one 

teacher during all the sessions, though all sessions were 

watched by different teachers. Both interviews were 

structured so that the evidence could be compared more 

easily. They were held just after the end of all sessions for 

each two groups and their duration was no more than thirty 

minutes. (Appendix 6). All the student group interviews and 

the observers' interviews were taped and transcribed later on. 

(4) Lesson Evaluations. These were my immediate responses to 

each session after it was held. They were recorded in writing 

in a journal I kept for all the workshops to enable me to 

cross-examine the evidence and find significance in them. 

6.4 Analyzing the Data 

As I have already indicated earlier, in order to control the problems arising from this 

method of participant observation, I have followed the process of "triangulation" in 

all levels of my work. To this process, Taylor (1996b) adds the alternative concept of 

"crystallization", which "captures how our perspectives are shaped by our "angle 

repose"". He continues to explain that the techniques used to "investigate our 

practice will inform our evolving perspectives " (p. 44). 

The recordings of the interviews and the sessions as well as the journal in which I 

kept my responses at that moment enabled me to distance myself from my teaching 

and look at the evidence after some time in a "strange way", as Brecht would have 

said. Just as I tried to make an old story strange when teaching it to the students so 
that I would help them gain a critical distance from the story, the same way my 
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methods as well as the time gap between the gathering of the evidence and their 

analysis, helped me position myself critically towards them. The recorded evidence 

was transcribed in detail and was written in the form of performance records with 
dramatic dialogues written in scripted form. All movements, gestures, facial 

expressions and tone of voice were transcribed in detail. Along with transcribing I 

indicated in bold script separately any commentaries or notes that were relevant to: 

(a) the degree that the objectives of a certain activity were realized by the students 

and (b) the efficiency of my teaching in those activities. A separate sheet was used to 

make the first connections that I could see between the theory and the practice. 

6.5 Presenting the Findings 

Since I am actually dealing with one case study that has four groups which inform it, 

the presentation of my findings will be as follows: 

(a) I will describe briefly the versions of the myth as well as an analysis of these 

versions, old and more contemporary, in their own socio-historical context. 
This is an important section in the process I followed to plan my workshop. 

(b) I will explain why I have chosen the particular approach to the myth and how 

that was relevant to the objectives of my workshop. 
(c) I will explain how I structured my workshop in conjunction with the 

theoretical themes of the thesis. 
(d) I will provide detailed analysis of selected evidence that is significant and 

relevant to my theoretical themes. 
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CHAPTER VII: TRANSFERRING THE THEATRE OF MYTH INTO A 

PRACTICAL WORKSHOP WITH STUDENTS 

This chapter looks at the steps taken to breathe life into the Theatre of Myth. It 

discusses and reveals the considerations for the planning of the workshop so that it 

would correspond to the theoretical themes which constitute the model of the Theatre 

of Myth, as these were explored and proposed in parts one and two of my thesis. I 

approached the construction of the theatre workshop as a case study itself in terms of 

researching the narrative underlying the theatre event and its thematic structure. My 

main concerns for preparing the workshop that would realize the Theatre of Myth 

were: (a) to provide myself with further information on the myth of Antigone to give 

further insights to my planning, (b) to decide on the criteria for designing the 

workshop so that I could transfer the theoretical principles of the Theatre of Myth to 

practice. Chapter seven is, thus, organized around these considerations. 

7.1 Researching the Myth of Antigone 

The myth of Antigone has taken a variety of forms and meanings throughout the fifth 

century BC and among contemporary playwrights of twentieth century Europe. The 

original story that was shaped by Sophocles (1994) and performed in 442 BC Atlrns 

situates the drama in the city of Thebes after the monstrous events that fulfilled the 

prophecy of the Delphic oracle and Oedipus, having killed his own father and married 
his mother, has gouged out his eyes with the pins he took from Iokasta's robe wln 

also hanged herself. Before Oedipus leaves Thebes accompanied by his daughter 

Antigone, he curses his two sons Eteocles and Polyneikis because they have offended 
him. At Thebes the two sons of Oedipus, having quarrelled over the respective claims 
to the throne of Thebes, Eteocles prevails while Polyneikis leaves for Argos where he 

raises an army and returns to fight against Thebes. Meanwhile Oedipus dies in exile 

and his two sons kill one another in a duel they have at the seventh gate of Thebes. 

Oedipus' curse is thus fulfilled. Then their mother's brother, Creon, takes over the 

throne. He announces his decision to have Eteocles buried with honours that suit his 

rank whereas the body of Polyneikis is to be left lying outside the walls. Whoever 
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attempts to bury the body shall be put to death. Of the family of the Lambdakides, 

only the two sisters Ismene and Antigone remain. Antigone defies Creon's decision 

and asks her sister to help her bury their brother. Ismene refuses and Antigone, 

captured and brought before Creon, defends her action strongly. Creon then orders 
her imprisonment in an underground tomb where she will starve to death. Haemon, 

the son of Creon, who was betrothed to Antigone, in a failing attempt to change his 

father's mind, kills himself in the tomb where he finds Antigone already hanged by 

her own hands. Meanwhile, at the palace, Teiresias the prophet wams Creon of the 

consequences of his refusal to bury the corpse, as this was an offence to the gods. 

Creon is worried and tries to find his son and free Antigone but arrives too late. His 

wife Eurydice, having learnt the bad news, kills herself. Creon is left alone to deal 

with the consequences of his acts. 

At the time of Antigone's performance, Sophocles was one of the nine generals of the 

state of Athens, who along with Pericles started a campaign against the revolt of 
Samos, one of the allies of Athens and members of the Delian League. Because of 
Athens' imperialistic policy, one by one its allies rebelled against it. Knox, when 
introducing the play (cited in Fagles, 1984), acknowledges its political shade and its 

concerns with the problems of the polls. Sophocles, as Bushnell (1988) explains, 

manipulates his material in ways that bring to the surface the confrontation between 

the tyrant and the citizen as the tyrant tries to silence the citizen. Creon is portrayed as 
the ruler who puts the concerns of city and man above all others. And Knox (cited in 

Fagles, 1984) rightly points out that Creon represents the majority of the Athenians at 
the time, that is in times of crisis the citizen should remain loyal to the state and its 

duly constituted authorities. However, Bushnell (1988) underlines, that Sophocles 

creates a situation in which Creon acts as a tyrant, asserting the priority of the huxran 

voice and subverting simultaneously the communal values of Antigone. Most 

scholars agree that Creon is a near twin of Antigone. Both are stubborn and cold and 

reject the relation they have as relatives in their effort to pursue what they think is 

right. At times, both even seem to threaten the principles and order of the city. What 
justifies Antigone contrary to Creon is that she never loses the ability to speak for 

herself and in this way she is given her freedom. 



Transferring the Theatre of Myth into a Practical Workshop with Students VII-175 - 
The historical background of Aeschylus (1992d) when he performs Epta Epi Thebes 

(Seven Against Thebes) is quite different. In 467 BC the memory of the Persian 

enemy was quite recent in the Athenians' mind. Aeschylus, as Podlecki (1999) points 

out, intended to achieve the realistic tone of the terror and irresolution that affect a 

city under siege by a personal reminiscence of the siege of Athens by the Persians in 

480 BC. Therefore, although he does not justify Eteocles' refusal to give the throne 

to his brother the second year, Aeschylus presents Polyneikis as having committed an 

even greater injustice by bringing a foreign army against his own city-state. Eteocles 

is approached with more understanding by the dramatist who presents him as the 

patriot, the ruler who has a duty to protect his city. His death in the end is only to 

denote that, even though he loyally performed his duty, the injustice he committed 

against his brother could only be taken away by his death and his city's sufferings. 

Euripides (1992c) takes a different angle to both Aeschylus' and Sophocles' approach 

justifiably since the historical background of the time he performs his Phoenesai 

(Phoenesian Women) is towards the end of the Peloponnesian war in 409 BC. 

Vellacott (1975) underlines that the theme of the play is war and its bad consequences 

for all those involved. To make this explicit Euripides for the first time has the two 

brothers appear in a debate where their strong enmity is brought to the surface. The 

image of the two brothers fighting one another as beasts is undeniably, according to 

Vellacott, identified as the picture of the endless struggle between Sparta and Athens. 

Eteocles and Polyneikis, who openly pray to the gods that each may kill his brother 

represent nothing else but the endless struggle between Sparta and Athens for 

supremacy among the Greek states. Iocasta's role, on the other hand, projects the 

positive and civilized rationality of peace between cities. The sacrifice of Menoeceus, 

Creon's son, is a symbol of the fate of the heroic patriotism of the young and 

innocent soldiers. 

Jean Anhouilh's (1967) Antigone is very close to Sophocles'. It is performed in 

occupied France during the Second World War in 1944. His modem version 

approaches Antigone as a symbol of resistance against the Gestapo. He humanizes 

the play so that his characters will be presented as more ordinary, more vulnerable 

and more easily transported to the everyday life of the time. Landers, when 
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introducing Anouilh's (1954) Antigone, points to one of his remarkable innovations: 

having his characters be conscious of the fact that they are playing a role that is 

prearranged from beginning to end, and there is nothing else for them to do but accept 

this unbearable task they have to fulfill. There is no alternative to Creon's regime, no 

question of reform. Although Creon does not like that at all, he cannot change it. This 

is how things are. The same applies to Antigone who has no intention of changing the 

world since she merely fits in. Contrary to Creon, she does what she does for herself 

only because she refuses to accept life in its present terms, and in this way she gains 
her freedom. Creon accepts life the way it is and acts on the level of what he 

considers to be his duty. Very similar to this approach is Kekkoy's (1992) modem 

version of Antigone. Although her play focuses on the theme of love from a feminist 

perspective, this Antigone, too, kills herself not for her brother's sake -who is buried 

here by Creon himself- but because she realizes that she cannot have what she wishes 

for and has to compromise with the terms of real life as it is. In the introduction to 

Kekkoy's (1992) Antigone, it is indicated that the aim of the play is to show that love 

is almost impossible to accomplish, something which is symbolized by Antigone's 

death. The connection to Anouilh's Antigone is the characters' entrapment in the 

ways things are and their inability to change. Because there is no alternative but to 

accept and compromise, both Antigones free themselves by choosing death. 

The other modem adaptation by Brecht (1990), originally performed in Switzerland 

in 1948, is less ambivalent. From the model books that Brecht kept, where he was 

rewriting the play numerous times, we can tell that there were many different 

versions of the myth that he created in the process. Brecht sees Antigone as the only 

woman who has the power to defy the state, what Malina acknowledges when 
introducing the play, "a pungent parable for any time" (p. vi). Brecht develops the 

play in ways that underscore its relevance to the Nazi debacle. Influenced by 

Euripides' Phoenesai (Phoenesian Women), he uses Creon's son Menoeceus to add 

an emphasis on the political disaster caused by the rigidity of Creon's tyrannical 

refusal to act in accordance with humanitarian principles, relevant to Hitler's regime. 
The play is built out of contradictions between the freedom of the individual and the 

authority imposed by the state. Antigone shows her anger vividly towards her sister 

when the latter expresses her unwillingness to go against the state. "Follow someone 
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who gives orders. And do what you are ordered" (vv. 71-72) is the response of 

Antigone, who stands for the right of the individual voice at any cost. The 

contradictions between the state and the individual are strengthened with the position 

of Creon against that of Antigone. Creon stresses the authority of the state by 

referring to it as "the state's divine order" (v. 482), but Antigone challenges that 

superiority by answering to him that "it may well be divine, but I'd rather it were 

human " (vv. 483-484). The contradiction is heightened through Antigone's resistance 

to submit to the state's dogma. Her belief in her brother Polyneikis is a belief in the 

freedom of the individual: "he who was not your slave is dearer to me than a 

brother" (v. 405). 

In terms of theatrical effects, Brecht (1990) adds a modem-day prologue in which 

Antigone and Ismene come out of the ruins of the city and discuss the fate of their 

brother who left the battle in the war (the same war that Eteocles took part and died 

in) that Creon started. Brecht refers, in this way, to the Germans who did not want to 

take part in Hitler's war. Against Creon stands the figure of Antigone, which as Knox 

(cited in Fagles, 1984) notices, is the image of what Brecht longed to see: the rising 

of the German people against Hitler. This narrative at the beginning of the play has 

served as a rehearsal device for the actors to develop objectivity. Because I aimed for 

the students to have a critical stance towards the dramatic characters, as well, I used a 

quite similar activity in the workshop, having the one pair of students act out the 

words of the two sisters and another act out the movements. 

All these theatrical approaches towards the myth of Antigone have influenced me in 

different ways when planning the theatre workshop. The way I chose to approach the 

story had to do with the way my theoretical themes could be applied in practice so 

that: (a) the students living in a modem world would connect with the myth and 

therefore find it interesting to explore it, (b) an old story, which possibly some of the 

students had previous knowledge of, would be made strange to provoke other 

understandings and perspectives, (c) the participants would be put in dramatic 

situations from which they would produce images of ideas that could be looked at 

critically. In terms of the proposed model of the Theatre of Myth, these points are 
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translated as making the story local and inclusive, social, performative and 

progressive. 

7.2 Overview of Theory into Practice 

7.2.1 Epic 

The theatre event is organized in such a way as to create a narrative rather than a plot 

as a foundation of the drama. In order to "tell" the story in ways that open up a debate 

and challenge the known and the natural, I needed to keep the historicity of myth as a 

device for distancing the participants from ordinary life and make them think above 

the flow of the play. Something that had to be taken into consideration in this attempt 

to re-introduce the myth of Antigone in a local context was to bridge the gap between 

past and present. To achieve this I decided to have the story situated in the city of 

Thebes, as it happens in Sophocles' play, but at the present, thus implying to the 

participants a contemporary context. In other words I manipulated the story in ways 

that did not recall oligarchic or monarchic forms of government, as it happens in 

Sophocles' Antigone where Creon is the tyrant of Thebes. Instead my references to 

the city of Thebes, in and out of role, and to its politicians and people implied a 

democratic form of government, as this is perceived nowadays. I attempted to do 

what the three tragedians did: at all times maintaining the historicity of the myth but 

simultaneously enabling the participants to make connections to contemporary 

situations. On the same principle, I decided to approach the characters on a more 

humane level compared to the more heroic one of Sophocles, helping the students 

identify in them real figures of everyday life. (Tasks 5-12, Appendix 4) 

7.2.2 Episodic 

The drama is comprised of ten episodes, each isolating a particular moment in the 

drama or an aspect of human behaviour for close exploration. The first three episodes 
involve the participants in constructing a communal story and investigating the 

different perspectives of that story. The six episodes that follow involve the 

participants in exploring the different perspectives in a character's personality and his 
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or her relationship to the other dramatic characters, the ambiguities within a 

character, the numerous ways of seeing a dramatic situation as well as the ambiguities 

within it, and finally the way characters and situations may be presented to serve 

certain objectives. The last episode of the workshop involves the participants in a 

group discovery of contemporary situations that reflect the collective perspective 

towards the themes examined throughout the theatre event. (Appendix 4) 

The theatre event employs the "conventions" approach as a way of applying the 

episodic structure that disrupts the flow of the narrative and subverts in this way the 

sequence of cause and effect, continually sustaining the distance between the past and 

the present, the character and the actor, the actor and the spect-actor. I used the 

conventions of the chorus that interrupt and comment on the action. In particular I 

made use of the Sophoclean chorus and the strophe and anti-strophe -since the 

Theatre of Myth is interested in telling a communal story- as a device for bringing to 

the surface conflicting perspectives as well as contradictory images and points of 

view which would further challenge the participants further. In the second case, I 

made use of the Euripidean chorus. (Tasks 2-4,7,9,12b, c, Appendix 4). In the tasks 

where the chorus presents only images that are not followed by words, the spectators 

become specs-actors because they are immediately involved in the deconstruction of 

the images and, through it, are allowed to give the chorus voice according to their 

understanding of the images. In this way, the audience becomes the chorus but 

remains at all times aware of its primary role as audience. In the tasks where there is 

an actor-storyteller to accompany the images with words, the chorus presents the 

drama directly to the audience and interacts with them since the participants are given 

the chance through the discussions held during the presentation to engage themselves 

as the choreutai in a Thespian performance. However, again they sustain their role as 

audience at all times. In this way, a dichotomy of the theatrical space is achieved, 

thereby enabling the participants to work through their fantasies by being self- 

conscious of what they are experiencing at the moment. 
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7.2.3 Mythological 

The theatre event begins when the participants are asked to investigate a personal 

story and mythologize it by responding to it as a group, negotiating possible 

meanings deriving from it, modifying or adjusting it to other interpretations that are 

the outcome of communicating one's story to another. The first three episodes 

(Appendix 4) include activities in which the stories are explored dramatically by the 

participants and lead towards the formulation of more universal meanings or themes 

that are connected to the original story. The myth of Antigone is approached as 

belonging to, in Inglis' (1993) words, "... the ensemble of stories we tell ourselves 

about ourselves" (p. 165). The theatre event does not limit itself to any authored 

works whose meanings and endings are predetermined but rather expands its 

potentials by offering its participants the opportunity to negotiate themes and ideas 

that ultimately produce their own text. In other words, I approached the theatre event 

as a cultural event defined by the characteristics of the particular group and the social 

circumstances they experience in that particular period of time so as to enable the 

participants to develop local stories which carry a special meaning for them as a 

community into myths which represent the envelope of stories that provide the nest 

for the members of that community to be connected with special bonds which 

strengthen their communal lives, their citizenship. The myth of Antigone in all the 

stages of the workshop is culturally made to support the common view of the world 

that the specific group of students may have. At times when extracts from the play of 

Sophocles are used (tasks 5,6, Appendix 4) or a kind of "pre-text" based on authored 

works (tasks 8,10, Appendix 4), their use is limited to serve as the starting point to 

the drama for further negotiations of the inherent meanings and themes. 

7.2.4 Shared by Participants 

The theatre workshop was designed to include all who are present at the space of 

appearances to take active part while the event takes place. The conventions used in 

the workshop emphasize theatre as a shared experience among the participants who 

simultaneously shape and communicate publicly the experience as a group so that 

they create "a social representation of a common world". All tasks in the workshop 

require the participants not only to engage themselves psychically and physically in 
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performing a dramatic situation but also to construct that situation according to the 

objectives it seeks to satisfy. The participants are constantly communicating their 

private experiences publicly by showing how they manipulate the theatrical means at 

their disposal to construct the artificial reality. (All tasks, Appendix 4). 

7.2.5 Relevance 

The workshop approaches the myth of Antigone as a story about making choices, 

which involve certain conflicts and contradictions that arise between private and 

public interest, private and public roles. As I explained in chapter six, I saw this 

theme functioning as a pole of attraction for the young people who are constantly 

contemplating their individual and collective lives. For this reason I designed the 

activities in ways that would involve the participants in the discovery of their own 

individual and collective responses to the theme. All the dramatic characters were 

approached in ways through which the participants could also see their personal 

motives behind what they were proclaiming as public interest. Especially the 

convention of the teacher-in-role as the guard keeping Poleinikis body and speaking 

for Creon served as a device for bringing the young people in contemporary 

situations of democratic states where the politicians are faced with choices that 

involve tensions between the private interest and the public interest. For this activity, 

the sketches of the characters of Creon, Eteocles and Polyneilds in both Aeschylus' 

and Euripides' plays were taken in mind. The need for balancing the private interest 

with the public interest is attempted in the activity where the teacher-in-role as 

Haemon points to the dilemmas of Antigone and Creon (task 10, Appendix 4). 

Antigone's and Ismene's character is illuminated by the activity that has the students 

approach each character in relation to the other according to each one's motives and 

objectives (tasks 5,6, Appendix 4). Antigone's character is studied even further both 

in the activity where the participants sculpt her personality (task 7, Appendix 4) as 

well as in the activity that explores the relationship between Antigone and Haemon 

(task 11, Appendix 4). Finally, a further understanding of their private and public 

roles is attempted by the last activity on the exploration of the myth in which the 

students explore the position each of the three characters- Haemon, Antigone and 
Creon- is in compared to the others (task 12b, c, Appendix 4). The knowledge that the 
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participants discover for these social types is applied in the final activity of the 

workshop, which puts them in role as characters in contemporary situations, in which 

they face analogous dilemmas and try to find ways to resolve them. (tasks 13,14, 

Appendix 4) 

7.2.6 Performative 

Throughout the theatre event the participants are asked to produce images of actions, 

thereby underlining theatre's potential as performance rather than as literature. The 

use of the participants' bodies in expressing the dramatic characters' social 

disposition or gestus (as in task 6, Appendix 4) or in constructing angles of view and 

commentary on the dramatic action (as in tasks 2-4,7,9,12) aims to put the 

participants in a position from which they can increase their ability to produce images 

of action and these in turn lead them towards deeper understandings of the drama. 

But the teacher-in-role convention also (tasks 8,10, Appendix 4) offers the 

participants a possibility for embodied knowledge. 

7.2.7 Pedagogical 

The theatre event is organized to involve the participants in a constant Socratic 

dialogue between the lexis and praxis so that they can progress their primary acts of 

mind and get a deeper understanding of the meanings and themes inherent in the 

drama. Discussions are held among the participants after or during each presentation 

of a task, giving them the chance to interpose judgments and interact with the 

dramatic situation. This dialogue is essential for the participants to reflect on the 

drama by employing their own experiences and knowledge and re-positioning in this 

way the themes of the drama in their immediate social environment. The fact that the 

participants are no longer asked to reproduce the same old "finished" story but rather 

recreate it through their involvement in this process of a two-way communication 

between the form and the ideas communicated to inform the form is itself a 

stimulation inevitably provoking in them connections to contemporary themes that 

take the story to other channels of thinking. As Freire (1996, p. 108) supports "it is 

absolutely essential that the oppressed participate in the revolutionary process with 

an increasingly critical awareness of their role as Subjects of the transformation". 
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Because critical reflection is also action, the dialogue between the praxis and lexis 

provides the space for the participants to respond critically towards the dramatic 

action and manipulate the drama's form accordingly. 

7.3 A Technical Deconstruction of the Theory of the Theatre ofMyth 

The table that follows schematizes the theoretical lines which informed the planning 

of the theatre workshop. The first column presents the conventions used for the 

realization of each task whilst the second and third columns inform the theatre 

sources from where these conventions were taken. 

CONVENTIONS USED FROM THEATRE FROM DRAMA 

EDUCATION 

TASK 1 - Thespian tragedy - Storytelling 

CAPTION: - Brecht's Narrator 

Personal Mythologies - Boal's Tell your 

CONVENTION: own story 
Storytelling 

TASK 2 - Sophoclean chorus - Still-image 

CAPTION: (collective voice) - This way/that 

Constructing Points of - Euripidean chorus way 

View (contradictory and 
CONVENTIONS: contrasting voices) 

Still-image - Brecht's Dialectical 

Theatre 

- Boal's The Will and 
the Counter-will 
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TASK 3 - Sophoclean chorus - Still-image 

CAPTION: - Euripidean chorus - Narration 

Constructing/Contradicting - Brecht's Narrator - This way/that 

Points of View - Brecht's Dialectical way 
CONVENTION: Theatre 
Still-image/ Narration - Boal's The Will and 

Counter-will 

TASK 4: - Sophoclean chorus - Still-image 

CAPTION: - Euripidean chorus - Narration 

Constructing/Contradicting - Brecht's Narrator - This way/that 

the "Other" Points of View - Brecht's Dialectical way 

CONVENTION: Theatre 

Still-image/ Narration - Boal's The Will and 
Counter-will 

TASK 5 - Brecht's rehearsal - Acting out from 

CAPTION: process script 

Exploring the dramatic 

characters 
CONVENTION: 

Acting out from script 

TASK 6 - Brecht's V-effekt - Choral speak 

CAPTION: (distance between - Action 

By means of Sympathy dramatic character Narration 

CONVENTION: and actor) - This way/that 
Action Narration/ - Brecht's way 
Physicalization Gestic acting 
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TASK 7 - Euripidean chorus - Sculpture 

CAPTION: - Brecht's V-effekt - Narration 

Transforming Images (distance between - Caption- 

CONVENTION: dramatic character making 

Narration / Sculpture and actor) 

- Brecht's Narrator 

- Brecht's Dialectical 

theatre 

- Boal's Image 

Theatre 

TASK 8 - Thespian theatre - Teacher-in- 

CAPTION: - Living through role 
A Thespian Theatre - Brecht's V-effekt - Role-playing 

CONVENTION: (separation between 

Teacher-in-role actor and spectator) 

TASK 9 - Sophoclean chorus - Still-image 

CAPTION: - Euripidean chorus - Reportage 

Transferring the story to - Brecht's Dialectical 

contemporary situations theatre 

through contemporary 

means 

CONVENTION: 

Group discussion/ 

Still-Image 
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TASK 10 - Thespian theatre - Teacher-in- 

CAPTION: - Living through role 
A Thespian Theatre - Brecht's V-effekt - Role-playing 

CONVENTION: (distance between 

Teacher-in-role actor and 
spectator, dramatic 

character and actor) 

TASK 11 - Brecht's V-effekt - Improvisation 

CAPTION: (distance between - Role-playing 

Illuminating the characters dramatic character 

CONVENTION: and actor, actor and 
Role-playing in pairs spectator) 

- Improvisation 

TASK 12 - Brecht's V-effekt - Still-Image 

CAPTION: (distance between - Use of Objects 

Revealing hidden dramatic character 

perspectives and actor, actor and 
CONVENTION: spectator) 

Take on a role/ Still-image/ - Boal's building 

Use of objects character relations 

- Sophoclean chorus 

- Euripidean chorus 

- Brecht's Dialectical 

theatre 
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TASK 13 - Thespian theatre - Storytelling 

CAPTION: - Discussion, making - Discussion in 

Making Analogies connections groups, 

CONVENTION: making 
Discussion and extension of connections 
the myth 

TASK 14 - The use of myth in - Small group 

CAPTION: Athenian tragedy drama 

Repositioning the myth in - Brecht's use of - Defining space 

contemporary context "chronicles" - Small-group 

CONVENTION: - Boal's Analogy play-making 
Small-group drama/ - Analogy 

Devising 
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CHAPTER VIII: THE MATERIAL REALITY OF THE THEATRE OF MYTH 

This chapter is organized in the same sections as chapter four in the second part of the 

thesis so that the findings and their analysis will be examined and evaluated 

according to the theoretical background of the Theatre of Myth. In the discussion of 

the findings of the case study work, each of these sections centers its efforts on 

uncovering as full as possible the meanings hidden in the responses of the 

participants as well as the comments of the teachers who have observed the 

participants in action. The rationale that lies behind this structure is to do with 

exploring if and how the participants' work and their perceptions of that work 

connect to the theoretical lines that the Theatre of Myth seeks to achieve in its 

practice. Therefore, the evidence will be presented and evaluated according to the 

degree to which they corresponded to the theoretical themes around which the 

workshop was planned. 

In order for the discussion to be as close to understanding reality as possible, I will 

take in mind the achievements or weaknesses observed in all four groups. However, it 

is not possible to refer each time to all the evidence that emerges from all four groups 
because of the limited space that this case study analysis takes in my thesis in the first 

place. My references to extracts coming from a certain group are selected on the basis 

of what I consider as the most useful evidence in terms of analysis. 

I often start each section with an extract taken from the interviews with students or 

teachers and use it as a source of information for answering these questions. To see 

the direct response of the participants towards the dramatic world they created in the 

process, I use extracts from the discussions the participants were involved in during 

or after the presentation of the activities in the workshop as well as transcriptions of 

the dramatic situations they constructed. At certain moments in this effort to 

deconstruct meanings and make sense of my theory in practice, I refer to some key 

points in the questionnaires and comment on the results. The use of these means does 

not aim to make my analysis scientific in any way, but only to enable me as a 

researcher to gain a more holistic picture of what has actually taken place in this 

workshop. 
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As I have already described in the methodology chapter of this case study, the groups 

are differentiated in terms of the students' age as well as the knowledge and 

experience of working theatrically. Group one is comprised of sixteen students, all 

girls, and Group two is comprised of sixteen students as well, out of which fourteen 

are girls and two boys. They are actually the groups as formulated by the school for 

their theatre class. Group three consists of twenty students with an equal proportion 

of girls and boys, and Group four consists of fourteen students, out of which twelve 

are girls and two boys. Generally, the first two groups can be approached as one pair 

because they have a lot of similarities in terms of their abilities and the way they 

work in this workshop. The same applies to the second pair of groups. For this reason 

I approach the first pair and the second pair of groups in general terms as two larger 

groups. Therefore, at some points when comparisons need to be made or cross 

references for the support of an argument, I will provide evidence that is drawn from 

each of these two pairs. I believe that in this way, the discussion on the understanding 

of the evidence will be more effective. 

8.1 A theatre of Myth 

From School "APOLLO" 

Girl 1: `I think this myth is diachronic. That is to say that the problems and the 

various issues that it includes are subjects, which once we analyzed them, not exactly 

in the same manner, we will conclude that these problems did not remain problems 

of the past but continue to exist up to now"(From the Interview with Group 1) 

From School "POSEIDON" 

Girl 2: "Precisely because the story of Antigone opens to us a way through which 

we can think of our contemporary problems, it can also be the cause for us to see 

what is going on around us nowadays, to see how the characters of the play 

responded to the various situations and compare it with the way we react to similar 

ones today. Just as Antigone went against the authority, many people today, as we 

see, go against the authority" (From the Interview with Group 3) 
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The extracts above provide the most commonly shared opinion among the students 

who participated in this workshop, and makes the argument posed by the avant-garde 

movements of the twentieth century theatre and the drama-in-education tradition even 

stronger when they claim for a theatre based on story. The story is seen by the 

students as a necessary nest in which the participants isolate particular forms of crisis, 

where the characters behave in a special way, and attempt to examine these further. 

To produce meanings that are foreshadowed in the narrative is what lies at the heart 

of a social theatre, supported extensively in chapter four. 

The arguments as posed by the students in the two extracts are evidence of their 

understanding of the importance of the story in the play so that, referring again to 

Piscator (1980), it would extend the action and continue the play beyond the drama. 

The students saw in the Theatre of Myth precisely this potential of story when they 

immediately applied the myth to contemporary situations or people. The 

manipulation of the myth in this participatory way proved for them to be a living 

material that could feed their thinking in the particular cultural environment in which 

they live and make sense of broader universal issues of the world. Ultimately, the 

myth of Antigone became a local story, one through which, as a student 

characteristically said: "we found themes that could be paralleled to incidents of our 

own life, they were not just themes of an ancient society. I find this extremely 

important" (From the interview with Group 1, School "A"). For a majority of 

students, this proved to be quite a strong argument for the teaching of the myth of 

Antigone in schools. The evidence drawn from the questionnaires were as follows: 

(the degrees 5 and 4 as set in the questionnaire are summed up to give the answer 

"No", whereas the degrees 1 and 2 are summed up to give the answer "Yes") 

- Antigone is just an old story of the past : NO 

9/16 ("A"G1), 11/16 ("A"G2), 8/20 ("P"G3), 8/14 ("P"G4) 

- Antigone is just as important now as it was then: YES 

8/16 ("A"G1), 10/16 ("A"G2), 8/20 ("P"G3), 9/14 ("P"G4) 

- We should be taughtAntigone in schools: YES 

10/16 ("A"Gl), 9/16 ("A"G2), 2/20 ("P"G3), 8/14 ("P"G4) 

- Antigone should no longer be part of the curriculum: NO 



The Material Reality of the Theatre of Myth VIII - 191 - 
9/16 ("A"G1), 10/16 ("A"G2), 8/20 ("P"G3), 8/14 ("P"G4) 

The number of the students in each group, except one, who have a positive attitude 

towards the implications of the myth when incorporated in their contemporary life is 

above the average. Strangely Group three shows, at first sight, a negative attitude 

towards the use of the myth today. Was this because the workshop did not succeed in 

involving them actively in the re-interpretation of the myth so that it can gain a 

meaning in their local communal life? From the group interview, this hypothesis is 

denied since all students agree on what one of them has formulated very rigidly, that 

"... the subject of Antigone, we can come across it in our times, too, the fact that she 

was in a dilemma, that she was trying to convince for her beliefs" (From the 

interview with Group 3, School "P"). 

Could it be then that not all students experienced this? That could be possible if the 

students did not participate in the workshop actively and produced meanings from the 

story. But the observation that both the observer and I made showed differently. 

Characteristically the observer who watched the work of Groups three and four said: 

"[... J I saw in this approach a dynamic treatment of the myth... [... ] The participants 

grasped the meaning of Antigone and moved it beyond to other channels that stem 

from the story or from their own imagination and thought that the story stimulated in 

them" (From the interview with the observer of Groups three and four, School "P"). 

From these responses, I may conclude that the students were not very clear on the 

statements they were given on the questionnaire. Because if one looks carefully at the 

number of students answering "Yes" to the second statement, which is close to the 

average, and compare it to the poor results of the other statements which pose similar 

questions, then it could be that the students were not sure of the statements or whether 

those referred to their opinion before or after the workshop. 

Surpassing the weakness of the questionnaire, which I explained in chapter six was 

only used for providing knowledge before the group interviews, I believe that the rest 

of the evidence may suggest that the myth also served as a device for distancing 

since the participants were able to step back, examine the dramatic situations 
belonging in the past and connect them with contemporary situations in the present. 
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But in order to get to the bottom of the effectiveness of a Theatre of Myth, one also 

needs to ask whether its episodic structure enabled the participants to investigate the 

myth's potentials. The responses of the participants as tourists in Thebes (task 8, 

Appendix 4) and as Creon, the father talking to his son Haemon (task 10, Appendix 

4), could provide some insight into this question. I will present the responses of the 

students in role as tourists and as Creon simultaneously so that we can compare the 

different approaches to the same subject (the burial of Polyneikis) when the 

participants found themselves in two different dramatic situations that demanded 

from them to take up a different role. I will use extracts from Groups one and three so 

that there is some evidence from both trained and untrained students in theatre. 

From School "Apollo" 

From Group 1: 

Tourist 1: But why do you call him a traitor? (talking about Polyneikis) 

I. " I 
Creon 1: Well ... we can't do otherwise, my son (that is to change the order for 

punishment with death for anyone who buries Polyneikis), since Polyneikis was a 

traitor. 

1... ý 
Tourist 2: Isn't it a sin not to bury the body and rest his soul? 

Creon 2: If you don't persuade her not to do it (that is bury her brother), it will be 

worse for her because then she will go against the law and will have to deal with the 

consequences. 

From School "Poseidon" 

From Group 3: 

Tourist 1: Since he is dead he doesn't need another punishment. He paid with his 

life. 

Tourist 2: How can he hurt the rest of the people of this city? 
Tourist 3: Can he (Creon) put his interest above humans? 

I... I 
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Creon 1: Why don't you explain to her (Antigone)? Explain to her calmly that her 

brother caused tremendous sufferings to his city. 

What is interesting in these extracts is to counteract the approach on the matter of the 

burial of Polyneikis that the participants have as tourists -the citizens- and as Creon 

-the politician who has a public responsibility. In each of these episodes, the 

participants have to respond to the needs of a particular role. In role as citizens, they 

sympathize more with the tragic end of Polyneikis whereas in role as the politician 

who is responsible for the good operation of his city, the drama of Polyneikis is 

approached more coldly, as a politician would have done when evaluating various 
issues concerning the city and its future. The episodic narrative of the play enables 

the participants to examine the same issue from two different perspectives, without 

being carried away by the emotion that this issue could provoke in them if they were 

involved in a linear sequential form of narration. It also seems that the time gap 

between these two episodic scenes has given them the chance to exercise judgment 

and respond critically to the dramatic event. 

8.2 Inclusive rather than Exclusive 

As I have described in chapter seven, the planning of the workshop took in mind that 

in order for the participants to interact with one another and with the story so that it 

might become their own story, it was important that the activities were designed in 

ways that would enable them to participate as social actors in this process of 

exploration. The participants were able to differentiate their roles as actors and as 

spect-actors so that in the end they could respond critically towards a particular 

dramatic situation. Let me take an example, which is representative of the 

effectiveness of their participation, from the first three episodes of the workshop 

(Appendix 4). The participants are involved in making two still-images that 

contradict in terms of the consequences a young person may have when obeying and 

when disobeying her/his parents. 
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From School "APOLLO" 

From Group 1: 

Scenario 1: A girl wants to follow her dream to become an actress, but her parents 
tell her not to do that. 

From the perspective of the young person: One of the two images presents the girl at 

an office who appears to be dying of boredom. Two people, possibly her employers, 
look at her in an angry manner. The other image, shown simultaneously, presents the 

young woman on stage receiving applause by the audience, which makes her smile. 

The Narrator comments: "If the child decides to obey her parents and choose the 

profession they imposed on her, she will become very unhappy because as we can see 

she collides with her boss, because she doesn't do her job well, .. eh.., because she 
doesn't like it. But if she chooses not to obey her parents and follow her dream, she 

will definitely succeed because she likes what she's doing, she struggles to get better 

and the people applaud her performance. " 

From the perspective of the parents: One of the two images presents the young 

woman at the same office as before, only this time she looks happy and shakes hands 

with some people. The other image presents the young woman on stage, kneeling 

down and foreshadowing her face with her hands while at the same time the audience 

have their back against her. 

The Narrator comments: "If the child chooses the profession that her parents 

suggest to her then she will be very happy and successful. Her colleagues are 

congratulating her on the good results she has and her boss promotes her. She 

becomes very rich, makes a lot of acquaintances with important people and big 

names. On the other hand, if she chooses to disobey her parents and follow her 

dream, she will have no future, she will be very poor, she won't even have money to 

buy clothes or shoes. She will fail because it's not easy to be in such a profession. " 

The different approach that the same group of students had on the same issue is proof 

of their ability to keep a certain degree of detachment from the story and the 

characters and examine from a distance the possible attitudes taken by the parents and 
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by the child. They had become spect-actors. In this way, they negotiated the 

meanings of the particular story and produced different dramatic situations that 

corresponded to the way this group made sense of the story. They had become the 

authors of a communal story. 

The responses of the participants in the discussion that followed the presentation of 

this work in Group one and Group two suggest that, at least in this case, the Theatre 

of Myth was inclusive of all its members. The outcome of their work corresponds to 

the needs and understandings of the particular group. The drama productions of the 

participants are local stories that position their co-authors in a special relationship 

towards them. To get even a better sense of how this was made, I suggest we look at 

the different way that each of these groups responded towards the matter of 

obedience and disobedience to the parents and the different perspectives they came 

up with between the young person and the parents: 

From School "APOLLO" 

From Group one: 
Girl 1: "The views of the adults are based on logic, on financial matters whereas the 

decisions the young people of our age make are based mostly on their emotions. " 

From Group two: 

Girl 1: " The adults don't take into much consideration the feelings of the child, they 

(the parents) believe that everything would be o. k once their child does what they 

tell him, and that their decision is undeniably the right one so their child should be 

happy too. " 

Whereas the participants in the first group interpret the different perspectives as a 
difference of age and knowledge, therefore maturity, the participants in the second 

group interpret them as a problem created from a lack of understanding between the 

two parts, therefore a question of generation gap. This happens because each group, 

and within it smaller groups, perceives the matter according to their own experiences 

and understandings. The activities in the workshop enabled them to get involved in a 
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communal work in which they could manipulate their stories according to their own 

needs and understandings. 

Whether this theatre event has enabled the participants later to act in their everyday 

lives, too, as social actors, remains only a possibility that cannot' be further 

investigated or supported by the data discussed in the present analysis. The five 

teaching periods taken for this workshop would not have been enough to allow such 

conclusions that prerequisite a long-term research project. Acknowledging its 

limitations, this workshop was designed from the beginning only to give an example 

of the Theatre of Myth in practice. What we can understand, though, from the 

responses of the participants is that through the theatre event they were given many 

opportunities to develop the skills that the aesthetic actor needs in order to behave as 

social actor not only in drama but also in public life. The workshop enabled them to 

acquire a voice in and out of role and act out their thoughts concerning their 

individual and public lives. I would suggest, then, that if such a theatre workshop can 
help the students develop the skills of asocial actor, it has a right to claim a position 
in the school curriculum. 

8.3 Social and Transformative 

The workshop was designed to provoke in the participants a certain transformation in 

the conventional way that they may have thought of the myth and help them to re- 

create it so that it can claim a position among their lives in contemporary society. 
What we need to look for in order to find out whether the workshop reached its goals 
is to turn to those activities, which I consider as the most representatives of the 

occurrence of such transformations. I decided to concentrate on the results of the 

participation of the groups in task nine of the workshop (Appendix 4). 

In task nine, the participants are expected to draw on the knowledge they have of the 

myth up to that moment in the narrative of the theatre workshop and expand the 

themes of the story by approaching them as today's news. In order for the groups to 

present the issues explored in the story as the media would have presented them, they 
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needed to be in a strong position to distance themselves from the drama and the 

characters they were playing so that they would construct a certain incident from the 

story that was the result of a concrete analysis. They should also be able to transfer 

the story to contemporary society and view it in those terms if they were to present it 

as commentary in a newspaper or television report. To what extent did they manage 

to achieve this and experience a transformation in the way they perceived the myth 

originally? 

All four groups came up with original ideas that commented on a particular moment 

in the story. The ones that are the most popular among the groups have to do with the 

citizens' attitude towards Antigone's action to bury her brother as well as with the 

hostility between the two brothers, Eteocles and Polyneikis. Interestingly, Groups 

three and four were the ones which saw this aspect of the story, that is to say a 

hostility that ends up in a civil war. In a way they re-created Euripides' version of the 

myth. 

From School "APOLLO" 

From Group 1: 

Scenario 1: The image presents Antigone holding Polyneilds, determined to bury 

him. Above her two angry citizens throw stones at her. 

"A "Girl 1: The media probably comment on the fact that if Antigone buries her 

brother, she will make the citizens come against her. 

"A "Boy 1: The title of the report may be: "The people judge Antigone's action ". 

From Group 2: 

Scenario 1: The scenario portrayed is about the future when Antigone walks in the 

streets and the people who lost their relatives because of the war that her brother 

caused attack her. There is one person who holds a photo of her beloved relative 

whom he lost, and shows it to Antigone. Antigone holds back with her shoulder 

covering her face. 

"A "Girl 1: The press obviously wants to show the negative dimension of the act of 

Antigone. 
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"A" Girl 2: The people criticize Antigone for what she wants to do (bury her 

brother). 

"A "Boy 1: I believe that the press is positive towards Antigone, they show this 

picture because they want to make the people feel sorry for what she suffers because 

of what she wants to do. 

"A "Girl 3: Probably the press wants to give the message: "The rough way to punish 

someone ". 

"A "Boy 2: "Antigone takes what she deserves ". 

From School "POSEIDON" 

From Group 3: 

Scenario 1: The image presents the duel between the two brothers, Eteocles and 

Polyneikis, and a group of citizens that watches from a distance and points to the 

event critically. 
"P"Girl 1: The press concentrates on this critical instance when two brothers fight 

one another. It's like giving the message: "Here, this is the root to our misfortunes ". 

"P"Boy 1: And the people are very critical and so against it. 

"P"Boy 2: We see that one of the people, who point their fingers to the fight, has his 

hands tied. There is nothing he can do to separate them. "When two brothers kill one 

another, one is too late to anticipate the evil ". 

From Group 4: 

Scenario 1: The picture presents the fight between the two brothers. The crowd 

seems to shout against Polyneikis while they are close to Eteocles and, as their 

physical posture shows, they urge him to kill Polyneikis. 

"P"Girl 1: The press comments very negatively on the fight between the two brothers 

but I think it is the action of Polyneikis the press criticizes. 
"P"Boy 1: The crowd shouts against the traitor of their city and urges Eteocles to kill 

him. 
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In these extracts, the participants appear to have problematized a lot concerning the 
burial of Polyneikis as well as the decision of Polyneikis to revenge his brother by 

starting a war against his city. None of the activities they were involved in up to that 

point in the workshop imposed on them this attitude. Rather, it seems that their 

participation in the process of their work enabled them to look at the story from 

different points of view, to look at its possibilities. 

Gallagher's (2000) drama praxis is very enlightening in this perspective of drama. 

She writes: "I have observed the many ways in which girls' work in educational 
drama can create opportunities for them to interrupt the limited and limiting 

discourses and possibilities assigned to them in schools. Drama asks them to mediate 

reality by working with metaphor, analogy, and symbolism, and, most significantly, it 

asks girls to speak their own understanding of the world" (p. 6). On these terms, 

Gallagher understands drama's role in the intellectual development of the students. 

That is to say that the mental concepts produced by the participants in the drama that 

"become the basis for ideas and the dynamics between ideas" (p. 56). Justifiably, 

then, she connects the understanding of cognition in the drama to Courtney's (1990) 

theory of dramatic intelligence: "our creative imagination and dramatic actions are 

experienced as a whole, and together they create meaning. They bring abozt the "as 

if " world of possibility (the fictional), which works in parallel with the actual world 

and is a cognitive tool for understanding it"(p. 9). Could this be what also happened 

among the participants of this drama workshop: that they produced other possibilities 

through constructing images they could imagine based on what they knew already? 

The episodes that the participants went through before this episode on the press 

commentary enabled them to explore many possible perspectives of Antigone's 

character (tasks 5-7, Appendix 4) in relation to Ismene's, and discover that many 

versions could apply to the events taking place even before the war that Polyneikis 

started (task 8, Appendix 4). Some of the evidence that encourages this aspect may be 

drawn from some extracts of the group interviews that followed, where the students 

make explicit the way they came to think about the myth after having participated in 

this workshop. I will indicate some of their views: 
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"P"Girl 1: "I was taught Antigone at some point in the third grade of gymnasium, 
but I hadn't perceived the myth the way that I have now. I just thought of it as one 

simple story and nothing more. Whereas now, because we were involved in roles 

ourselves, we realized better what is the substance of the story. [ 
.. 
] It is as if it (the 

myth) wants to show how a certain society thinks and acts, and for someone who is 

somehow against the society and the beliefs of its people and tries to support himself, 

because he is alone, we can understand the consequences that he brings when he 

does something, even though he may be right in believing it but the society is against 

it" (From the interview with Group 3) 

This girl underlines the fact that in order to view the myth in other ways than the 

usual, the students need to participate in role-playing so that they can identify better 

with the characters. The student attributes her deepened understanding to the 

possibility for embodied knowledge in dramatic role-playing. The drama-in- 

education practices have stressed the power of embodied role to further learning. 

Neelands (1998) explains that the real challenge drama offers is to embody words and 

ideas, "... to show life as it is being lived rather than to report on events that have 

already been lived" (p. 30-31). When the participants take a character from the text 

and try to turn it into a character on the stage, the whole process requires them to 

physicalize the actions that are implied in the stage directions and the dialogues. "In 

improvisation ... we are physically affected by what we say and what others say to us" 

(p. 31). But also change in understanding, as Gallagher (2000) points out, comes out 

of the participants' role-playing experiences. She notices, too, that many students 

explain their changed perceptions as a consequence of their "being in another's 

shoes ". 

At the same time, the participants in this workshop have stressed their changed 

perceptions as a consequence of their capacity to act on the dramatic situation 

through critical observation. Another student from Group four makes the point that 

through their participation in this theatre workshop, the students became better at 
looking at problematic situations with more objectivity. She says: 

"P"Girl 1: "Learning about this myth has shown to me that we have to act with more 

composure. If for example this (the events of the story) took place in our everyday 
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life, half of us would probably take the side of Creon and the other half the side of 
Antigone. We would not think of the possibility that both may have some reason they 

are doing it (the burial or the order for punishment) so we should discuss it first, 

without underestimating either Creon or Antigone" (From the interview with Group 

4) 

But most important of all is that the students realized that they "... were able to 

escape from the stereotypes and view any matter from various angles" (From the 

interview with Group 1, School "A'). The conventions used for the participants to 
function on a higher level of thought and examine thoroughly behaviours and stands, 

before they were involved in task five, proved to be to a great extent effective. The 

evidence drawn from the questionnaires concerning the activities that the participants 

enjoyed more may provide some further understanding of their own perceptions 

concerning the degree of the effectiveness of the process that led them to the above 

conclusions. (The degrees 5 and 4 as set in the questionnaire are summed up to give 

the answer "Yes" and the degrees 1 and 2 are summed up to give the answer "No") 

- telling the story from different perspective: YES 

10/16 ("A"G1), 12/16 ("A"G2), 15/20 ("P"G3), 9/14 ("P"G4) 

- sculpting Antigone: YES 

8/16 ("A"G1), 6/16 ("A"G2), 10/20 ("P"G3), 8/14 ("P"G4) 

- teacher-in-role as the guard or as Haemon: YES 

9/16 ("A"G1), 9/16 ("A"G2), 14/20 ("P"G3), 13/14 ("P"G4) 

The number of responses from the students who enjoyed these activities a lot is close 
to the average (a bit higher or just below) number of the participants in each group. 
Even though Groups three and four were not trained in working theatrically and 

actually faced some difficulties, especially in the beginning of the workshop, their 

responses to these activities, whose success depends largely on the ability of the 

participants to apply the technique of the Verfremsdungseffekt, were very 

encouraging. Their attempts, as I will argue more in the next section, may also be 

their way of claiming alternative methods of teaching the myths, which stress more 
the performative element of participation, rather than the orthodox methods of 
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teaching the myths, which are part of a broader literary culture which the present 

school system cultivates and promotes. 

8.4 Performative rather than Literary 

Throughout the workshop all students participated in the activities and put a lot of 

effort into achieving the goals set in the beginning. Some managed better than others 

to communicate their thoughts and suggestions, and this was evident between the first 

pair of groups who had some experience before in theatre work and the second pair of 

groups who did not. This is something that the students themselves acknowledged as 

well. One of them said: 

"P" Girl 1: "Because many of us don't even go to the theatre and also they have 

never played theatre, it was too difficult for someone who presented something before 

his classmates to express himself freely. That is to say, some could not concentrate 

very well and laughed because they were embarrassed. But that was mostly in the 

beginning. Later on, most of us took more courage and I believe did better in their 

performance" (From the interview with Group 4). 

Does this - student* suggest that in order for someone to act as a social actor, one 

should develop the skills of an aesthetic actor as well? That in order for someone to 

gain a voice in the public world, one should first be able to act out his ideas and 

express them in a performative way? Neelands (1998) provides me with some insight 

into this matter. The social actor learns to consciously project images of public self 

when in public that is appropriate to the particular circumstance he finds himself in. 

The social actor learns to create a public role, which projects another identity than his 

"usual self'. This is the same as the aesthetic actor tries to achieve. But for someone 
to be able to act as an aesthetic actor, he needs to be conscious of self. If not, then the 

participant cannot gain the distance required from self in order to produce other 
images of self. This is probably what happened in this situation that the student talks 

about. The participants faced difficulties in involving themselves in the drama 

because they also faced obstacles in responding to the given circumstances of the 
drama as "other" than themselves. 
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The task six in the fourth episode of the workshop (Appendix 4) proved to be the 

exercise that differentiated to a great extent the outcome that the trained and 

untrained students in theatre reached. The degree to which the participants were 

enabled to produce images of actions rather than words influenced directly their 

understandings and responses towards the objectives pursued in this episode. The 

evidence emerging from my direct observation towards the participants' work 

showed that whereas the first pair of groups managed to combine the words of the 

actors with the appropriate physical movements so that the audience would be alert 

during the dramatic scene and be critical towards it, the second pair of groups 

achieved this only to a minimum level. The first pair of groups went ahead with this 

exercise from the start and appeared to be at ease when using their body to 

accompany the voice. Unfortunately, the second pair of groups was very reluctant to 

even start to consider how this exercise would work. Therefore, I had to intervene 

several times in order to demonstrate to them how they would act. However, because 

of their difficulty in expressing thoughts and feelings into motion, the main criterion 

for the audience to understand the characters' posture each time, was the 

manipulation of the actors' voice, which was far more successful in indicating the 

differences. Due to a lack of confidence that resulted from lack of experience with 

drama work, the performance of the participants could not ultimately stimulate a 

discussion that would deepen their knowledge on Ismene and Antigone and their 

relationship to the extent that it did with the first pair of groups. Nevertheless, this did 

not prove to be a major obstacle for the continuation of the workshop and the deeper 

investigation of its themes. But it is interesting to see how these two pairs of groups 

worked and what they achieved at this point of the workshop: 

From the observation of the first pair of Groups, School "APOLLO": 

From Group 1: 

Sympathizing with Antigone: Antigone makes a lot of effort for physical contact 

whereas Ismene constantly tries to avoid her. Antigone seems rather tender and 

demonstrates her love to her sister: she approaches her physically whereas Ismene 

tries to escape any physical contact with Antigone. Ismene's expression shows 

boredom and indifference. She laughs at the idea of burying their brother. Antigone, 
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always keeping a low profile, speaks calmly and moves in the space in ways that 

show a desperate need to approach and make her sister feel what she feels. Antigone 

looks lonely and helpless while Ismen towards the end of the scene puts her hands in 

her pockets like a "Pontios Pilatus ", as one of the students added later in the 

discussion. 

In the discussion that followed, the audience made the following observations that 

were evidently provoked by the particular group's performance, which showed 

confidence and experience with drama: 

"A "Girl 1: The cruelty that Ismene shows makes us sympathize even more with 
Antigone. 

"A"Girl 2: It is not fear that she presents, as it was the case in the previous group 
(the one where the goal was to sympathize with Ismene), but her ego. 

"A "Girl 3: From the way Ismene moves around the space and the way she talks, we 

are given the impression that she has thought about the matter (of the burial) before, 

and she knows what she wants. That's why she turns her back on her sister all the 

time. She doesn't want to be persuaded otherwise. 
"A "Girl 4: Antigone looks less dynamic than Ismene, she looks as though she 
definitely needs Ismene. 

Similarly, the powerful performances of the participants in Group two provoked in 

the audience various possibilities for the characters' motives: 

From Group 2: 

Sympathizing with Ismene: The scene starts with Ismene sitting down on a chair. 
She looks down all the time as if she is afraid, she appears very shy. She must have 

been crying just before the scene started since she holds a handkerchief. Antigone 

stands above her, showing self-confidence and superiority. She moves constantly 

around the space, surrounding Ismene at all times. She physically attacks Ismene at 

several points to make her argument stronger. The voices of the actors accompany the 

physical movements of the two characters successfully. 

In the discussion that followed the presentation of the scene: 
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"A "Boy 1: I saw incredible meanness in Antigone but to this I believe also helped the 

performance of Marios (the actor performing the physical actions of Ismene) who 

was very persuasive ... eh ... he was holding the handkerchief, he was afraid to look at 

Antigone... 

"A "Girl 1: I observed that Antigone would not stay in one place, but she would move 

round and round all the time, and her movements were quite abrupt, she wouldn't 

take it easy... 
"A "Girl 2: Ismene felt encircled, that she could not escape from Antigone. I mean the 

hands of Antigone were almost surrounding her. 

"A "Girl 3: Mainly, Ismene had her head looking down, something that shows 

someone who submits herself to someone else. Whereas Antigone kept this arrogant 

look, she was more imposing, she knew what she wanted to achieve and she would 

impose it on her sister. 
"A "Girl 4: Antigone took more space. Ismene's space was very very limited. 

These comments demonstrate how the participants progressed their primary acts of 

mind towards deeper levels of understanding of the characters' objectives. And this is 

the outcome of their ability to respond to the story in a performative rather than a 
literary way. But let me show, now, what poor outcomes the participants achieve 

when they find difficulties in producing images of action. 

From the second pair of groups, School "POSEIDON": 

Frone Group 3: 

Sympathizing with Antigone: The voice of Antigone is soft while the voice of 

Ismene is a bit more abrupt. The physical part does not correspond to the words. The 

participants are not feeling comfortable with expressing themselves physically. They 

keep two main physical postures that differentiate the two characters somehow. 

Antigone tries to reach Ismene with her hands while Ismene makes abrupt 

movements with her hands to make whatever it is that she hears from her sister sound 

less important. Antigone has her head down when her sister talks, appearing sad and 

disappointed. 
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In the discussion that followed, the audience found it very hard to come to any firm 

conclusions. I had to refer to some points in the performance that could provide the 

audience with some insight. 

"P"Boy 1: 1 believe that this group was better than the previous one. They had more 

representative movements. But I wasn't sure that Ismene was so much against her 

sister. 
"P"Girl 1: Yes, o. k... we saw that Antigone was not as dynamic and alive as Ismene. 

Antigone was more restrained but... I think it was the voice that helped me realize this 

more. 
""Boy 2: I believe that what is to blame is the fact that the students who moved 

didn't know the words very well. 

"P"Boy 3: I think Antigone was better presented as timid and tender. Maybe Ismene 

should look more indifferent and cold. 

From Group 4: 

Sympathizing with Ismene: Ismene does not move a lot around, she keeps a low 

profile whereas Antigone looks more dynamic and moves around a lot. The voices 

that accompany the movements of the characters enlighten us more about their 

personality. The participants face difficulties in expressing themselves physically, 

their movements are not well planned, at points a bit abrupt and without meaning. 

In the discussion that followed: 

""Girl 1: Well, these students were better than the ones before, they managed at 
least to make some movements. 
"P'Boy 1: Right ... I think that the important thing was that they presented us 

Antigone taking more space while Ismene was very restrained in herself. 

"P'Girl 2: Antigone shows her anger through the voice of the actor mostly, and 

sometimes through the manner she attacks her sister. 

What we may learn from the discussions in Groups three and four is that the 

participants made some good judgments as to how the performance should have been 
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made so that it would achieve its objectives. It may be a fact that their performances 

could not challenge the audience in critically observing the characters but, from what 

appears in the discussions above, they did challenge them in a different way: to find 

out how they could produce images of actions. In this respect, the participants were 

active observers of the dramatic situation, and because of this ability, to my 

comprehension, they managed to be responsive until the end of the workshop. 

I believe that there are two ways of approaching this difference in the outcomes of 

Groups one and two, and Groups three and four. One way is to acknowledge that the 

model of the Theatre of Myth does not enable all the participants, regardless of their 

knowledge and experience in similar theatre workshops, to act as social actors. 

Again, at this point, one may recognize the need to help the participants to first 

acquire the skills of an aesthetic actor in order for them to act as social actors. On 

these terms, the Theatre of Myth may be considered to exclude the people who 

cannot perform their thoughts and feelings. Subsequently, it can only be a weak case 

of an inclusive, democratic theatre. 

On the other hand, the persistence of the students in Groups three and four to 

discover, even at times such as the one I have demonstrated earlier, something new 

from their performance and turn the negatives of their work to positive discovery of 

some knowledge leads us to Freire's (1996) argument that "critical reflection is also 

action" (p. 109). It can also be evidence of the participants' need to create a 

performative culture. In other words, they provide evidence of the original problem 

that exists at schools, which as I explained in the Introduction, approaches the 

students as passive receivers of their culture. The educational system recycles the 

same ideas and meanings that the young people today hardly feel any connection to. 

Characteristically one student said: 

"P'Boy 1: "... In the classroom teachers read out loud the text in a monotonous way, 

they give us some questions to answer, and that's it. Most of us don't even understand 

what the meaning of the myth is " (From the interview with Group 3). 

Another student contemplates on this matter of the creation of a "dead" culture, 

which she sees as the outcome of the traditional teaching methods used: 
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"A" Girl 1: "... If the subject of dramatic poetry was taught in the same way that we 

approached it in this theatre workshop, I believe that the students would learn more 

and they would even remember these for more than just one period of term exam, they 

wouldn't learn the text by heart, as they do now"(From the interview with Group 2). 

My understanding of these statements is that these students have realized that the 

school system does not value their contribution to the creation of their culture. They 

have realized that the orthodox teaching methods, which approach dramatic poetry as 

literature rather than performance, have limited their role to passive receivers of 

knowledge. A lot of students have acknowledged their weakness to act in other ways 

than the ones they are accustomed to. One of them said: 

"P" Girl 1: "... It was a bit strange for us to act, we felt a bit uncomfortable when we 

started this workshop because it was something new to us. Before we've been taught 

simply to learn the tragedies in a completely different way and very superficially" 

(From the interview with Group 3). 

Nonetheless, it seems to me that the students of this limited case study claim back the 

performative nature that once their culture owned in fifth century BC Athens. They 

claim alternative teaching methods which will help them participate actively in the 

storytelling of these myths. To strengthen my argument more, I will refer to some of 

the students' responses in the group interviews. 

"P"Boy 1: `I have the impression that there is a greater freedom inside the myth 

itself when we play the story as we did in this workshop. That is to say, we let the 

myth breathe whereas in the classroom with the monotonous way that we are being 

taught the myth, it is like we are killing the meanings of the myth. And this is a shame 

because our cultural inheritance is something beautiful, something enlightening. 

Their stories can be just as well our stories in this contemporary world we live in " 

(From the interview with Group 3). 

"A"Girl 1: "With this approach (the theatrical) we managed to penetrate the 

psychology and deeper thoughts of a character, to feel as they felt, to examine 
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conflicts that were happening inside them or that they were facing with others. And I 

believe that theatre is best taught through theatre and not through literature" 

(From the interview with Group 1). 

"A "Girl 2: "When you read a play you don't think how it would be if you were in the 

position of each of the characters whereas we had the chance to take the place of all 

the characters, each time, and discover the dilemmas that each of them was facing. 

That was completely different from any session we had in dramatic poetry so far. And 

I never thought before the character of Creon or Antigone have so many different 

possibilities" (From the interview with Group 2). 

""Boy 2: "It is a completely different situation to live through a situation than to 

read about it, and it's natural that you understand more when you experience 

something. When you read something and discuss it you can only understand the 

feelings and situations the characters are in to a superficial level. Through the 

theatre workshop, you can experience what the character experiences. This helps you 

in your future life because it matures you somehow" (From the interview with Group 

4). 

In these statements, the students stress again the importance of theatre in offering 

possibilities for embodied knowledge that no other means of learning can provide so 

strongly. They also propose that their experience in this workshop led them towards a 

new discovery of the same old story that they had heard before many times. Let us 

see to what extent this workshop supplemented or challenged the primary acts of 
thought among the participants, concerning their approach towards the myth, by 

taking them a step forward. 

8.5 Progressive 

"Though at the beginning it seemed rather difficult and not so serious the theatre 

approach towards the myth, in the process and as the students got even more 
involved and responded better to this kind of work, I can say without any reservations 
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that the workshop gave the students access to more knowledge of the myth, deeper 

understanding of the meanings emerging from the myth, ideas that were perhaps 
foreshadowed at a first reading of the myth, it enabled them to parallel events of the 

past with events of the present. I saw them challenging their minds constantly, 
looking for further meanings and connections to contemporary situations. They never 

stopped searching and thinking" (From the interview with observer of Groups three 

and four of School 'P"). 

These comments are important because they are a reflection of the workshop's 

strengths concerning its progressive character. Whether and in what ways the 

activities that comprise the workshop enabled the participants to reach a different 

level of understanding of the story from the one they were in at the beginning of this 

work is a question whose answers may be found throughout the whole analysis of the 

work. Because all the previous sections included necessarily a discussion about the 

way that the participants approached the myth in the workshop and how it helped 

them see other hidden aspects of the myth. So what I am about to analyze in this 

section, under the title of "progressive theatre", only offers more understandings 

concerning the degree to which the workshop achieved this ambition. Henceforth, I 

find it more interesting to look at the responses of the participants in their last task 

where they were asked to devise, direct and perform small scenes that dealt with 

contemporary issues and situations analogous to those they investigated earlier in the 

myth of Antigone. (Tasks 13 and 14, Appendix 4). 

Independently of the degree to which they could perform their roles -since, as I 

explained in the previous sections, clearly the first pair of groups appeared from their 

performances to be more confident in working theatrically rather than the second pair 

of groups-, all participants were equally involved in the creation of the scenes: some 

contributing to finding the theme and idea to present, others in performing and 
directing the scene, others in making comments during the preparation of the scene in 

their groups. The participants arrived at these small group plays alone after the 
discussions held in the whole class involving all the participants and myself as well as 
in their smaller groups. But let me give evidence of the results of such work: 
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From School "APOLLO" 

From Group 1: 

Scenario 1: The scenario is about a woman who goes on trial to claim the right to 

euthanasia, for she suffers from an incurable disease, which has in time caused 

complete paralysis. The scene takes place at a court of law. 

The Counselor of Defense: (to the doctor) I understand that you are responsible for 

the supervision of Antigone's condition for the last three years. 
The Doctor: That's right, yes. 
The Counselor of Defense: And that my client suffers from complete paralysis in all 

four limbs. 

The Doctor: Yes she suffers from an incurable disease that in the end causes 

paralysis. 

The Counselor of Defense: And from what we know, her paralysis is not only 

physical but mental as well. Right? 

The Doctor: Well, I guess you can say that since the disease has influenced her 

psychologically a great deal throughout all the years that she has to cope with it. 

The Counselor of Defense: I am wondering. Can this woman lead a normal life? 

Can this woman deal with the fact that she is forty-four years old and cannot do 

anything in her life? My question to the justice is "can we sentence this woman to be 

alone and to suffer for the rest of her life? " 

The Judge: The Counselor of Prosecution may continue cross-examining the witness. 

The Counselor of Prosecution: Doctor, may I ask you this: How can a human being 

decide for her own life when we all know that it is god who gives us life, and 

therefore only god can take it away? 

The Doctor: Well, you open a completely different matter, the matter of religion. And 

I am a doctor, I find dculties in answering your question. I believe that, yes, this is 

an important matter but, on the other hand, my patient suffers for so many years, and 

this is something that will go on for many more years. 

The Counselor of Prosecution: So because your patient suffers, you are suggesting 
that anyone who suffers should end his life without struggling for the one and most 

precious gift that god has given to him? Does this make any sense? And can you tell 
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with certainty that for this patient of yours it is impossible to find happiness again? 

What would it make us if we destroyed even a last possibility that this woman could 

have to have a life? Can we pretend to be god? 

The participants extended the myth in a rather ambiguous situation where the 

application of the law would have immense implications for the person who suffered 

the disease in either way. The justice or the judge is faced with this dilemma. The 

participants were showing the responsibility that a person in a public position has 

when he is asked to resolve a situation. It reminds us somehow of Creon's position as 

explored in the workshop. He was also presented as the man who held a public 

position and to commit to that-role was a huge responsibility. While at the same time 

this public role contradicted his private roles as a father who cared for his son's well 

being, as a member of one family in which his relatives jeopardized the state's 

interest. The conflicts and the contradictions inherent in the dilemma that Creon 

found himself in when faced with the action of Antigone are transferred by the 

participants in contemporary legal situations that may bring someone like Creon in 

the same tight position. 

From Group 2: 

Scenario 1: The scenario is about an American woman who is in love with a man 

whose name is on the list of the State's suspects for having been involved in terrorist 

activities. The scene takes place in the house of the woman where her lover confides 

his love to her. 

The Man: I love you so much, why can't you believe me? 
The Woman: (looking stressful and worried) I do believe you but this situation can 

no longer go on. I have to do something about it. I can't live in this lie. 

The Man: Don't give me this, please. (He watches from the window some people 

approaching the house). Oh, no! They are coming! 

The Woman: (with distress and lack of confidence) O. k fine... ah... ust hide 

somewhere. I'll think of something. 

The Neighbour: (bursts in the house shouting while two policemen pull her back) I 

saw him. He is in there, the murderer! 
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The Woman: (trying to calm her down, also a bit worried) No, you are mistaken. 
There is no murderer here. 

The Policeman: Please, we will take over from here. (He turns to the Woman). We 

come from the local authorities. We have information that you hide a suspect of 

terrorist actions against the state. We have permission to search the house. 

The Woman: (not very confident) No, it's a lie, there is nobody in here. I' m just on 

my own, I live alone here. 

The Neighbour: You are lying, traitor of your own country! 
The Policeman: (to the other Policeman) Take her away (the Neighbour). Please 

step back, we have a warrant from the police... (he is interrupted by the screams of 

the Neighbour) 

The Neighbour: My boy has to have justice! 

The Woman: (freezes and looks at the Neighbour) 

The Policeman: You may see... (He is interrupted by the Woman) 

The Woman: Yes, yes. You can search the house (still looking at the Neighbour) 

The Man: (in the hands of the policeman, to the Woman) Why... why have you done 

this? 

The Woman: (looks at the Neighbour and the Man at the same time, shows to be in a 

confusion) 

This group investigates the conflicts between private and public interest. By 

presenting a woman in love with a suspect of terrorist actions against her country, the 

performers create a powerful impact on the implications for this woman's life. Her 

dilemma is underlined with the last still-image before the scene ends where the 

woman is confronted by her own feelings (looking at the man) and by the possibility 
that she may have caused sufferings to someone by defying her public duty, that is to 

report the man even though she may not believe that he may be involved in any 
terrorist actions. The participants saw and extended in this example, which emerged 
from recent events at that period of time, Antigone's role as individual and as a 

citizen. 
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From School "POSEIDON" 

From Group 3: 

Scenario 1: The scenario is about one country that is under a regime of dictatorship, 

which does not allow reporters to write freely. It applies censorship. One reporter 
finds himself in this dilemma: he wants to inform the people of this country of the 

bad management of the economy that will lead the people towards poverty but he is 

reluctant to go ahead with any illegal publication because he is afraid for the 

consequences he will have to suffer. 

In a living room, the maid approaches her employer, who is also a reporter. 
The Maid: Sir, will you look at these taxes that I have to pay? I never paid so much 

before on the property I own for the house. 

The Reporter: (wanting to help, looks in the statement with care) Let me see. It says 
here that you haven't paid the last time so now they have added the tax for this year 

to the previous one, plus some interest for not fulfilling your obligations. 
The Maid: But I have, sir... I have paid the tax. I am sure of it. 
The Reporter: If this is the case then you must gö and complain. They can't do these 

outrageous things. 

The Maid: But they do. Not just to me. My neighbour... she had exactly the same 

problem. 
The Friend: (A friend of the Reporter rushes in the living room, holding financial 

statements) You'll get so angry when you take a look at these (he passes him the 

papers). They are trying to rip off the people of this country. They give them taxes on 

everything, taxes that they already paid before... 

The Reporter: Have they done anything about it, like complain? 

The Friend: Oh, yes they have complained. But what would you expect the 

authorities to answer them? That they made a mistake and will fix it? 

The Reporter: (while looking thoroughly in the statements) This is outrageous. They 

doubled the tax this woman was paying for her car since last year. 
The Friend: You ought to do something. You should write this in your paper. You 

can't let the government get away with it! 
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At that moment a policeman knocks on the door and goes in 

The Policeman: I have to accompany a woman who works for you to the station. Can 

you call her for me? 

The Reporter: You mean the maid? What for? 

The Policeman: Well, taxation. She has to pay the bills right now. She can't have any 

more time. Otherwise... (interrupted by the reporter) 
The Reporter: (angrily to him) Otherwise what? 

The Policeman: They say her house has to be taken over by the formal government. 

The Reporter: But she has paid her taxes. Tell your authorities to check their books 

again. They have made a mistake. 

The Policeman: (very rigidly) No, I am afraid there is no mistake. If she doesn't 

come with me now and pay her bills, she has to remove all her possessions from the 

house before tomorrow. 
The Maid: (who was listening from the kitchen, comes worried and scared into the 

living room) But you can't do this. My children... where am I supposed to take my 

children? I have no place to go. 

The Friend: (towards the Reporter) What are you going to do about it? 

The students in this group chose to expand the meanings of the myth to situations that 

make conflicts between the private life and the public responsibility even more 

difficult to be resolved. This scene reminds us very much of the way Brecht uses the 

myth of Antigone to make connections with the fascist regime in Germany under 

Hitler. The Friend, as used here, plays the role of the human need for freedom and 

respect. The Reporter's position becomes very complicated not only because of his 

primary role as a reporter but due to the relationship he has to the Maid, which is 

presented as very warm. The scene ends at the critical point when the Reporter is 

faced with this dilemma that his conscience imposes on him: "What are you going to 

do about it? " 

From Group 4: 

Scenario 1: The scenario is about a woman who has been accused by the state of 

abusing her children. The scene takes place at a court of law. 
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The Counselor of Defense: Today we are faced with a very important case. My client 

is accused of neglect and abuse of her own children. And I ask: isn't it ironic a 

mother who goes through so many difficulties to raise her children to abuse them? 

She is a single mother, and tries to raise her family on very little money. 

The Judge: May the first witness come to the stand. 

The Witness: I know the accused for some years now because we are neighbours. I 

don't have any other relationship with this woman. But lately I noticed that the 

accused comes home very late in the evenings, drunk and gets irritated by her 

children. Most of the times the children have no one to look after them, they go round 

the houses in the neighbourhood to ask for some food. They always have bruises on 

their faces. So it is obvious that she beats them. 

The Counselor of Defense: I object to this assumption. (to the witness) How can you 
know for sure what is going on in my client's house when you have no relation with 

this woman? 
The Witness: From what I see or hear everyday. We hear their screams all night. 

The Counselor of Defense: This is ridiculous. You can't draw conclusions from this. 

And just because you heard the children crying it doesn't mean that she abuses them. 

Do you know any child who doesn't cry? And if you saw some bruises, how do you 

know that they didn't fall somewhere and hurt themselves while playing. Doesn't this 

happen to all kids? 

The Judge: Do you want to examine your client, counselor? 

The Counselor of Defense: Yes, I think it's time we resolved these accusations. 
The Accused: As all of you know each of us may have several problems and 

weaknesses. I tried to find a job several times but nobody would give me this 

opportunity. The government doesn't provide any services for my children or send 

money. How can you blame someone like me, who has been abandoned by her 

husband with four children and has no job? Yes, I may drink from time to time 

because I am desperate myself. I have no one to turn to. I need some help, can you 

give me some help to raise my children? 

The Counselor of Prosecution: But the environment these children live in is so 

unhealthy. We can't allow this woman to keep her children. Two of them were 
infected by diseases that develop in such unhealthy environments. 
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The Counselor of Defense: So you suggest we, the state, deny this woman any right 

of help that she asks for so persistently? Do you think that taking away her children 

will solve the problem for the children as well? Don't the children need their mother? 

How can we turn our backs on her so coldly? 

In this scene the participants tried to show what the public responsibility is towards 

the individual. The dilemma lies mostly in the choices of the state: trusting your 

citizens and enabling them to recover their problems or not trusting them and 

choosing to take away some of their rights. Again, the participants managed to take 

the myth of Antigone one step further and apply it to contemporary life situations. 

What is of interest for me as a researcher to discover in all these performances is that 

the students chose a rather Brechtian theatre style. Without having any knowledge of 

this particular theatre style whatsoever, the participants in all four groups presented 

the scenes in ways that would make the spectators look at the dramatic situation 

critically so that empathizing with the dramatic characters would result from their 

emotional involvement in the understanding of the contradictions or ambiguities 

involved in complex situations. The actors operated as epic actors. That is to say, in 

the process of showing an event, they simultaneously showed themselves in that 

event, situating in this way actions and events as moments of decision defined by a 

plurality of possibilities but, at the same time, unadobted alternatives. For the 

spectator there is always the element of "not-but" to see in these characters that the 

participants have created. 

The way that the Reporter is presented in that situation challenges him to do 

something: as problematizing the matter, getting angry about the political situation 
but yet not going ahead with the alternatives he is thinking about. The spectators are 
left with a phrase, which also involves contradictions: "What are you going to do 

about it? " The same question is implied in the play made by Group two, which ends 

with a still-image of the Woman faced with her two alternatives: the Man and the 

Neighbour or else her passion and her public duty. She was also presented in the 

process of the presentation of the dramatic situation as a character who embodied that 

element of "not-but". The contradictions in one person's life and its possibilities in 
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the question of "what life is about? " were presented in the same way in the characters 

of the two scenes situated in the court of law. The participants created dramatic 

situations and presented the characters in ways that challenged the audience to pay 

attention to the contradictory and possible. 

8.6 Some last considerations on the material reality of the Theatre of Myth 

The significance of the theatre workshop lies in the opportunity it gave me as a 

researcher to understand and, thus, be more aware of the potentials but also of the 

limitations of the proposed model of the Theatre of Myth. Not all the theoretical 

principles for the establishment of the Theatre of Myth can apply successfully in 

practice when the theatre event is organized only as a short break in the students' 

school life. The Theatre of Myth needs to have a continuum over a long period of 

time with a certain group of participants so as: 

- To give the time to the participants to create these special bonds that are 

characteristics of a community, which can help them later on acquire a 

collective voice. The analysis of the evidence in the present case study has 

shown that the Theatre of Myth opens new possibilities for the participants to 

approach their myths afresh and arrive at new interpretations. But to reinforce 

these potentials it means that the participants have worked as a group many 

times and are eager with each other so they do not think they expose 

themselves when they communicate personal feelings and thoughts publicly. 

- To enable the drama teacher or the artist to gain some knowledge of the 

participants' special characteristics and needs. Since the Theatre of Myth also 

sees its role in shaping and transforming perceptions, it is important that the 
learning process is planned according to the existent knowledge and 

experience of the participants. A long-term project can then ensure better 

results in helping the participants make connections between the material of 

the drama -the myth- and their individual and collective lives. 

- To ensure some progression from one stage of drama work to another. The 

participants need to have some experience with drama work and develop 

skills of an aesthetic actor systematically so that they can actually involve 

themselves in the event. Otherwise, as the responses of the participants have 
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shown in the section (8.4), to participate in activities which demand acting out 

and communicating ideas and meanings to others becomes a difficult task for 

those who have no previous experience and therefore no confidence in 

working with drama. The present analysis has also shown that when the 

participants have already developed certain skills that enable them to behave 

as social actors, participating in the Theatre of Myth can become a serious 

and interesting investigation of social matters that concern them as young 

people who belong to a certain culture. 

- To create the conditions that will gradually lead the participants to behave as 

social actors in their everyday life. It is after all the ambition of the Theatre of 
Myth to provide the platform where the participants can practice their 

citizenship in the forum of their political life outside the boundaries of the 

drama. 

In order to ensure that the objectives of the Theatre of Myth are satisfied in practice, 

certain criteria need to be outlined to serve as points of reference for evaluation. I 

recommend that these criteria reflect the application of the principles which were 

taken in mind when transferring the model of the Theatre of Myth from theory into 

practice in chapter seven. The categories for the evaluation of the practice of the 

model of the Theatre of Myth are the following: 

(a) Epic 

1. Does the narrative of the theatre event provide the participants with rich 

material knowledge that can be manipulated concretely and extend the action 
beyond the drama? 

2. Does the narrative of the theatre event stimulate relevant themes/ideas to the 

myth that can apply in contemporary situations and gain further meaning for 

the participants? 
3. Does the myth, which is the foundation of the narrative of the drama, have a 

particular interest for the special group of participants? 
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(b) Episodic 

4. Is the workshop structured in thematic episodes which have a coherence? 
5. Is the order of the episodes efficiently designed to enable the participants to 

make sense of their experience in the theatre event? 
6. Do the conventions used for the interruption of the drama put the participants 

at a distance from the dramatic situation to make them think above the flow of 

the play? 
7. Is there at all times a dichotomy of the theatrical space? 

(c) Mythological 

8. Does the theatre event offer possibilities for the participants to contribute 
individually in the construction of collective mythologies? 

9. Is the theatre event defined by the special characteristics of the participants 

and the social circumstances they experience at the particular period of time? 

10. Does the theatre event offer opportunities for the participants to manipulate 

the myth that bases the drama in ways that enable them to make sense of 
broader universal issues of their contemporary world? 

(d) Shared by Participants 

11. Does the theatre event offer opportunities for all the participants to be actively 
involved in it? 

12. Does the theatre event offer opportunities for the participants to shape and 

communicate their experiences publicly? 
13. Does the theatre event offer a variety of theatrical styles and means that can 

be used by the participants for the construction of the dramatic reality? 

(e) Relevance 

14. Is the theatre event organized in ways that lures the participants' interest? 
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(d) Performative 

15. Does the theatre event enable the participants to develop and progress their 

skills as aesthetic actors to become social actors? 
16. Does the theatre event offer opportunities for embodied knowledge? 

()Pedagogical 

17. Does the theatre event offer opportunities to the participants to interact with 

the drama and reflect critically to it? 

18. Does the theatre event stimulate in the participants alternative ways of seeing? 
19. Does the theatre event create possibilities for the participants to become the 

authors of their communal lives? 
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CONCLUSION 

Throughout the process of the present research study, I sought to recreate a Theatre of 

Myth, a theatre which in the culture that the young Greek people of Cyprus have 

inherited from their past has provided the public sphere for the practice of citizenship. 
The paradigm of fifth century Athenian theatre urged me to search for those 

principles and criteria that would establish a contemporary Theatre of Myth which 

would make possible this dialogue between the past and the present, the present and 

the future. The Theatre of Myth was created to offer the young people the alternative 

to approach their culture not as something made for them in their absence but instead 

a living condition that is theirs to manipulate, a dynamic process in which they can be 

the main protagonists. The principles of such a theatre, as I have shown in this study, 

are capable of breaking the culture of silence which, as Freire and Shor (1987) 

describe, is reinforced in classrooms where the students "... no longer expect 

education to include the joy of learning, moments of passion or inspiration or 

comedy, or even that education will speak to the real conditions of their lives" (p. 

22). Conversely, the Theatre of Myth creates a laboratory where the participants are 

expected to gain their own "voice" and reflect on their learning in meaningful ways. 

The young people are encouraged, in this way, to open up and sustain a conversation 
between their learning in drama and the mythologies of their collective lives. 

Rooted in the belief that art should provoke questions, not give answers, the Theatre 

of Myth aims to reinvent the performative culture of fifth century Athens. To involve 

the young people of this culture in its making is to create the possibility for them to 

transform the images of their individual and collective lives according to the changes 

over time of the relationship between the "object", the form of culture, and 
themselves. The notion that reality is not something rigid and unchangeable but, on 
the contrary, a social and cultural construction is the mechanism that the Theatre of 
Myth employs to challenge the pragmatic situation of the contemporary educational 

system of Cyprus, which cuts the young citizens off from participating in the shaping 

and reshaping of their old myths, the stories that bind them together as one people. 
Instead of limiting the possibilities of these myths to merely reproducing them, I 

propose that a Socratic praxis must take place between the myths as manipulated in 
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the past and the potential of these myths as manipulated again in the present under 

different conditions that lead to new understandings and meanings for the young 

people. This belief resonates with the claims made by Wilson and Wing (1999) that 

data coming from the students' reflections on their own learning leads them towards 

richer and more complex understandings of themselves and others. 

The significant part of the Theatre of Myth, as I have suggested throughout the thesis, 

lies in its potential to offer such opportunities to its participants so that they will 

become the agents of this transformation. It puts them in situations where they can 

see the invisible influences of culture and discuss them so that they can see 

themselves in the process of becoming. In this way, the Theatre of Myth has the 

ambition to become what Neelands (1996) suggests, a cultural resource that can be 

manipulated and transformed in a personal and particular way, thus serving the local 

rather than the universal. 

It is not only about making sense and reflecting on the cultural values and axioms that 

a democratic theatre aims for but also, most importantly, about enabling the 

participants to embody stories in the poetics of their collective lives, which they can 

then see as objects-metaphors of their life history, provoking them to discover other 

viewpoints and enabling them to strengthen their collective myths further. To impose 

on them a context and a form that has no meaning in their contemporary life is to 

deny them the chance to participate in their communal world. 

The principles of the Theatre of Myth, which developed from the theories and 

practices of the twentieth century Modem Drama paradigm and drama-in-education, 

are ideally the means which facilitate ways of access for the young people in their 

cultural and political life. I have drawn on the theories and practices of the epic 

theatre of Brecht and the participatory theatre forms of Boal to identify and propose 

the features that can foreground a democratic Theatre of Myth. The "conventions" 

approach of Neelands has created the possibility for the Theatre of Myth to become a 

laboratory of constant testing and exploration of ideas and themes. The participants in 

such a theatre laboratory behave as researchers who maintain a critical stance towards 

the information and knowledge they receive so that they can discover the possible. 

The theatre event, as it is constructed episodically, alerts the participants to challenge 
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the "natural" and see afresh the meanings inherent in the narrative of the drama, 

which are also influenced by their own experiences and the needs they may have as a 

group. Being inclusive of all the members who are present in the theatre event, the 

Theatre of Myth offers them the opportunity to act as social actors and develop the 

skills required for the future citizen who wants to have a voice in public life. The 

shared experience of the participants in this social event opens new horizons for the 

way they view their individual and collective lives. The plasticity of the aesthetic 

space created within the theatre event allows the projection of various different and 

even contrasting images of self and society, informing thus of the "other" reality, the 

alternative reality. The potential of such a space encourages the dialogue between the 

mask that the participants project and themselves as individuals and as a community. 

The "other" self is shown constantly to invert the "normal" and inform of the 

possible. The emphasis on enlarging the participants' abilities to produce images of 

action rather than words facilitates these transformations, which ultimately take the 

participants a step forward from the original stage of thinking and understanding of 

the particular theme. 

In proposing that the Theatre of Myth can provide a valuable and fresh way of 
interpreting our myths, I also recognized its limitations. The material reality of the 

Theatre of Myth has informed me of its strengths and weaknesses. It has been a 

reminder, and this is how I suggest it should be seen, of the fact that all the theories 

developed by many dramatists, from the time of Aeschylus to the time of Brecht to 

Boal to Neelands, remain to a certain extent ambitions that may not be realized. 
Nonetheless, they are ambitions that put the dramatist on the road for conceptualizing 

a new theatre of action that would liberate the people and challenge the status quo. In 

this sense the ideal and the actual are bridged. 

The Theatre of Myth suggests that during the theatre event everything is possible and 

all is allowed. It does not seek to impose but to use its theoretical lines so that its 

planning and structure will correspond to its claims to be mythological and local, 

inclusive, social and transformative, progressive and performative. Every practice of 
the Theatre of Myth can be approached as a single case study work which can 

provide specific information about the theory. Through these practices, the Theatre of 
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Myth expects to receive stimuli for further developments that can improve its 

practical efficiency and take it to another level. 

The Theatre of Myth, although complete in itself, is still a model and as such it does 

not wish to impose itself as a formula that denies variations in form and content. That 

would be to contradict its conceptual framework. Developed on the principle of the 

historical avant-garde theatres which oppose any kind of "orthodoxy" that could 

restrict the limits of the theatre event, the Theatre of Myth suggests flexibility in all 

levels of work and through its plasticity of space welcomes new reflections and 

understandings. 

Much of the significance in this research has come from the reflections of the 

participants themselves, and the importance ascribed to their voices and insights. The 

latter have provided a unique insight into the learning dynamic that can be achieved 

in a theatre laboratory that employs methods of investigation and analysis. The new 

perspectives that arose from the practical workshop with students informed the 

Theatre of Myth in many ways and strengthened even more its philosophy which is 

based on the belief that to enable participation in one's culture, we, the researchers, 

teachers and artists, need to employ mechanisms that restore the dialogue between the 

culture as such and the agents of that culture in contemporary times. Only in this way 

can we ensure that learning remains relevant and meaningful and the cultural 

resources are recreated and reconstructed under new perceptions to correspond to 

new ideas, values and "structures of feelings". The practice has shown that the 

students-participants are capable of these processes if only they are asked. The theory 

has reinforced that. Let us not take away the creativity and imaginative intelligence of 

young people. Let us, instead, promote and expand it. The Theatre of Myth, I suggest, 

provides the means for the realization of these ambitions. 
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APPENDIX 1 

(a) Extract from Aeschylus' (1992b) Choeforo4 verses: 893-931 

ORESTES: (to Klytaimnystra) It's you I am looking for; he (Aegisthus) has paid the 

prize. 

KLYT: Oh! They've killed you, my darling Aegisthus. 

OR: You love that man? Then you shall lie together in the same grave; he is dead, 

and you will never be separated from him. 

KLYT: Wait, my son; show respect, my child, before this breast, at which you often 
drowsily sucked with your lips the milk that gave you life. 

OR: Pylades, what shall I do? Should I not fear to kill my mother? 
PYLADES: Would you destroy the standing of Apollo's oracles? It's better for you 

to have enemies among humans rather among the gods. 

OR: I judge you are right, your advices are wise. (to Klytaimnystra) Come with me, I 

will kill you next to him (Aegisthus). For when both were alive, you preferred him to 

my father. To his side you will lie dead, since you love him, whereas the one you 

should have loved you didn't accept. 

KLYT: I fed you and I want to grow old with you. 
OR: Live with me? You who murdered my father? 

KLYT: Do not blame me. Fate is responsible. 
OR: And now your death is due to fate. 

KLYT: Don't you afraid of the curse of your mother? 
OR: You gave me life, but then threw me to misery. 
KLYT: I handed you over to trusted friends only. 
OR: I was sold like a slave, me, a son of a free father. 

KLYT: And what payment did I receive from you? 
OR: Your dishonesties I am ashamed to name or describe. 

KLYT: Your father's dishonesties describe that he committed then. 
OR: As you were at home, you cannot judge him who laboured in battle. 

KLYT: A woman without her man learns desperation. 

OR: A woman owes her place and her safety to her man's work. 
KLYT: It looks that you will kill me, my son. 
OR: You, and not me, will kill yourself. 
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KLYT: Beware of the Furies that rise from the blood of a mother. 
OR: If I relent, who lives with my father's curse? 
KLYT: It seems that you have already prepared my grave. My tears fall in vain. 
OR: My father's fate orders this murder. 

KLYT: Oh! Here is the snake that crawled out of my womb and bit my breasts. 
OR: The fear in your dreams became a real soothsayer. You killed the one you 

shouldn't, and now you will suffer the same. 

(b) Extract from Euripides' (1992a) Electra, verses: 967- 987 

OR: (to Electra, when he hears his mother coming in her house) What are we going 

to do then? Kill our mother? 

EL: You are sorry for her now that you have seen her? 

OR: Oh! But how can I kill my own mother who gave me life? 

EL: Like she did with our father. 

OR: It is a thoughtless oracle you have given to me Phoebe... 

EL: Apollonas thoughtless? Then, who are the wise and the sensible? 
OR: You (to Apollonas) ordered me with oracles to kill my mother while you 

shouldn't have. 

EL: Why not? You will avenge your father. 

OR: I came here being pure and now I will leave as the murderer of my own 

mother. 

EL: If you do not defend your parent, you will be disrespectful to him. 

OR: My own mother? Will not I pay for that murder? 
EL: And what about the punishment you will have if you do not avenge your father? 

OR: A demon with a god's face has spoken this? 
EL: Sitting on the holy tripod? I don't think so. 
OR: I would not believe these as wise oracles. 
EL: Do not turn coward. 
OR: So I will deceive her the same way? 
EL: Just like the way you killed Aegisthus. 
OR: I am going in. It is a terrible thing that I am about to do and terrible things it will 
bring. If gods like these, let them be. My task is bitter, not sweet. 
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APPENDIX 2 

(a) Extract from the National Curriculum of Ancient Greek Studies for the first 

Grade of the Lyceum (15 year-olds), pp. 137-138 

Dramatic Poetry: The teaching of Aeschylus' Prometheus Bound 

The students should be able to: 

- place the dramatic poetry historically and literary (learn about the three Greek 

tragedians very briefly) 

- know the birth, progress, form and content of the ancient Greek drama. 

- know the plot of the tragedy of Aeschylus' Prometheus Bound 

- appreciate the offer of the ancient Greek theatre in the humankind 

- empathise with the dramatic happenings in the tragedy, point out and evaluate 

the diachronic meanings of the tragedy while watching the film Prometheus 

Bound 

- gain the expected positive attitude towards the play 

- observe and describe the emotional changes that the tragic heroes go through 

- appreciate the main ideas of the tragedy 

(b) Extract from the National Curriculum of Ancient Greek Studies for the 

second Grade of the Lyceum (16 year-olds), pp. 42-43 

Dramatic Poetry: The teaching of Sophocles' Antigone to the second grade of the 

Lyceum which specialises in the subject of ancient Greek studies 

The students should: 

- learn about a unique and exciting literary species of the ancient Greek 

literature 

- put tragedy in the historical development of the ancient Greek literature and 

recognize its connection to other literary species 

- know the structure and the parts that constitute tragedy (theatre dimension) 

and compare these with the parts and their structure of contemporary plays 
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- understand the qualitative elements that define the tragedy's substance, the 

plot and development of the myth, the thoughts, ideas and the moral of the 

dramatic characters as well as the quality of their words 

- feel when a hero is a tragic character and distinguish the meaning of hybris, 

divine justice, the tragic and tragic irony 

- feel the process of catharsis, which provokes at the same time sensual 

enjoyment and deep moral satisfaction from the restoring of the moral order 

- recognise the influences of the ancient Greek drama to later dramatists, by 

using the suitable texts. 

- pinpoint the main problem in the tragedy, which concerns the respect people 

ought to have for the dead 

- avoid the interpretation of the tragedy to the level of ideology, as presenting 

conflicts, for example, between the written and oral laws, the family and the 

state etc. 

- appreciate finally the position of Sophocles towards the value of the divine 

laws and their respect by humans, which he considers as evidence of 

sophrosyne 



0 
M 
N 

M 

M 

k 

W 

a 
Q 

0 

a °' 
ön 'A ° N },. o o 

. D°ö ao 3 °, ä 
.o 

ö 0 g o 
. 

öh >2 MO �-j. ä 
" 

H 
c xs, 

Wa aý 

0gö 
v Z 

o° ct ý 
bU a . Uv o Q 2 c1. o k 

41 0 2- 

c 

j3 < 
4 1 0 0 

ö 

U 
z 

5 U 
ÖO 

L. ' () 
O 

. - O t *4 Cl' 

ýQ 

t"i 
O 

E4 

Up 
S--( .e 

+ 
N "ä. a ' 0 

° 
O 3Ü 

° 
vi O 

U 
V 

G. J 
< p 

N cd Zi 

p 

U 

2 
O ýj 

b A °- 
Ö th 

p 

"ý 
e 

- 
ý y : 

LFOý"ý 
O 

n U +' " 22 bA C Uc co O 

ö c° °'ö 

at U UO L" cd ý 
Mý p ßb10 Cb p 

hi Ü U tý 
. 
"ý ° 

"' öv "ý "~ý^ö 
2 

ävß ö aý "aý 0 3 ý^ 

ppi 
z äi Au v ,b0, C 

0 
&ý GO 

O ezu b 

" 
. 

'; i' 
i., 
dö 

UNO 
ý ö0. 'S 

cd 

"ý 
O 

Ei -e 
OO 

ýý 

U 
ce 

ono > ý ö H tea. a ,ý , ^ C) 3 12 

O °' ß, äI ý' "ý ý' aý 0 :1 
0 to 

Ä ý ö 
i°n 



ti 
N 

M 

0ý 

'lzý 

-A a) 

0 
E. ° 

U °' ß $o 
.ä° to 8, 'o 

0 924 

ý tom 
aý ý 

UO U .ýö. 6" U 

yw 
cu 

Ö 
9: 4 vvO 

ä 
rn t02 a) 4: 2 

" 
o 

° Q- ýi 
, Q., .ý ue 

,ý v, . ý.. " C) 
ce '= 0 

Ui w C) o 
o 2 

°' ý2 1ä 
-ci 

ö 
° 

Co 4 
a -d 

30 

03 
ý'b ý, 0.5ý c ,ö° we 0~r 

° 
d^ d go0 

ý. ý 
E5 
ö 

C: ) 0 c) 
`t' 

- 
cl 
ý° w E E 15 

C) 
ö 

aý ý ßk1 4 w2 "° ° 

.5e 
Q' "ý 

"' V -Uý 
ýO U y U L" Ö 

+ O, 
O 

w° N + CS t= 
F , E . 

". d Q' 
Uy 

C)O QU ZU 
ACA ý 'n po 

° 

w c) 
o 

yo 

G" Ny TA 

r 
:U 

o 
SU vii 

ýý 2 n. ý C) 
0 Q) 

ý 
"' aU 

aý o °a 9 
oC .0 Lo 9 r. .4 ci 

N 

C%ýQ 
°0 

N 

oV 
"0 kn vii q 



M 
N 

M 
b 

ll: ý 

0 
o 

tI DC 

° 
OU 

re d- .. w Co .5 
ýo 

"ci 
Som 

U V cu Z CZ 0 

0U 
b Co 

UbU 
tti 

h 
iil tn cad 

Ü 
... 4ý 

42 

. -'er 0 
33 Di 

om bc; ý °ý 

" 

f 
" 0 

ºý cam, ° °ý fý cý ý, 
F'', 

vv o aý o ai 

924 
U U 

O 
) 

cý bA 
2y -o. 5 (U 
0 

0- 
ýIJ3 - 

O~ y 
Ü ,D U 

0 -Z .2Q 
V "Z7 Qv 

N 'ý 
I 

"mob O 
° 

` ý 

0 .. r 
1-4 No = 'C 

= °' 

9 " -zi bc ý 

n. " Z 
O Cd 

6 22 u ° "" ti e 
2 Z : 25 i2 CD Z 

:i CD 0 U2 
;U° 

'C! UU I4 4 
0 dWU 

J. 
U 

to a to eU=E ßk7 
o2 -4 ö°° 2 11 ý.. ý 3" 0 p 

O 
c ý 

aý o aý 
O 
ýn W 

ry, U te 
y ýý. 

.0 
0 U 

-: 5 0 r5 0 
° 'ä vW W 'b 0 
a i 

. c"o ý-o0 oä m 
30 

`x °" 
asi ai `ý a-)+ý"+$ 

}ý° /c"hýi 
aýi 

N 

Uw< ý 

U 

ýn 
N 

o0 
O 
an 



M 
N 

M 

'ý 
M 
Aw` 

W^ 

V 
Q 

.0 to 0 

< 0. gO 
coo b O 0 "w 

öýýqö ö `ý 
U ao Lý öV p 9) v ö 

�, - 
"O 'd 
C3 oO "Cy 

C7 

V 

C> 
.0 >> v - 

44 00 

U "ý 

JM U 

10 9 C) .E bO 
O 
-+ ýy Orr ý ö 

t)"ts>' 
öö 

aýi 
ö ý -d o 

SZ, 0ý , ý, N p w, O p O 

OvO 
E""ý 

Nýb 
NiU ý ct3 b 
" . s" 

p 
cd 

a, ý 
4" 

p 
ý 'O ý vý V pý O 

cad .Ob ý 

O ue 

'd c'ý 
ß 

ý 

L. ' 
." 

tai 
"c 

-2 Ö 
Ü^ 

ö0 W9 
pc ä 

43 - i"2 
- 

Q" 3 9 ">, W" o 
tr 

Cd O 
, co C: 4 , c, - 101 t. vO 5 v p4 t. Z 

ý, 

; -- Ln 4 aýi cßä 

aý ä 
v2 

1ý 

0 44 
&) to H v 'is - Ö ° äý ci u$ 

Z 0 
+r 

U 

O\ 



N 

M 

0ý 

*Itý 

74 
V 

ý,,. ;b ... ý CIS 
W 

° 
=O 
as 

cd 

.p 
C) 

d b ö 

(1) cd l ; k dd al z o ° 

Cd 
aD CO W d y 

.0 Cd 

co ý 
1 

9 (4-4 

° 
L64 

öyb °c ä 'ý 4. 
ö .0 

cn ý 8) 
.2 j 

n 
t12 (U SZ ; 

C 

1 = I. C's o 0 
0 

,4 
4) 
V1 

: 
.d 00 VJ 

0g 
Ca 

-C 
0 R 

U 
Q -, o 3 

bo 
-90 .> 

MU 
u 

{cd - 
. w+ 

It v 0 

t 4 ) 'b ý 
,= 8 

OÜ . Ü wH 

0 

0 

O 
ti 

w 
O Ö vý 

O O ý ý 
A d 

+ý y 
r 

ue 

" 

N s , .0 

Cý 
ý W ihr 

° w 
ö ° Q 

i 
Ra 

a 
"d .a u 

ö 
ö , 

° 
ACS 

ö O °' 

ä A; ß w ä wQ 
C1 

00 
U U `'' U U 
C> 
ON 00 ON I 00 r- 

'IT 
I 

C', ýo 
'IT 

I 



h 

M 

"Irl, 

° "p 
' 
°ý b 
b q ap jj, 

ö 
"Cl ý 

ää 
bh 0 1 aý 

9N°o 
f+OO 

°v 
Cý 
A 

(/ý Qi 

o 

:3 ;S w b 
4-A 0 

O V1 

vý 
° 

~ 

g 
Ü 

c~d 'Sý 
Q" 

ypb 
ý ý+ ° °" 

s d 
O O s -ý Ct O Ri c bA W 

ýOa) Q FO W aý U 

Id Ö Ö -, 3 n Ö6 
Jý .y r. + Q, 

ý . ý. + 

-0 0 

U 4" 0 O cc 0 e " 
`ý 

'ol 
vQý 

o 
t rO h N 

.ý 

N 2 O Oy O" N bA 

E 
o 

w 
'Cj O 
y ýr 

O 

Sý CAS ý . 

w iý ä U O0 
b 

0) 
"G 

.2 
"al 

C'4 

o 

Ii 

U, 

`. U 

\lZ V 
erq 

ý 
ýT 

00 
kel 

kn ýo 
inL 



b 
N 

M 

0> 

llzý 

+r 03 0 

01 0 

2; ci 04 I 

.20 
4 

Ü 
cUd i 

vi 

cis 

ý 

U 
O t3 

ý 
O Gt 

^S' "'" 
Ö G) vý U a 

^' 

Üsý 
" 

ýd CUi 

ÜÜ 
v 

Ü 

O "b 

flji 

" " 
p 

cl as 
O O ý 

ý 
0 U 

v 'b 
Lýr t3ý 

U 
Cr , . 

W¢, 
q Öc 

'C 
LO d 

" 
U 

rq N 
[ý r" 

) ... ter 
] 
lný 

r di U c i H (ý HC 

U 

p. ý 

Cy 
Ö 

O 
ca 

te ý" w 

, rÖ z 

UZ 
y Sý 

pi 
". 
ýr cad 

QO 
CA 

4-ý 
O OU mo w. 

.0 Q 

jj 

°' 05 b-I 'A 
aý aý 

:n 

' 

Cc) "y .ý cd I. 4 . >.. N ý 
Ur .D Ly .r 

0 
Cý 

,' cUd 
C7 
it 

it 8 A 
P. 

= 
(ý C U 

ai 
! t 

:ý 

" 
.4 g` tn g ß 

ö a) 
:s6 w vý ý' ö 

sý. 
q Udo o rý . ýTS aý ö 

ö "t, E5 d a od a A-4 C 
cc 

I 1"0 
H Ä 

9Q M IT 0 
CC' 
It 

M 

d" 
MU 

= 

O 
4 

M 
-4 

It 
" 

M 
ý 

er 



Appendix 4- 237 - 
APPENDIX 4 

THE THEATRE WORKSHOP ON THE MYTH OF ANTIGONE 

LESSON PLAN I: MYTHOLOGIZE A PERSONAL STORY: 45 min 

Introduction: You know how personal stories when explored and applied in 

universal terms become mythologies. This is what we are going to do in this 

workshop. Now I want you to think of a time when your parents told you either to do 

or not to do something, fording yourself in a difficult position to face this major 
dilemma: obeying or not obeying your parents. 

EPISODE ONE 

TASK 1 

CAPTION: Personal Mythologies 

CONVENTION: Storytelling 

In groups of 7: Share in groups these personal stories and decide on exploring one of 

them. After you have chosen one story try to discuss the arguments that could be 

posed by each side: from the young person's perspective and from the perspective of 

the parents. Keep your decision secret because we are only interested in that moment 

when you faced the dilemma. Having chosen that particular story, allow yourselves as 

group to add to the original story to make it more interesting, more dramatic. 

EPISODE 2 

TASK 2 

CAPTION: Constructing Points of View 

CONVENTIONS: Still-image 

Make two still images: one showing the consequences that your decision will have 

for you as the child when obeying the parents and the other showing the 

consequences that your decision will have for you as the child if you choose not to 

obey your parents. You must have somebody in the middle of these two images to 

represent the young person who finds himself in the position of this dilemma. So the 

two groups need to pull on either side (symbolically pull, just to make the point that 
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the young person needs to remember how hard it was for him at the moment when he 

had to decide what to choose). (The images need to show the young person's 

perspective) 

Questions directed by the teacher to the audience during the presentation of 

each group's still-images: 

- Try to guess what the situation is and who are the characters in each image. 

- Which one shows obedience to the parents and which doesn't? How can we 
tell? 

- How does the young person feel about making the decision to follow his 

parents' will and how does he feel about making the decision not to obey his 

parents? In other words what consequences he feels he will have for himself 

by his choice? 

- How do you interpret the stance the parents have in these images? 

- Is there something else in these images that gives other insights as to how this 

young person is facing his dilemma? 

TASK 3 

CAPTION: Constructing/ Contradicting Points of View 

CONVENTION: Still-image and Narration 

Now go back again in your groups and have the person in the middle speak on behalf 

of the young person, speaking in third person as a narrator. Make the same images 

but decide what comments the narrator may make for each image: 

- What does he tell us about the way the child responds, feels towards the 

picture which shows the consequences of obeying his parents and 

- What towards the picture which shows the consequences of deciding not to 

obey his parents? 

- Where does he tell us that the child is happy and where distressed and 

miserable? (the person in the middle represents the chorus-strophe) 
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Questions posed by the teacher to the rest of the class: 

- What are the young person's arguments? 

- Do you think he is objective in the way he sees the consequences of his 

decision? 

- What may influence the young person in believing the way he does? 

- Why is he so persistent (or how persistent he is) in thinking that his parents' 

way of seeing is wrong? 

EPISODE THREE 

TASK 4: 

CAPTION: Constructing/ Contradicting the "other" Point of View 

CONVENTION: Still-image and Narration 

Again go back in your groups and now remake the images to show the perspective of 

the parents. At the same time have the person in the middle speak on behalf of the 

parents, as a narrator in the third person. In this case the actor playing the child in the 

middle before will become the parent and the child will be put in the picture where 

the parent was removed. Try to find out: 

- What are the consequences they see for their child if he chooses to obey them 

and what consequences he will have if he chooses not to? 

- What are the parents' arguments for each decision? 

Questions posed by the teacher to the audience: 

- What are the parents' arguments and why? 

- Are they objective in the way they see this matter? 

- What might influence their judgment? 

- Why are they so persistent (or how persistent they are) in thinking that their 

way of doing things is right and not the other way round? 
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ENDING: In the end of this activity the students are invited to sit in a circle and 
share their opinions on the theme that we have just explored. The conversation's 

objective is to generalize the story, to bring out the universal meanings which are tied 

to the particular story. 

Questions posed by the teacher: 

- What's the theme that we were occupied with today? Can we find a title? 

- What's the situation? 

- What conclusion can we draw about the different approaches to the theme? 

(The theme is about obedience to authority, the people who have the power. It is 

also about making choices which are often based on the way the person involved 

in that situation feels he can handle or not handle the consequences of his 

obedience or disobedience. These choices become more difficult to make since, as 

we have seen, the opinions about the consequences vary and differ enormously 
depending on each person's interpretation) 

- Can you find some contemporary situations which may connect with this 

theme that you believe accept or involve different interpretations? Make a list 

on a sheet of paper. (this list will not be further discussed here, it may provide 
the stimulus for task 13, in the last episode. The positive about making this list 

at this point of our work is that the students will be more self-aware of what 

we do with the myth in the following workshops) 

In our next meeting we will talk about a myth that tells the story of a person who 
finds herself in the same situation as you did in your own personal stories we 

explored today, that is to have to choose between obeying to somebody's will or 

not. 
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LESSON PLAN II: EXPLORING THE MYTH OF ANTIGONE: 90 min 

A. INTRODUCTION TO THE STORY WITH THE FIRST SCENE OF THE 

DIALOGUE BETWEEN THE TWO SISTERS 

EPISODE FOUR 

TASK 5 

CAPTION: Exploring the dramatic characters 
CONVENTION: Acting out from script 

Work with a partner and read through the extract together. Decide with him/her what 

each character's objective may be in this scene. What does Antigone want to happen 

and what does Ismene want to happen next? Take this in mind when you play the 

scene with your partner the second time you read it. (hand this out in the end of the 

previous meeting so that they will be prepared to start immediately) 

TASK 6 

CAPTION: By means of Sympathy 

CONVENTION: Action Narration] Physicalization 

Either 4 Groups of 5 or 6 (20,21) or 3 Groups of 5 or 6 (16,18). One or two groups 
deal with (a), the other group with (b) and the other with either, only we don't know 

which until we watch it and guess. 

(a) Work with another pair. One pair plays the scene from the perspective of 
Antigone and has to make the audience sympathize with her character. 

- How are we going to present Antigone in relation to her sister Ismene 

so that she will gain our sympathy? (a loving sister, counting on her 

sister, feeling lost and not knowing what to do at first, begging for 

help, trying to persuade her sister because they have a duty towards 

their brother, determined but not cruel rather left alone in a difficult 

task) 

- How are we going to present Ismene in relation to her sister so that 

we make the audience feel even stronger for Antigone (indifferent, 

trying to escape responsibilities, not willing to sacrifice her life for 
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anything, caring only for herself, being cold and untouched by the 

whole situation, trying to get rid of Antigone) 

The other pair improvises the physical actions of the two characters presenting the 

same perspective. 

- How do they move around the stage, when are they close and when are 

they distant? Pay attention at their facial expression and other gestures. 

One or two persons in your group are the directors. 

(b) The same as in (a) but this time one of the two pairs plays the scene from the 

perspective of Ismene and try to make the audience sympathize with her 

character. 

- How are we going to present her in relation to Antigone (caring but 

feeling weak to do anything, willing to help but unable to find 

courage) 

- How are we going to present Antigone in relation to her sister so that 

we make the audience feel even stronger for Ismene (tremendously 

persistent, speaking with cruelty and irony, feeling superior to her 

sister, trying to impose her own will) 

(c) SHARING THE SCENES 

QUESTIONS to be posed to the audience after each performance: 

- What are the arguments projected by each character? 

- What are their motives? 

- In what ways does Antigone try to persuade her sister? 

- In what ways does Ismene try to persuade her sister? Does she try at 

all? 

- What does this diversion in opinions and willingness to act in a certain 

way, tell us of their own relationship? 
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- What makes us sympathize with Antigone/ Ismene? 

- How did they manage to show this physically? 

- How does each character feel for the other? (Antigone may 

underestimate Ismene, Ismene may feel that Antigone overreacts and 

overestimates herself) 

- How does each character feel for herself? (Antigone feels strongly for 

what she believes, she is determined and confident. Ismene feels weak, 

realizes her limits) 

- How do they behave to one another? 

QUESTION after the presentation of all scenes: 

- What does this diversity in the way the characters are presented tell us 

concerning the subject of interpreting something? 

TASK 7 

CAPTION: Transforming Images 

CONVENTION: Narration and Sculpture 

IN GROUPS OF 5 or 6 (3 or 4 groups accordingly) 

(a) Now let's think of Antigone again. Does she remain the same throughout the 

whole dialogue with her sister? In what ways does she change? How is she in 

the beginning of their dialogue (more friendly and caring, asking for support 
in what she considers a common duty), at what point does she start being 

more sarcastic, and finally becomes cruel towards her sister? 
(b) In your groups we need 3 (if necessary 2) persons sculpting 3 different 

Antigones, each sculpture presenting her personality at one of these three 

critical moments. The rest 2 or 3 persons in your group accompany every 
image of Antigone with a title that suits the image. The narrator speaks in the 

third person. 
(c) Share the sculptures that all groups made with the rest of the class. Then 

briefly we discuss the outcome. What do you make of Antigone so far? 
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B. FROM THE PERSPECTIVE OF CREON 

EPISODE FIVE 

TASK 8 

CAPTION: A Thespian theatre 

CONVENTION: Teacher-in-role 

The teacher-in-role as the guard who watches after the body of Polyneikis. What we 
know so far is that Antigone wants to bury her brother and Creon doesn't. Now think, 

are we so clear of the reasons why (a) Antigone so strongly persists on going ahead 

with the burial and defying Creon, the law of the city, and (b) Creon so strongly 

objects to that? No, we are not. We need to go ahead and find out. 

Setting the scene: So now I want you to take the role of some tourists who visit the 

city of Thebes and notice that things don't look quite all right. You even heard a 

rumor as soon as you came here early this day that the body of one of the two 

brothers of king Oedipus, Polyneikis, was kept in a safe place by a royal guard and 

was not allowed to be buried by anyone. You are not sure of what has happened and 

you would like to clarify a few things when you meet the guard and, among other 

things, you ask him why nobody is allowed to bury him. As soon as the teacher is 

ready (putting something on the floor to represent the body and some chairs around 

him to show that it is kept safe -perhaps the teacher can wear something to indicate 

his character as the guard), the citizens come closer. They are encouraged to ask 

questions. 

(1) The teacher as the guard gives all the information below from the perspective 

of Creon: 

- Oidepus kills his father 

- Oidepus marries his mother 

- Iocasta becomes mother-grandmother to her children 

- Oidepus kills himself and so does Iocasta when they find out the truth 

- Before Oedipus kills himself Eteocles and Polyneikis decide to lock 

him in a room at the palace so that the city will forget his sins 
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- Oedipus curses the two brothers to share the kingdom by fighting and 
killing one another 

- Eteocles and Polyneilds decide to take over the throne in turn every 

year to avoid their father's curse 

- Eteocles doesn't trust his brother to manage the responsibility of being 

a king so Polyneikis goes off to Argos and brings a foreign army 

against his own city 

- Both brothers die and Creon has to take over the throne 

- Eteocles buried in honor and with the glory that suits a king for having 

defending his city from the enemy 

- Polyneikes is left unburied until the birds eat him 

- Anyone who dares bury him will be sentenced to death for he is 

honoring a traitor 

- Creon wants to protect the city from its enemies, he has to be strict, he 

has a public responsibility. 

- Antigone wants to bury him 

- She feels ashamed of herself for being part of such a family and 

suffers. Being in this psychological condition of having lost any trace 

of dignity she is ready to commit suicide anyway 

- She defies Creon's orders. 

A TEXT FOR GUIDANCE: Polyneilds is an enemy of the state. No matter if he is 

now dead, we can't forget that he brought a foreign army against our city. He was a 

traitor and remains a traitor in death. So many people have been killed because of 
him. I can't forget that, can you? And what if we accept that he was right to be angry 

at his brother, is this a reason to fight your brother because he refuses to give your 

turn in the sharing of the kingdom? No, it's not. Imagine if every time we had a 
difference to solve between our brothers and relatives, we took the guns and went 

against him? Now I can understand Antigone's frustration, maybe she is feeling 

ashamed of the way her family has collapsed; if you think that her father killed his 

father and married his mother, well what kind of family model can she have? I think 

her pride is hurt and that's why she is obsessed with burying her brother. But she 

can't defy the king. It is after all the king's orders; she ought to obey them. Besides 
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Creon is not some kind of a monster here. He has a public responsibility. He is trying 

to protect the city from people like Polyneikis. If he ignores that he went against the 

city then it's like giving the message that any one can insult the city's welfare and 

still not be punished. Can you imagine the consequences we would have if our 

enemies were not punished or even those who support them, like Antigone does? If 

people were allowed to get away with defying the laws, we would have anarchy. Is 

this democracy? Is this what you want for your city, for your children, to be terrified 

of what may happen next if someone decides to go against the law? I think In must 
have been in a serious dilemma about what to do with Polyneikis or Antigone, they 

are after all his nephew and niece, but he is a man with a very serious, responsible 

position. He holds the future of this city. He can't allow his personal feelings to 

influence his good judgment for the common good. We wouldn't want him to. I think 

he found himself in a tremendously hard position to decide. 

EPISODE SIX 

TASK 9 

CAPTION: Transferring the story to contemporary situations through 

contemporary means 

CONVENTION: Group discussion, Still-Image 

(a) LIST OF THE EVENTS: Let's make a list of what we know so far from the 

story (as I have outlined in task 8). 

(b) IN GROUPS OF 5 OR 6: STILL-IMAGES: If these points we prepared on 
the list and constitute the story were today's news on the TV or the 

newspaper, how would the media present them? In each group prepare a still- 
image based on the content of the story, as we have outlined it on the paper. 
The images must provide us with a commentary on the events already having 

taken place or even foreshadow the events that could happen in the future. 

QUESTIONS to consider: 

- What might be the response of the media towards this kind of a story, 

according to what they want to emphasize? 
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- What may be of interest to their readers or spectators who are at the 

same time the citizens of that city? 

- What may be of danger to the citizens of that city the way that these 

events have unfolded? 

- What might be the message that the media want to give to the citizens 

of that city (be rational in what you think and do or protest against the 

excessive power of the state)? 

- What do the media foresee for the future of the state and the family of 
Creon? 

- How do the media interpret the relationship between Haemon and 
Atigone, Haemon and Creon? 

LESSON PLAN III: EXPLORING THE MYTH OF ANTIGONE: 90 min 

C. FROM THE PERSPECTIVE OF HAEMON 

EPISODE SEVEN 

TASK 10 

CAPTION: A Thespian theatre 

CONVENTION: Teacher-in-role 

The Teacher-in-role as Haemon trying to make the students sympathize with 
Haemon: So far we have watched all the characters in the story behave one way or 

another, we have seen the perspective of Antigone, Ismene and Creon. What I think is 

interesting to look at is Haemon's position in this story, who was after all Antigone's 

boyfriend. In what situation does a character like Haemon find himself when his 

girlfriend decides at all costs to go against his father's orders and, furthermore, his 

father is not willing to change his order which wams of certain death for anyone who 

attempts to bury Poleinikis? Let's find out. As soon as the teacher is ready (wearing a 

cloth that indicates his character), the rest of the class comes in role as Creon who has 

heard of Antigone's plans and wants to persuade Haemon to persuade Antigone not 
to go ahead with her resistance. 
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The teacher as Haemon should make the following points: 

- In love with Antigone. Desperately asking for solution, for he doesn't 

want to lose her. 

- Antigone behaves as though there is nothing more important than her 

burying her brother. She forgets about their love. 

- Sympathizing with Antigone, wants to help her because in his opinion 

she suffered so many deeds from her family 

- Sympathizing with his father, doesn't want to insult him by going 

against him. 

- Cannot do what his father asks him, that is to persuade Antigone, 

because that would make her feel less important to him, which is 

untrue. 

- Deep down he believes that his father should show more 

understanding to the woman who lost so many of her relatives. On the 

other hand, he understands his father's public responsibility and his 

concern that if he ignores a possible burial by Antigone, he may set the 

life of the citizens in danger. 

- Feeling torn, not knowing what to do, miserable in his weakness to 

find a solution for the best interest of all. 

D. WEIGHING PERSPECTIVES 

EPISODE EIGHT 

TASK 11 

CAPTION: Illuminating the characters 
CONVENTION: Role-playing in pairs 

IN PAIRS: One of you is Haemon and the other is Antigone. Haemon tries to 

convince Antigone not to bury Polyneikis. How does Antigone respond? Play for a 

while in your group. (Let them do that for 5 min). Then I will go round each pair and 

listen to your dialogue. When I am close to your pair, you play. As soon as I leave, 

you stop so that we can listen to the next pair's dialogue. 
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Questions directed to the audience after the presentation of all the pairs' 

dialogue: 

- What have we witnessed here? 

- What were Haemon's arguments? 

- How did Antigone respond in each group? 

EPISODE NINE 

TASK 12 

CAPTION: Revealing Hidden Perspectives 

CONVENTION: Take on a role, Still-image, use of objects, 

IN 3 or 4 GROUPS : Discuss in your groups who of the three characters you most 

sympathise with. Try to think who is at the toughest position in this story. Then: 

(a) Three actors sit on a chair in a circle, each taking the roles of Creon, Antigone 

and Haemon. The rest of the participants are asked to place themselves behind 

the character they most sympathise with. 
(b) From the students behind each character, one actor comes out from each 

group (Antigone's, Creon's, Haemon's) to make a still-image inside the circle 

which shows the tough position that each character is in, and how the other 

two characters in this image make this even harder. (3 still-images, from each 

character's perspective every time) 

(c) I may have objects symbolizing each character's perspective that the actors 

will use in their still-image: 

- for Antigone: a family picture with his brother 

- for Creon: a book of law 

- for Haemon: a heart divided into two parts, the love for his father and 
the love for his girlfriend 

Questions directed to the audience every time each still-image is presented: 

- What's the situation? 
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- What do the two antagonists do that makes the position of the 

protagonist more difficult? 

- What is the relationship between the protagonist and the antagonists? 

E. ANALOGIES 

EPISODE TEN 

TASK 13 

CAPTION: Making Analogies 

CONVENTION: Discussion and extension of the myth 

(a) Try to think of other situations like these in the modem world and make a list 

of them. Keep the same social types: somebody who has public responsibility, 

somebody who has a dilemma for private reasons and somebody caught in the 

middle. (they may use the list already made in the end of the third episode or 

make another list) 

TASK 14 

CAPTION: Repositioning the myth in contemporary context 
CONVENTION: Small-group drama/ Devising 

IN 3 or 4 GROUPS: DEVISE a piece of theatre that deals with one of the themes of 
the list. 

- How are you going to present this theme? From whose perspective? 

- How are you going to show the contradictions or conflicts the characters may 
face? 

- What might be their dilemmas? 

- We need to use gestures and body language as well to communicate this 

theme better to the audience. Remember how we used our body in the 
dialogue of the two sisters in the myth. 

ENDING THE WORKSHOP: Sharing the scenes and discussing 
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APPENDIX 5 

QUESTIONNAIRE TO THE STUDENTS 

Tick where appropriate. 

Bob,. .......... Girl......... 

School: Kykkos A'........... Pangyprio Gymnasium....... 

Grade: A' Lyceum............ B' Lyceum ................ 
Group: ............ (write 1,2,3 or 4) 

1. How often have you been told the story of the myth of Antigone? 

Never ...... Once ....... more than once ......... 

2. In the workshop you participated, which of the activities did you enjoy: 

(5=liked very much, 4=liked, 3=o. k, 2=not particularly, 1=not at all) 

- sharing our personal stories in our team 54321 

- making tableaux 54321 

- telling the story from different perspectives 54321 

- connecting our story with contemporary situations 54321 

- playing from the text 54321 

- miming the words of the characters with our body 54321 

- sculpting Antigone 54321 

- teacher-in-role as the guard or as Haemon 54321 

- making analogies of the story to our contemporary life 

through the devising of a small play 54321 

- role- playing in pairs (Antigone and Ismene, 

Antigone and Haemon) 54321 

- having the actors on the chairs and making the 

tableaux in the middle 54321 

- discussing the dramatic activities and making 

comments 54321 
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3. In thinking about the myth now, which of these statements is true? 

(5=strongly disagree, 4=disagree, 3=don't know, 2=agree, l=strongly agree) 

- Antigone is just an old story of the past 54321 

- Antigone is just as important now as it was then 54321 

- We should be taught Antigone in schools 54321 

- Antigone should no longer be part of the curriculum 54321 

4. Learning about the myths through drama: 

(5=strongly disagree, 4=disagree, 3=don't know, 2=agree, I=strongly agree) 

- makes it easier for us to get involved in the story 

- provokes our interest in the story 

- helps us make connections between the story and 

our contemporary life 

- is an approach which does not show respect towards 

the original text 

- is not as good as learning the myths through a 

literary approach 

54321 

54321 

54321 

54321 

54321 
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APPENDIX'6 

(a) A STRUCTURED INTERVIEW WITH STUDENTS (4 or 5 students from 

each group) 

- You knew what this workshop would be about. What expectations did you 
have in the beginning of this workshop in terms of how we will use the myth 

of Antigone? 

- What are your observations concerning the way we used the myth of Antigone 

during the workshop? 

- Did this workshop bring any further insights into the way you thought of the 

myth before? What are these? 

- Which activity did you enjoy most/ least in the workshop? Why? 

- Why do you think we study Antigone at school? 

- Do you think it is important for you to learn about the myths of your culture? 

Why? 
- Did you have the same opinion before this workshop? If no, what has made 

you change it? 

- If you could choose the way to be taught these myths, between orthodox 

methods of teaching which approach dramatic poetry as literature and 

alternative methods of teaching which approach it as performance, which 

would you choose? Why? 

(b) A STRUCTURED INTERVIEW WITH THE OBSERVERITEACHER 

- Have you seen this kind of work before? 

- Did anything positive strike you about it? 

- What do you feel is the significance of the Antigone myth when you teach it? 

(or if you had to teach it? ) 

- Did you see it happening here or was, in your opinion, something different 

happening here? 

- What relevance do you think the myth has to contemporary life and especially 
to the young people today? 

- Do you think the workshop accessed that or did it access something else? 
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- Why did we explore the myth dramatically? Is it important to do it this way 

rather than any other way, for example literary? 

- Do you think it helps the students understand or relate to the text? 

- How did you feel about the way we used the text (departed from the text)? 

- Do you see any problems in this approach concaving the way we used the 

myth? Which? 



Bibliography - 255 - 
BIBLIOGRAPHY 

Aeschylus. (1992a) Agamemnon, Rousos, T. (trans. ), Athens: Kaktos Publications. 

Aeschylus. (1992b) Choeforoi, Rousos, T. (trans. ), Athens: Kaktos Publications. 

Aeschylus. (1992c) Eumenides, Rousos, T. (trans. ), Athens: Kaktos Publications. 

Aeschylus. (1992d) Epta Epi Thebes, Rousos, T. (trans. ), Athens: Kaktos 

Publications. 

Anouilh, J. (1954) Antigone, Landers, W., M. (ed. ), London: George, G., Harrap & 

Co 

Anouilh, J. (1967) The Collected Plays Vol 2: Antigone, Galantiere, L, (trans. ), 

London: Methuen. 

Arendt, H. (1989) The Human Condition, Chicago: University Press. 

Aristotle. (1995a) Peri Poetikis, Nikoloudis, E., P. (trans. ), Athens: Kaktos 

Publications. 

Aristotle. (1995b) Politika 1-3, The Literary Team of Kaktos (trans. ), 

Athens: Kaktos Publications. 

Arnott, P., D. (1971) The Ancient Greek and Roman Theatre, New York: 

Random House. 

Arnott, W., G. (1993) 'Double the Vision: A Reading of Euripides' Electra", in 

McAuslan, I. & Walcot, P. (eds. ) Greek Tragedy, Oxford: Oxford University Press. 

Barthes, R. (1977) Image Music Text, Heath, St. (trans. ), New York: Hill and Wang. 

Barthes, R. (1993) Mythologies, Lavers, A. (trans. ), London: Vintage Books. 

Bain, D. (1987) "Some Reflections of the Illusion in Greek Tragedy", BICS 34,1-14. 

Benjamin, W. (1998) Understanding Brecht, London: Vero. 

Bennett, S. (1997) Theatre Audiences, London: Routledge. 

Bentley, E. (1985) The Brecht Memoir, New York: Performing Arts Journal. 

Best, D. (1992) The Rationality Of Feelings, London: Falmer Press. 

Blondell, R., Gamel, M., Rabinowitz, N., S. & Sweig, B. (1999) Women on the Edge, 

London: Routledge. 

Boal, A. (1992) Games For Actors And Non-Actors, London: Routledge. 

Boal, A. (1995) The Rainbow Of Desire, Jackson, A. (trans. ), London: Routledge. 



Bibliography - 256 - 
Boal, A. (1996) "Augusto Boal at the Green Room, Manchester, 27 January 1995", in 

Delgado, M. & Heritage, P. (eds. ) In Contact with the Gods? Directors Talk 

Theatre, Manchester: Manchester University Press. 

Boal, A. (1998) Legislative Theatre, Jackson, A., (trans. ), London: Routledge. 

Boal, A. (1999) Theatre of the Oppressed, Charles, A. & Leal McBride, M., (trans. ), 

London: Pluto Press. 
Boal, A. (2001) Hamlet and the Baker's Son; My Life in Theatre and Politics, 

Jackson, A. & Blaker, C. (trans. ), London: Routledge. 

Bolton, G. (1984) Drama As Education, London: Longman. 

Booth, D. (1987) Drama Words: The Role of Drama in Language Growth, Toronto: 

Language Study Centre, Toronto Board of Education. 

Bourdieu, P. (1994) "The Field of Cultural Production", in The Polity Reader in 

Cultural Theory, Cambridge: Polity Press. 
Bourdieu, P. (1999) The Field of Cultural Production: Essays on Art and Literature, 

Cambridge: Polity Press. 

Bowra, C., M. (1964) Sophoclean Tragedy, Oxford: Clarendon Press. 

Braun, Ed. (1999) The Director and the Stage, London: Methuen Publishing Ltd. 

Brecht, B. (1990) Sophocles'Antigone, Malina, J. (trans. ), New York: Applause 

Theatre Book Publishers. 
Brecht, B. (1996) Brecht On Theatre Willett, J. (ed. & trans. ), London: Eure 

Methuen. 

Brenton, H. & Hare, D. (1985) Pravda, London: Methuen. 

Brooker, P. (1998) "Key words in Brecht's theory and practice", in Thomson, P. & 

Glendyr, S. (eds. ) The Cambridge Companion to Brecht, Cambridge: Cambridge 

University Press. 

Bruner, J. (1996) The Culture Of Education, USA: Harvard University Press. 

Burian, P. (1997) "Myth into mythos: the shaping of tragic plot", in 

Easterling, P., E. (ed. ) The Cambridge Companion to Greek Tragedy, 

Cambridge: Cambridge University Press. 

Bushnell, R., W. (1988) Prophesying Tragedy; Sign and Voice in Sophocles' Theban 

Plays, New York: Cornell University Press. 



Bibliography - 257 - 
Cartledge, P. (1997) " "Deep plays": Theatre As Process In Greek Civic Life", in 

Easterling, P., E. (ed. ) The Cambridge Companion to Greek Tragedy, 

Cambridge: Cambridge University Press. 

Case, S. (1988) Feminism and Theatre, New York: Methuen. 

Cockett, St. (1998) "Drama in Education: Learning Through Story (Empowering 

Teachers)", in McCullough, Ch. (ed. ) Theatre Praxis: Teaching Drama Through 

Practice, UK: Macmillan Press Ltd. 

Conacher, D., J. (1967) Euripidean Drama, Canada: University of Toronto Press. 

Connor, S. (1992) Theory and Cultural Value, Oxford: Basil Blackwell. 

Cornford, F. (1914) The Origin Of Attic Comedy, London: Edward Arnold. 

Counsell, R. (1996) Signs Of Performance, London: Routledge. 

Courtney, R. (1990) Drama and Intelligence: A Cognitive Theory, 

Montreal/ Kingston: McGill-Queen's University Press. 

Delgato, M. & Heritage, P. (1996) In Contact with the Gods? Directors Talk Theatre, 

Manchester: Manchester University Press. 

Denzin, N., K. (1970) The Research Act in Sociology, Chicago: Aldine. 

Denzin, N., K. & Lincoln, Y. (eds. ) (2000) "The Discipine and Practice of 

Qualitative Research", in Handbook of Qualitative Research, USA: Stage 

Publications. 

Donlan, W. (1980) The Aristocratic Ideal in Ancient Greece, Kansas: Bolchazy- 

Carducci Publications. 

Dowden, K. (1992) The Uses of GreekMythology, London: Routledge. 

Easterling, P., E. (1997a) "A Show for Dionysus", in Easterling, P., E. (ed. ) 

The Cambridge Companion to Greek Tragedy, Cambridge: University Press. 

Easterling, P., E. (1997b) "Form and Performance", in Easterling, P., E. (ed. ) 

The Cambridge Companion to Greek Tragedy, Cambridge: University Press. 

Eisner, E. (1991) The Enlightened Eye: Qualitative Inquiry and the Enhancement of 

Educational Practice, New York: Macmillan. 

Eliot, T., S. (1957) On Poetry and Poets, London: Faber and Faber. 

Euripides. (1992a) Electra, Rousos, T. (trans. ), Athens: Kaktos Publications. 

Euripides. (1992b) Orestes, Rousos, T. (trans. ), Athens: Kaktos Publications. 

Euripides. (1992c) Phoenesai, Rousos, T. (trans. ), Athens: Kaktos Publications. 

Evans, M. (1997) Aeschylus' Oresteia, London: Everyman. 



Bibliography - 258 - 
Fagles, R. (trans. ) (1984) Sophocles: The Three Theban Plays, 

New York: Penguin Books. 

Fleming, M. (2001) Teaching Drama in Primary and Secondary Schools; An 

Integrated Approach, London: David Fulton Publishers Ltd. 

Flickinger, R., C. (1973) The Greek Theatre and its Drama, Chicago, USA: 

University Press. 
Freire, P. (1996) Pedagogy of the Oppressed, London: Penguin Books Ltd. 

Freire, P. & Shor, I. (1987) A Pedagogy for Liberation: Dialogues on Transforming 

Education, London: Macmillan Education. 

Fuegi, J. (1987) Chaos, According to Plan, Cambridge: Cambridge University Press. 

Gallagher, K. (2000) Drama Education in the Lives of Girls: Imagining Possibilities, 

Toronto: University of Toronto Press. 

Gardiner, C., P. (1987) The Sophoclean Chorus, Iowa, USA: University of Iowa 

Press. 

Geertz, Cl. (1975) The Interpretation of Cultures, London: Hutchinson. 

Geertz, Cl. (1980) Negara, The Theatre State in Nineteenth Century Bali, New 

Jersey: Princeton University Press. 

Geertz, Cl. (1983) Local Knowledge, New York: Basic Books. 

Geertz, Cl. (1988) Works and Lives: The Anthropologist as Author, California: 

Stanford University Press. 

Goffman, E. (1959) The Presentation of Self in Everyday Life, New York: Anchor 

Books. 

Golden, M. (1990) Children and Childhood in Classical Athens, Baltimore: John 

Hopkins University Press. 

Goldhill, S. (1997) "The Audience of Athenian Tragedy", in Easterling, P., E. (ed. ) 

The Cambridge Companion to Greek Tragedy, Cambridge: University Press. 

Gould, J. (1998) "Tragedy and Collective Experience", in Silk, M., S. (ed. ) Tragedy 

and the Tragic: Greek Theatre and Beyond, Oxford: University Press. 

Green, J., R. (1996) Theatre in Ancient Greek Society, London: Routledge. 

Habermas, J. (1994) "The Emergence of the Public Sphere", in The Polity Reader in 

Cultural Theory, Cambridge: Polity Press. 

Hall, E. (1997) "The Sociology Of Athenian Tragedy", in Easterling, P., E. (ed. ) 

The Cambridge Companion to Greek Tragedy, Cambridge: University Press. 



Bibliography - 259 - 
Hammersley, M. & Atkinson, P. (1983) Ethnography: Principles in Practice, 

London: Tavistock. 

Hands, G. (2000) Marx: A Beginner's Guide, London: Hodder & Stoughton. 

Harrison, J., E. (1913) Ancient Art and Ritual, New York: Henry Holt. 

Harvey, S. (1982) "Whose Brecht? Memories for the Eighties", Screen (23), 45-69. 

Hauser, A. (1999) The Social History ofArt Voll, London: Routledge. 

Hauser, A. (1977) The Social History ofArt Vol IV, London: Routledge and Kegan 

Paul. 

Heathcote, D. (1990), Dorothy Heathcote Collected Writings on Education and 
Drama, in O'Neil, C. & Johnson, L. (eds. ), UK: Stanley Thornes Ltd. 

Heathcote, D. & Bolton, G. (1995) Drama for Learning; Dorothy Heathcote c Mantle 

of the Expert Approach to Education, Postmourth: Heinemann. 

Heckman, S. (1995) Moral Voices, Moral Selves, Cambridge: Polity Press. 

Hitchcock, G. & Hughes, D. (1995) Research and the Teacher, London: Routledge. 

Hitchens, C. (1998) "The Elgin Marbles", in Hitchens, C. (ed. ), The Elgin Marbles: 

Should they be Returned to Greece?, London: Verso. 

Hornbrook, D. (1989), Education And Dramatic Art, London: Basil Blackwell Ltd. 

Hunter, V. (1994) Policing Athens: Social Control in the Attic Lawsuits, 420-320 BC, 

Princeton: Princeton University Press 

Inglis, F. (1993) Cultural Studies, Oxford: Blackwell Publishers. 

Inns, Ch. (1993) Avant Garde Theatre 1892-1992, London: Routledge. 

Jones, J. (1980) On Aristotle and Greek Tragedy, London: Chatto & Windus. 

Just, R. (2000) Women in Athenian Law and Life, London: Routledge. 

Kekkoy, M. (1992) Antigone, Athens: Dodonis Publications. 

Kincheloe, J., L. (1991) Teachers as Researchers: Qualitative Inquiry as a Path to 

Empowerment, London: Falmer Press. 

Kirk, G., S. (1974) The Nature of Greek Myths, London: Penguin. 

Kirk, G., S. (1996) Homer and the Epic, Cambridge: University Press. 

Kitto, H., D., F. (1995) Greek Tragedy, London: Routledge 

Konstantinov, F., Berestnef, V., Glezerman, G., Ntinik, M., Kammari, M., 

Kouznetzof, I., Kopnin, P., Rozental, M., Siskin, A., Fentosegef, P. & Frantzef, G. 

(1961) The Foundations of Marxist Philosophy, Athens: Politikes & Logotechnikes 

Publications. 



Bibliography - 260 - 
Little, A., M., G. (1967) Myth and Society in AtticDrama, USA: Columbia 

University Press. 

Lloyd-Jones, H. (1971) The Justice of Zeus, London: University of California Press. 

Longo, O. (1990) "The Theatre of the Polis", in Winkler, J., J. and Zeitlin, F., I. (eds. ) 

Nothing to Do with Dionysus? Athenian Drama in its Social Contex4 Princeton: 

Princeton University Press. 

Lunn, E. (1982) Marxism and Modernism, California: University of California Press. 

Maclntyre, Al. (1999) After Virtue, London: Gerald Duckworth & Co. Ltd. 

Mbabiniotis, G. (2002) Leksiko tis Neas Ellinikis Glossas, (2nd edition), Athens: 

Kentro Leksikologias Publications. 

Mclaren, P. (1988) "The Liminal Servant and the Ritual Roots of Critical Pedagogy", 

in Language Arts, 65 (2), 164-179. 

Mercouri, M. (1982, July 29) "The Parthenon Marbles", World Conference on 
Cultural Policies of UNESCO, Mexico City, The Melina Mercouri Foundation, 

Retrieved February 12,2002 from the World Wide Web: 

http: //www. culture. gr/4/41/41 I/e41101. html 

Meyerhold, V. (1969)Meyerhold on Theatre, Braun, Ed. (ed. & trans. ), London: 

Methuen. 

Morgan, N. & Saxton, J. (1996) Teaching Drama, UK: Stanley Thornes Ltd. 

Morkot, R. (1996) The Penguin Historical Atlas of Ancient Greece, London: Penguin 

Books. 

Mouffe, C. (ed. ) (1992) Dimensions of Radical Democracy: Pluralism, Citizenship, 

Community, London: Verso. 

Mueller, R. (1998) "Learning for a new society: the Lehrstucl? ', in Thomson, P. & 

Glendyr, S. (eds. ) The Cambridge Companion to Brecht, Cambridge: Cambridge 

University Press. 

Murray, G. (1912) "Excursus on the Ritual Forms Preserved In Greek Tragedy", 

in Harrison, J., E. (ed) Them is: A Study Of The Social Origins Of Greek Religion, 

Cambridge: University Press. 

Murray, O. (1993) Early Greece, London: Fontana Press. 

Neelands, J. (1984) Making Sense of Drama Oxford. Heinemann Educational Books 

Ltd. 



Bibliography - 261- 

Neelands, J. (1995) Structuring Drama Work Goode, T. (ed. ), Cambridge: 

Cambridge University Press. 

Neelands, J. (1996) "Agendas of Change, Renewal and Difference", in O'Toole, J. & 

Donelan, K. (eds. ) Drama, Culture and Empowerment, Brisbane: IDEA 

Publications. 

Neelands, J. (1997) Changing Theatre, University of Warwick: Unpublished Doctoral 

Thesis. 

Neelands, J. (1998) Beginning Drama 11-14, London: David Fulton Publishers Ltd. 

Neelands, J. (2000) "In the Hands Of Living People", in Drama Review, (1) 1,47-59. 

Neelands, J. & Dobson, W. (2000a) Drama and Theatre studies at AS and A-Levels, 

London: Hoddard Stoughton. 

Neelands, J. & Dobson, W. (2000b) Theatre Directions, London: Hoddard Stoughton. 

Neelands, J. & Goode, T. (1995) "Playing in the Margins of Meaning: The Ritual 

Aesthetic in Community Performance", NADIE JOURNAL, 19(1), 39-56. 

Nietzsche, F. (1999) The Birth of Tragedy, Geuss, R. & Speirs, R. (eds. ), Cambridge: 

Cambridge University Press. 

Nikoloudis, E., P. (1995) Aristotelis Apanta, Athens: Kaktos Publications. 

Norman, J. (1999) "Brain Right Drama", Drama: The Journal of National Drama 6, 

(2), 8-13. 

Nussbaum, M. (1986) The Fragility Of Goodness, Cambridge : Cambridge University 

Press. 

O'Neil, C. (1995) Drama Worlds, Portsmouth: Heinemann. 

O'Neil, C. & Lambert, Al. (1990) Drama Structures, UK: Stanley Thornes Ltd. 

O'Toole, J. (1992) The Process of Drama; Negotiating Art and Meaning, London: 

Routledge. 

Passerin d' Entreves, M. (1992) "Hannah Arendt and the Idea of Citizenship", in 

Mouffe, C. (ed. ) Dimensions of Radical Democracy: Pluralism, Citizenship, 

Community, London: Verso. 

Pickard-Cambridge, A., W. (1962) Dithyramb, Tragedy and Comedy, (2nd edition), 

revised by Webster, T., B., L, Oxford. University Press. 

Piscator, Er. (1980) The Political Theatre, Rorrison, H., (ed. & trans. ), London: Eure 

Methuen. 



Bibliography - 262 - 
Plato. (1992) Politeia 1-5, The Literary team of Kaktos (trans. ), Athens: Kaktos 

Publications. 

Podlecki, A., J. (1999) The Political Background of Aeschylean Tragedy Bristol: 

Paperbacks. 

Polan, D. (1985) The Political Language of Film and the Avant-Garde, Ann Arbor: 

UMI Research Press. 

Rehm, R. (1994) Greek Tragic Theatre, London: Routledge. 

Reich, B. (1975) "Recollections of Brecht as a Young Man", inWitt, H. (ed. ) Brecht 

as They Knew Him, London: Lawrence and Wishart. 

Reid, L., A. (1982) "The Concept of Aesthetic Education", in Ross, M. (ed. ) The 

Development of Aesthetic Experience, London: Pergamon Press 

Robinson, B. (1990) "Doing Case Study in Educational Research", in Winston, J. A 

Life in the Half Term of a Middle School Head teacher, University of Exeter: 

Unpublished Med Thesis. 

Romily, J. (1985) A Short History Of Greek Literature, Doherty, L. (trans. ), Chicago, 

USA: The University of Chicago Press. 

Romily, J. (1997) Greek Tragedy, Kardamitsa-Psychogiou, M. (trans. ), Athens: 

Institouto Vivliou Press. 

Ryan, K. (1989) Shakespeare, London: Harvester Wheatsheaf. 

Schechner, R. (1994a) Performance Theory, London: Routledge. 

Schechner, R. (1994b) Enviromental Theatre, New York : Applause Books. 

Schechter, J. (1998) "Brecht's clowns: Man is Man and after", in Thomson, P. & 

Glendyr, S. (eds. ) The Cambridge Companion to Brecht, Cambridge: Cambridge 

University Press. 

Sennett, R. (1993) The Fall Of Public Man, London: Faber & Faber Ltd. 

Shattuck, R. (1958) The Banquet Years: The Arts in France 1885-1918, New York: 

Doubleday. 

Shklovsky, V. (1965) "Arts as Technique", in Lemon, L. & Reis, M. (eds. ) Russian 

Formalist Criticism, Lincoln: University of Nebraska Press. 

Slade, P. (1958) An Introduction To Child Drama, London: Hodder& Stonghton. 
Snell, B. (1983) "From Tragedy to Philosophy: Iphigenia in Aulis", in Segal, E. (ed. ) 

Oxford Readings in Greek Tragedy, Oxford. University Press. 

Sommerstein, A., H. (1996) Aeschylean Tragedy, Italy: Levante Editori- Bari. 



Bibliography - 263 - 
Soncini, S. (1999) "Rewriting the Greeks in Contemporary British Drama: The 

Metatheatre of Timberlake Wertenbaker and Tony Harrison", in Patsalides, S. & 

Sakellaridou, E. (eds. ) (Dis)Placing Classical Greek Theatre, Thessaloniki: 

University Studio Press. 

Sophocles. (1992) Electra, Georgousopoulos, K. (trans. ), Athens: Kaktos 

Publications. 

Sophocles. (1994) Antigone, Georgousopoulos, K. (trans. ), Athens: Kaktos 

Publications. 

St Clair, W. (1998) Lord Elgin and The Marbles: The Controversial History Of The 

Parthenon Sculptures, Oxford: University Press. 

Stake, R. (2000) "Case Studies", in Denzin, N., K. & Lincoln, Y., S. (eds. )Handbook 

of Qualitative Research, USA: Stage Publications. 

Steiner, G. (1958) The Death of Tragedy, New York: Alfred, A. Knopf. 

Strindberg, A. (1975) "The Preface to Miss Julie", in Mayer, M. (ed. ) Strindberg: 

The Plays - Vol 1, London: Secker and Warburg. 

Styan, J., L. (1975) Drama, Stage and Audience, Cambridge: Cambridge University 

Press. 

Styan, J., L. (1997) Modern Drama in Theory and Practice 1: Realism and 

Naturalism, Cambridge : Cambridge University Press. 

Styan, J., L. (1996a) Modern Drama in Theory and Practice 2: Symbolism, 

Surrealism and the Absurd, Cambridge : Cambridge University Press. 

Styan, J., L. (1996b) Modern Drama in Theory and Practice 3: Expressionism and 

Epic Theatre, Cambridge : Cambridge University Press. 

Symons, A. (1992) "The ideas of Richard Wagner", in Bentley, E. (ed. ) The Theory 

of the Modern Stage, UK: Penguin Books. 

Suvin, D. (1984) To Brecht and Beyond: Soundings in Modern Dramaturgy, Sussex: 

The Harvester Press and Barnes and Noble Books. 

Taplin, O. (1997) "Greek Theatre", in Brown, J., R. (ed. ) The Oxford Illustrated 

History Of Theatre, Oxford: University Press. 

Taylor, P. (ed. ) (1996a) Researching Drama and Arts Education, London: Falmer 

Press. 

Taylor, P. (1996b) "Doing Reflective Practitioner Research in Arts Education", in 

Taylor, P. (ed. ) Researching Drama and Arts Education, London: Falmer Press. 



Bibliography - 264 - 
Tedlock, B. (2000) "Ethnography and Ethnographic Representation", in Denzin, N., 

K. & Lincoln, Y., S. (eds. ) Handbook of Qualitative Research, USA: Stage 

Publications. 

The Ministry of Education and Culture of Cyprus. (2000) National Curriculum for 

the first Grade of the Lyceum, Lefkosia: Kyriakides Press. 

The Ministry of Education and Culture of Cyprus. (2001) National Curriculum for 

the second Grade of the Lyceum, Lefkosia: Kyriakides Press. 

Thomson, G. (1973) Aeschylus and Athens: A Study in the Social Origins of Drama, 

London: Lawrence & Wishart. 

Thorley, J. (1996) Athenian Democracy, London: Routledge. 

Tucker, R., C. (1972) (ed. ) The Marx-Engels Reader, New York: Norton. 

Turner, V. (1982) From Ritual to Theatre, New York: Performing Arts Journal 

Publications. 

Vellacott, P. (1975) Ironic Drama; A Study of Euripides' Method and Meaning, 

London: Cambridge University Press. 

Vernant, J., P. & Vidal-Naquet, P. (1981) Tragedy and Myth in Ancient Greece, 

Lloyd, J. (trans. ), New York: Zone Books. 

Vickers, B. (1973) Towards Greek Tragedy: Drama, Myth, Society, London: 

Longman Group Limited. 

Wagner, B., J. (1998) Dorothy Heathcote: Drama As A Learning Medium, London: 

Hutchinson. 

Walcot, P. (1976) Greek Drama in its Theatrical and Social Context Cardiff: 

University of Wales Press. 

Watling, E., F. (1953) Sophocles Electra and Other Plays, London: Penguin Books. 

Way, B. (1967) Development Through Drama, London: Longman. 

Wertenbaker, T. (trans. ) (1992) The Thebans, London: Faber and Faber Ltd. 

Willett, J. (1986) The Theatre of Erwin Piscator, London: Methuen. 

Willett, J. (1995) The Theatre of Bertolt Brecht, London: Methuen. 

Williams, R. (1966) Modern Tragedy, London: Chatto & Windus. 

Williams, R (1971) Drama from Ibsen to Brecht, London: Chatto & Windus Ltd 

Williams, R (1973) The Long Revolution, Harmondsworth: Pelican. 

Williams, R. (1975) Drama in a Dramatized Society, Cambridge: Cambridge 

University Press. 



Bibliography - 265 - 
Williams, R. (1990) Culture and Society, London: Hogarth Press. 

Wilson, E. (1976) The Theatre Experience, New York: McGraw-Hill Book 

Company. 

Wilson, J. & Wing, L. (1999) `Enhanced Teaching and Learning through Student 

Self-assessment", in Practically Primary, 4(1), Australia: Grove Graphics. 

Winnicott, D. (1971) Playing and Reality, London: Tavistock. 

Winnington-Ingram, R., P. (1983) "Clytaimnystra and the vote of Athena", in Segal, 

E. (ed. ) Oxford Readings in Greek Tragedy, Oxford: University Press. 

Winston, J. (1996) `Emotion, Reason and Moral Engagement in Drama", Research in 

Drama in Education, 1(2): 189-200. 

Winston, J. (1998) Drama, Narrative and Moral Education, London: Falmer Press. 

Young, D. (trans. ) (1974) Aeschylus: Oresteia, USA: University of Oklahoma Press. 


